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3 ABSTRACT

Litt1e,hés been uritten on the deve]obment_of landscape painting
in western Canada. 1n this study, 1nformaf1on is compiled and
conclusions are drawn. It discusses, briefly .or (in relai1ve',depth.
paintings of the Canadian Rockies, produced during the 80-year period
under consideration, by almost 60 artists. These paiqtings are‘placed
;dithin the context of the oeuvre of the artist; who created them. The
artists are discussed under the headings: topographers, amateurs,
early professional artists, painters who came wesf during the hey day
of C.P.R. patronage, other visiting painters and resident artists.

Themes which have evolved include: the 7continq1ng engagement
with the picturesque seen in many. paintings of the Rocky Mountains,
often accompanied by written portrayals of the mounta{ns as sublime;
the “influence of landscape hhotography; and the gradual replacement of
English  landscape sty\esﬁ with  French-derived ‘ technihues and
sgnsibilffies. Besides these findings, painting in the Canadian
Rockies is seen to have developed withiq a context of nationalism and(
expans fonism, The patronage, particularly relatéh 'to travel
assistance, of the C.P.R. throughout the period is also revealed. The
reTatfon to the alpine landscape of the painters who lived in Banff and
thedr situation regarding patronage ffom outside Alberta 15 examined,
1ikely for the first time. The study brings together a large body of
western.Canadian afpine painting and, through isolating the above, as

e - -
well as other themes, suggests topics for further studies in this area.
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Chapter 1
INTRODUCTION - -

Durwng much of the period, 1845 to 1923, the lure of the Rocky
Mountains for 1andsc§be pa1nters was strongn £anadian' American,
Br1' and French painters came west to pan\t this most roman.tvc of
1andscape subjects. FBr the Canadian pqp11c the ‘Rocky Mouhtains
symbolized the nationalistic . and  ex ansionisg, spirit thch was

‘prevalent dur?hg much of the perfod. he‘purposés of this thesis are
£o provide aﬁ overview of painting in the Canadian Rockies quring the
period as well as the pertinent~context in which this painting took
p]ace; and to draw éonc]usions 'where~ possible. These conclusions
relate to both stylistic and contextural congerns; no claim is made for
thei} definitiveness. It is believed that they lay the aroundwork for
further studies of Canadian landscape.

The limits of the overview, 1845 to 1923, Lere determinedlby the
-Qafﬂiest known deliberate attempt to paint the Rockies and by the first
vis{t by members of the Group(;f SeveAT\T)he decision to end the study
tﬁis way seems appropriate. After the expressive and decorative works
of J.E.H. Macdonald and, partitu]ar]y, the symbolic depictioms by
.Lawren Harris, the subject of the Rockies could never be the same to
Canadian paihters. Qixh the establishment of modernism~iﬁ Canada a new
assessment of the meaning .of landscape paintiﬁg, including alpine
painting, was takin® place. This does nbt mean that all painters were

affected by the Group. Painters such as Gissing and Browne continued

to depict the mountains as they had before. Another justhzication for
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the 1924 closure 1is the fact that;’there is significantly more

literature available on the period gféer that date. Unless otherwise
stated, the designdtion, Rocky Moup{ains, in this case refers to both
the Rocky and the Selkirk mountaiqg.
There have been few stqués on the subject of alpine painfing in
4 ¢
]

western Canada. . Lorne Rendér, in The Mountains and the Sky,' has
c T /

examined some of the paip{ingsiin'the Glenbow Collection which deal .

with this subject. Mar}é Tippett and Douglas Cole also discuss alpine

painting in From Desolation to Splendour, Changing Perceptions of the

2

British Columbia Landscape® and Dennis Reid treats the subject in Qur
Own Country Cana a.3, Allan Pringle's M.A. 'thesié, "Artists of the

Canadian Pacific Railway, 1881-1900,"% offers the first in-depth

study of the patronége provided by fhe C.P.R. to 1landscape artfstsg
many of whom pajntedyin the Rockies. Besides these studies, monographs
on individual artist§'have appeared in the form of biographies, theses
or caté]ogues. The effect of photography on some Rﬁcky Mountain

painting is included in Ann_Thomas's Canadian Painting and Photography,

1860-1990.°
The alpine landscape as painter's subject has undergone marked
changes during the course of westerr. European art history. The

4
wggrception of mountains as objects of awe and wonder is a fairly recent

development. Often, mountains were treated sybmolically as dark,.
contorted mounds 1in the background of the real subject of the work.
They were sometimes employed-to symbolize the wi'ld and unpleasant

x - .
aspects of nature. Influencing uch - depictions during the Medieval

period was the belijef .that mountains,\with their apparent lack of order
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“and symmetry, symbolized God's punishment of tﬁe earth for the sin of
Adam and Eve. Besides his, Medieval man did r>: explore mountains and
thus had 1i£t1e knowledge of them. Kennézn Clark sugéests that the
painters of this period "found in‘ [mountainsf] arbitrary shapes
excellent materifl in wh . " to gj§g1ay the fan!lttic rhythms of the
late Gothic sty1e."6 By thé late Renaissance, the work of Alﬁrech£
‘Altdorfer and Pieter Bredbhe] in the north and Giovanni Bellini in the
south provide examples 6f the gradual appearance of more’natura1istjq
lsndscgpe painting which resulted in depictdons of mountains closer“to
*fnhefhi‘ nﬁgﬂra] appearance. In the seventeenth ‘century, such
' hafuré]istic reﬁderings of mountains are seen in){andscape paintings by
vthelértists’§1aude Lorraine, Nicolas Poussin and Salvator Rosa. Ffor
Claﬁae and Poussin, however, they served mainly as background'elements
in paintings whose focﬁs of ihterest lay elsewhere, shch as in the
depiction of Classical myths. Rosa's scenes of wild and dangerous
mouqﬁain landscapes differéd sharply from these painters; his alpihe
1andscapes’!iﬂ%brated the ominous and overwh@lming nature of mountains.
IBefore the eighteenth century, aécounts of meuntain travei and
literary refgrenceé to mountaihs tended to stress the dangeré as well
as tH; unpleasant appearance of the mountains. John Eve]yn's published
diaries include his ‘account df crossing the Simplon Pass. Travelling
by mule, Evelyn wrote of journeying "through very steepe, craggy and
dangerous passages . . ." and of descending "greate Cataracts of
Mealted Snow, and other Waters, which made a terrible roaring."7

Writing “f the attitude which is revealed in seventeenth-century

literature, Marjorie Nicolson states that mountains, when they were

o
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mentioned at all, were considered "deformities of the earth; theiry
peaks %rightened”the heavens. . . . by their ménstrou5'weight [they)
Epreatened the balance of the Earth. They were symbols of warning to

' émbitious man who aspired too high."8 The point to be made here is
that before the eighteenth century mountains did not evoke in the
Chr1§tian European the "rapture" or "ecstacy" of emotional response
which was to becqmg‘bne of the Eignificant Qevelopments ir landscape
art during the eighteenth century.

¢

Nicolson suggests that the growing[know]edge 6f astronomy with
its suggestions of infinity affected this change 1in perception of
mountains. "Awe, compounded of mingled terror and exultation, once
reserved for God," she writes, "passed over in the seventeenth century
first to an expanded césmos, then from the macrocosm to the_greatest
dbjects in the geocosm--mountains, ocean, desert."9 This sense of
awe towards mbuntains began to be apparent in literature before the
middle of the eighteenth century. Works often cited which relate to
mountain perception are the poem, Die Alpen by the Swiss poet, Albrecht
von Ha]le;, one of the earliest examples of alpine 1imagery in
literature, and- Thomas Gray's letter about his 1739 visit to the French
Alps: "Not a precipice, not a torrent, but is pregnant with religion
and poetry. There are certain scenes that would awe an atheist into
belief."10  This perception of mountains, with" its suggestion of the
presence of God in alpine 1landscape, foreshadows nineteenth-cepturx
attitudes toward nature, “

By mid<century, objects which produced feelings of awe and terror

began to be classified by the rational thinkers of the neo-classical



-

«age. Thus the f:;ncept of the sublime came to be defined. The

best-known study is Edmund Burke'§7 Philosophical Enquiry into the

6figinkof'0ur Idea¢ of the Sublime and Beautiful, which appeared in.
1757. One of Burke's main poinis is the gxtribution of pleasure to the
beautjfu] and pain to the sub!ime. He considered that “the idéas of
pain areé maih morie powerful than those which enter on the part gf
~p1easure“‘] and that, terror, associated with pain, plays a central
part in the emotions associated with the sublime.'?  Burke Tists
attributes that he considered torbe sublime, one of which is “greatness
of dimﬂn§ion." However, he asserted that “"an hundred yards of even
gfsund.wf1l never work such an effect as a tower an ‘hundred yards high,
or a rock or mountain of that altitude."!3 - |
The painters who most exempl{fied«the beautiful and the sublimg
in landscape painting for the eighteenth century were Claude and Rosa,
respective}y. Claude became known for his idealized, light-filled

landscapes and Rosa, as suggested, for wild and emotjonally charged

depictions of rugged mountains overshadowed by stormy skies. For the

‘educaEed iq.eighteenth-century England, Rosa's name became synonymous

with such subjects in naturee ,Horace Walpole described thg Alps in

@ - R
1739 as "precipices, mountains, torrents, wolves, rumblings, Salvator

Rosa." 14 T

Closely related to the\\sub]ime in the eighteenth-century
understanding and appreciation of nature was the picture§que, a term
which has come down to the twentieth century in watered-down form.
Originally, the term Qenoted a pictorial quality as distinct from the

L} .
sublime which was particularly concerned with emotional response. In
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The Picturesque, Christopher Hussey states that the ’habit of seeing

landscape in terms of paintings, particularly by Claude or Salvator

Rosa, developed in England during the second quarter of the eighteenth

15 Towards the end of the century theoretical and practical

cehtu}y.
treatises on the picturesque began to appear. One of the best-known
writers of’ these was Rev. William Gilpin who ‘began publishing
descriptive tours for travellers 1n‘i782. Ten years. later he publishegd:

Three Essays on Picturesque Beauty: on Picturesque Travel; and on

Sketching Landscapeﬂ6 Although Monk states that "the very quality .

that Gilpin sought in nature, was not naﬁfre, but an accidental
element of art."]z Gilpin's émphasis on the bictorial qua1ities' of
landsc;pe; ragﬁgr than on the emotional response fo the scene, was an
important contribution to the development of landscape painting.

In the Three Essays, Gilpin lists the attributes of a picturesque

scene. Roughness, (as oppoéed to smoothness), variety and contrast are
the most " important. 18 4e emphasizes the foreqround in "forming a
composition" and adds that ftgureé’ate meﬁg1y'tbﬂqgsit1onal devices, to

‘

be moved around to su1t the compos1t1on .

Although altered by later influences 66 Jandscape paint¥g, the
cult of the picturesqué played a role in the painting of the Roch
Mountains throughout the period to be d1SCussed With respect to
alpine landscape, Gilpin's .compositional ru]es stated that every view
was to be divided into three parts: background, in which mountgfks and
lakes were to be situated; "off-skip," comprising valleys, woods and

rivers; and foreground, in which rocks, castles, broken ground or ruins

were suitable subjects.]9 Versions of this formula, with rocks and
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ﬁhattered tree stquf replacing castles and rdins. may? be seen in
depictions of the Rocs;g>nounta1ns. Gilpin describes mountains as
Seldom coinciding with the rules ‘of the picturesque. "Rearing its,

. . e N

opaqueness against the sky," he writes, "the mountajn shows every fault
e w20

. 1nwits de]ineaifon. ’
One of the results of the cult of thé picturesque was that by the
Tate @ighteenth century certﬁin”&ites, or 'prospedés;. in England and’
. Europe came to be cdhsiaered particularly worthy of attention by
to“ists and .painters alike. Séme wealthy English tourists were
profiﬁient watercolour painters and. others would emp1o§’ painters on
their travg]s. The picturesque mode of portraying the landscape of
travel also interested the ?féag'hineteenfh-century 1andscap;stsfof the
Romantic period. Andrew Wilton cites Turner's studies of landscape,
based on Gilpin's rules, which he undertook before he "found more

rewarding masters.“21

Turner also submitted alpine paintings,

described by Hi]toh as picturesque sublime, 16 the 1790s to the Royal
‘Academy. However, the repetitiveness and ‘1ack of originalitx of
picturesque landscapes by less accomplished painters becomes obvious
gufihg the nineteenth century. Clark refers with disdain to the
'depiEtion of landscape wholly by means of the picturesque formula.
Equally, he decries the *"stage prqperties“ like "banditti and shaggy
fir treesf of the picturesque as borrowed from Rosa's work.22 ~This
background must be kept in mind in any examination of paintings of the
Canadian Rockies during the period under consideration.

Precedents for professional artists trawelldng to the West to

paint the Rocky Mountains may be found in the early Romantic period
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when the search for sublime scenery led painters to 17ta1es full of
exotic or dangerou§ subjects. - In the essay, “The Dawn of British
~Romantic Painting, 1760-1780," Robert Rosenblum cites Burke's Enquiry
as being among the influences on British artists and points out the
importance of Captain Cook's three voyages to the late eighteenth-
century interest "in the search for euer‘nmre strange, marvel?us and
terrifying facts ofx]andscape."23

British painters also found sublime Jlandscapes in their own

-~
country. James Ward's Gordale Scar of 1811, in the Tate Galley, which

N

portrays a massive, rocky outcropping in YoEkshire, is the epitome of
the. enormous sublime landscape. A]so.in England, large paintings of
bibl{cal or historical subjects set in c;taélysmg$ ﬁalpine landscapes
were pfoduced(%y John Martin (1789-1854). Martin's epié paintings have
been related to panoramas and dioramas in their "attempts to establish
sublime documentary values in narrative entertainment.“24 On the
continent, sublime landscapes also began to appear by the middle of the
eighteenth century. Switzerland produced Caspar Wolf who pafnted the
_Alps, followed by Frangois bida; and Alexandre Calame.'z5 By the
early ‘nineteenth century in Germany, Caspar David Friedrich prbduceé
paintings which expressed the stillness and majesty of the alpine
landscape. Robert Rosemblum suggests that Friedrich represents the
"obverse side of the romantic coin--stil]ngss. sparseness and
purity."25 This ©oaspect of Friedrich relates him to the Swiss
painter, Ferdinand Hodler, who painted simplified, timeless alpine
landscapes in the early twentieth century, In Scandinavia, the

symbolic alpine landscapes 'of Harald Sohlberg dd Jens Ferdinand



Willumsen of the léke 1890s and -ét?1y 19005 also stand within this
tradition.27 0f relevance to Caéadian? art history is the fact that
paintings by tﬁe latter two artists were included in the 1913,
exhibitibn of Scandinavian art in Bﬁffalo. New York, and were
influential on the work of some members of ¢he Group of Seven.28

Accompanying nineteenth-centufy depictions of (Jandscape by
pdinters was a growing perception of nature as revelatory of the hand
of -God. This Victorian perception of @& deified landscape related to
the works of Wordsworth and Ruskin and became widely apparent 1in
Britain during the late eighteenth century and during the early
nineteenth century in the United States. In Victorian Canada, Carl
Berger points out that to be a thoughtful Canadian citizen of the time
was to see nature as "the handiwork of God and its patterns and
operations [as disclosing] His wisdom, power and goodness.“29

Not only poets, ~painters and travellers; were attracted to
mountains in the nineteenth century. Alpinism, an article written late
in the century points out, was "the rage" in tgé United States, as it
had been in Brit#in since mid-century, and m0untaineeling was
considered fo provide "renewed vigour . . . for body and m1nd."30

The interest in mountains as evidence of profound geological
changes and transformations is seen in much nineteenth-century
writing. Near the turn of the century, geological studies began to
appear more frequently and soon proved that the earth was older than

previous biblically-based theories had maintained. The appearance of

Darwin's Origin of the Species (1859) with its implicit challenge of

biblical beliefs of creation provided a continuous source of

~



»

question of how such species had developed.31 His

Ynary interest in mountains is revealed in Modern Painters. He

v
o
)

q]]y Romantic attitude tq the vast and majestic in nature
ng mountains as objects of religious significance. In a
typical statement, he described them as "cathedrals of the earth, with
their . . . choirs of stream and stone, altars of snow, and vaults of
‘purple traversed by the continual stars."32 He also wrote of geology
as it relates to mountains and examined the effects of a mountain
«environment on the lives df men, .
Ruskin praised Turner .for his observation of nature and his
ability to transcend these observations im his art, a theme traceable
throughout His, a(f criticism. Discussing Turner's paintings of the
Alps, he both praises the painter for having "drawn .his mountains
rightly, long before their{structure was known to. any geoJogist,“33
and extols his depiction of the Valley of Chamonix by stating that
"there [were] not such mountains at Chamouni [sic); they are ghosts of
eternal mountains, such as have been, and shall be, for evermore."34
Besides acclaiming such "“eternal" alpine landscapes of Turner, Ruskin
(and the Pre-Raphae]ité doctrine) also.influen%ed'painters such as John

Brett, who painted the Swiss Alps in the 1850s. Brett's intensely

realistiEMThe Glacier of Rosenlaui, of 1856 (Tate Gallery, London) has

been described as a result of the artist's intention to illustrate the

recent theory of glaciation.35 This Pre-Raphaelite realism, combined
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with a mergindxof science and art, was not frequently seen in British
landscape p:$\t1ng after the 1850s, but serves to further illustrate
the ;nfluence of Rus;in on‘alpine painting.

Ip the Unitéd States, the widely read writings of Ruskin seem to
have }ginforced American perception;;p()the alpine landscapg.of thg
West as poséessin’ religious significance. This way of seeing the West
partly explains tﬂ? number of landscape -painters who accompanied the
western surveys in the United States. Among writers, Barbara Novak
states, "the 1deal of the West as a ‘'natural church' occurs
repeatedly,”36 and it was mountains which most often evoked this
response. Walt Whitman wrote of the Rockies as Hé was leaving Denver,
‘Colorado, "emanating’a beauty, terror, power" that was "mofe than Dante

w37 American painters like Albert Bierstadt,

or Angelo evér knew.
whose work in the Canadian Rockies will be discussed, and Thomas Moran
were strongly attracted to the landscape of the American Rockies.

In Canada, less study of the attitudes toward nature of [andscape
painters and writers has taken place. Certainly,— most landscape
painters would have rde6, or been aware of, some of the views of
Ruskin. His 1ideas are apparent in letters and writings -of some
Canadian painters.38 Like all inhabftants of Victorian Cahada,
landscape* painters would have been the #ecipients. as Carl Berger
points out, of “transplanted British civilization overseas."39 The
perception of God in nature in Canadian writing has been the subject of
a few studies. In "Three ideas of nature in Canada, 1893;1914.“ George

Altmeyer suggests that in an age of religious uncertainty Canadiiﬁ_

poets, “alleviated their spiritual anxiety by employing Nature as a
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" Fleming expedition ‘of 1872, wrote that "mountains elevate the mind, and

3
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medium for ning with Deity.“‘o Bliss Carman's "Vestigia® seems

to illustrate this.d! To exemplify the divine aspect of mountains,

Altmeyer turns to mountain climbers. Canadian alpine climbers, he
maintains, express “most clearly the idea that Nature was God's

Temple."42 An article in the first issue of the Canadian Alpine Club

/ Journal “urged Canadians to become mountain climbers so that they might

/ stand 'facePto face with Infintftuge'. »43 Another climber, ffurther

illustratimg the sp1r1tua1 quality of mountains, asked “Do you not hear -

the Gospel of Nature preached anew from these perfect hills?"4%  The
inspiration of the Rockies can be found as well in pyblished journals

written by participants 1in é;beditions to the Rockies. After first

sighting the Rockies, George M. Grant, secretafy to the Sandford

give an inspiration of courage and dignity to those hardy races who own

them, and who breathe their atmosphere."?>

The fact that Grant refers to 'owning' mountains reca)ls the

climate of expansiomism and nationalism that was prevalent in Canada

aftér‘Confederation. Expansiopism, which Doug Owram refers to as "an
;rréétibje force,"46
railway may be seen as a material‘manifestﬁtion of this force. Writing
of thid’expansionist spirit, Northrop Frye suggests that "in.the United
States, exploration and the byilding of railways have naturally been of
central imbortance in the imagination of .the country. In Canada they
have been obsessive."$’  This imaginative element of expansion

affected landscape painters of the Rockies indirectly through the

pervasive fascination for Canada's West, and directly, by the support

pervaded all areas of Canadian life. The

L
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provided by the C.P.R. to landscape painters. |
The first known &epictions of the .Canadian Rockies -are ink and

. | N
wash sketches by David Thompson, ¢.1810, in the Thomas Fisher Rare Book

Library, University of Toronto. One of them, No. 2, Nelson's Mountains

South, d!picts the mountains in a stylized and toppgraphiéal mode and
is not a typical picturesque view. Thompsgn fir%t mqpped the Rockies
in 1807 and his early written accounts of su;veys for the Hudson's Bay
and North West companies include dexcriptibns of the moyntains’ which
suggest the perceptions of a man unendowed with the eighteenth-centuty

language of the sublime.48

In his pigneer work, Painting in Canada, a History (1966); the

late J. Russell. Harper claimed that "Kane, Hind. Armstrong; ﬁnd Verner

’ all were lured to the Prairies and the Rockies beyond, and painted the
west before railways made it an open book. The romantic au;a conjured
up by Indians and the unknown spaces worked like a powerful magnet.
Buffalo herds, plains Indians, and wild mountain"fenery were exciting

~ beyond the wildest stretch of the imag1nat10ﬂ.“49 ' 8y providing a
- further development of this theme as it relates to the "wild mountain
scenery,” this stﬁdy will endgavour to broaden our understanding of the:

development of Canadian landscape painting.



|
f | "

f
FOOTNOYES ! . )
Chapter 1 _ . . ' ‘
1 Lorne Render, The Mountains and t Sk "“(Cngary:
Glenbow-Alberta Institute; McCleTTan ewart West, . N

2 Maria Tipppett and Douglas Cole, From Desolation to .
Splendgur, Changing Perceptions of the British” Columbla Landscape '
(gorongo: C1aric. irw!n, 5877)~ o .

3 Dennts Reid, "Our Own Country," Qein% an Account of the
National Aspirations of the Principal Landscape Artists in Montreal and
Toronto |850 890 ;Ottawa: National Gavlery of <Lanada; National

Museums of Canada, 1979). ]

' 4 Donald Allan Pringle, "Artists of the Canadian Pacific
Railroad, 1881-1900," MA. thesis, Loncordia Univ., HontreaI, 1984,

] FQ% and Fiction: Canadian Painting and Photogréph
1860- 900, ex jon catalogue, text Dy Ann Thomas (Montreal: McLor

Museum, 1979).

6 Kenneth Clark, Landscape. into Art (1949; rpt. Boston:
Beacon, 1963), p. 11. For earTy religious attitudes towards mountains,
see Marjorie Hope Nicolson, chap. 2: “The Theological Dilemma," in
Mountain Gloom and Mountain Glory: The Development of the Aesthetics
of the Infinite (Ithaca: Cornell UnTv. Press, T1939). Nicolson 1is
dealing primarily with the subject as it evolved in Britain.

~ 7 Diary of John Evelyn, ed. E.S. de Beer (Oxford, 1955), II,
pp. 208-9 and 557-”; as quote5 in Nicolson, pp. 61-&
8 Nicolsonp pp. 34-5. .

9 1bid., p. 143, .

10 " Correspondence of Gray, Walpole, West and Ashton’, ed. Paget
Toynbee (0x¥ord, 1915), I, pp. '"'2!7' ae?n 'z‘u-;' at quoted 1n Samuel H.
Monk, The Sublime, A Study of Critical Theories in XVIIl -- Century
En?lan('(ﬂéw York: Modern Language Association of America, 193%5), p.

11 Edmund Burke, A Philosophical Enquiry into the Origin of Our
Ideas of the ‘Sublime and Beaufi¥u|1 w?fﬁ an Introductory Discourse
‘Concerning Taste, and severa] other Additions, 2nd. ed. (London, 1759;
rpt. New York: Garland, 1977}, p. 5Y.

12 See James Ward's Gordale Scar, An Essay in the Sublime,
exhibition cataTogue, text by ctdward J. Wygren (london: The Tate
Gallery, 1982).




15

13 Burke, p. 27. . o

'
14 Correspondence; as quoted in Monk, p. 211.

» 15 Christopher Hussey, The Picturesque: Studies in a Point of
View (London: “Pdtham, 1927), p. B4.

16 william Gilpin, A.M., Three Essays on Picturesque Beauty; on

Picturesque Travel; and on Sketching Landscape; to which 1S added a
poem on tanascape Paintipg, ¢nd. ed. (London, 1792; rpt. Farnborough,

England: Gregg International, 1972).

17" Monk, p. 223. v

18 Gilpin', Three Essqig, p. 2@.

19 William Gilpin, Observations Relative Chiefly to Picturesque
Beauty Made in the Year 1777, on several Parts of England; Particularly
The Mountains and Lakes of Cumberiand and Westmoreland (London, 1/80);

as quoted in Hussey, p. 116.

20 1bid.

r———— ' -

o

21 Turner and the Sublime, exhibition'catalo%ue, text by Andrew
Wilton (Chicago: Univ. of Thicago Press, 1980), p. 33. -

22 Clark, pp. 52-3.

23 Robert Rosenblum, "The Dawn of British Romantic Painting,
1760-1780," in The‘Varied Pattern: Studies 4n the 18th Century, eds.
Peter Hughes and David Williams (loronto: A.M. Hakkert, 1971), pp.
193-4. William Hodges, a student of Richard Wilson, accompanied the
second voyage to Tahiti and other areas of the "South Seas" in 1775-7.
He subsequently introduced new themes into western painﬂ‘ag, according
to Rosenblum, : \

24 William Feavet, The Art of John Martin (Oxford: Clarendon,
.1975), p. 69. Gustave Qor& also produced_paintings which suggest the
"showmanship" of Martin.¢ Doré's extremely large (20' x 30') paintings
of religious subjects were praised by H.J. de Forest, {who is discussed
in Chapter IV of this—study) when he saw them in New York in 1893.
(H.J. de Forest Diary, Glenbow Museum). They had been shipped there
from the Doré Gallery in London where they had been viewed by thousands
. of visitors to the gallery every year for more than twenty years.

25 See "Alexandre Calame,” Palette, No. 40 (1972), pp. 2-15.

26 Robert Rosenblum, ern Painting and the Northern Romantic
Traditqu,(New York: Harper w, 19/5), p. 121.

9



27 See Roald Nasgaard, The Mystic North, Symbolist Landscape

. P@ginting in Northern Europe and Nor%ﬁ Rmerica, |§§o-|9zo {Toronto:

Un*%i of Toronto Press, in association with the Art Gallery of Ontario,
1984). _

28 1bid., pp. 158-97.

29 cari Berger, Science, Good, and Nature in Victorian Canada
(Toronto: Univ. of ToroQto‘Pfess, 15983), pp. x11-x117,

- —

r

30. Edmund Kimbal) Alden, "Mountains and History," Annua) Report
of the American Historical Asspciation for the year 1894 [Washinton:
Government Printing Office, 1895). :

31 See John Ruskin, "6arwinism," in The Eagle's Nest, 1872; as
quoted ‘k "he Art Criticism of John Ruskin, ed. Robert (. Herbert (New
York: Lar Books, 1964), pp. Z8-8. -

: “ ohn Ruskin, Modern Painters, IV, Pt. 5, in The Works of
John ko -in, Library Edition, eds. E.T. Cook and Alexander Wedderburn

(Condon: George Allen, 1904), VI, p. 425.

K "33 Ruskin, The §£gle‘s Nest, pp. 210-4; 219-21; as quoted in
The Art Criticism of John Ruskin, pp. 25-7.

34 1bid.

35 Kenneth Bendiner, "John Brett {1B31-1902), The Glacier of
Rosenlaui," in An _Introductiof to Victorian Painting (New Haven: YaTle

Univ. Press, 1985}, pp. &47-50. .

36j Barbara Novak, Nature and Culture, American Landscape and
Painting, 1825-1875 (New York: Oxford Univ. Press, T980), p. T5T.

37 walt Whitman, Specimen Days (1882; rpt. New York: New
American Library, 1961), p. §97.

38 Ruskin's publications are referred to, for example, by
Robert Harris. (Moncrieff Williamson, Robert Harrpis, 1846-1919, An
Unconventional Biography [Toronto: McClelland and Stewart, 1970], pp.
x11, 12,. 907,

»39 cam Berger, pp. xii-xiii.

40 George Altmeyer, "Three ideas of nature in C(Canada,
1893-1914," Journal of Canadian Studies, XI, No. 3 (Aug. 1976), p. 33.
The other two ideas of nature cited by Altmeyer are “"Nature as a
Benevolent Mother" and "Nature as a Limited Storehouse."

. 41 w1 took a day to search for God,/ And found Him not, But %
I trod/ By rocky ledge, through woods untamed,/ Just where on scarlet

v



17

lily flamed,/ 1 saw His footprint in the sod." (Bliss Carman,
"Vestigia," 1921, in Canadian Anthology, C.F. Klinck and R.E. Waters,
eds. [Toronto: W.J. Gage, 1966], p. 119). .

42 Altmeyer, p. 31.
. Ca L~ |
43 Elizabeth Parker, "The Alpine Club of Canada," Canadian
Alpine Club Journal (1907); as quoted in Altmeyer, p. 31 “ )

44 Hulia Henshaw, “"A Summer Hol1day in the Rock1es," Canad1an
Magazine, XX (Nov. 1902), pp. 3-4; as quoted in Altmeyer, p. 31. :

45 George’ M. Grant, Ocean to Ocean, Sandford Fleming's
Expedition through Candda in 1872 (1B73; rpt. loronto: The Radisson
Society of Canada, 1925), p. 251. : .

46 Doug Owram, Promwse of Eden: The Canadian Expansiénist
“'Movement gnd the Idea of <the West, 1856-1900 (Toronto: Unmiv. of
joronto Press, 19807,

47 Northrop Frye, "Sharing the Continent," in Divisions an a
Ground, Essays on Canadian Culture (Toronto: Anan51 19887, p. 59,

48 see 1.5. MacLaren, "David Thompson s Ima inative Mapping of
the Canadian Northwest, 1784-1812," Ar1e} g (April 1984), pp.
89-106. MaclLaren wr1tes that Thompson 3 descr1pt1ons of the landscape
of the Northwest were "not conventional in terms of the Sublime and the
Picturesque" and cites Thompson's determination to be scientifically
accurate in his descriptions.

49 3. Russell Harper, Painting in Canada, a History (1966; 2nd
ed. Toronto: Univ. of Toronto Press, 1977}, p. 118,




Chapter 11

AMATEUR ARTISTS IN THE ROCKIES, AND PROFESSIONAL ARTISTS
BEFORE THE RAILWAY ERA

“Introduction

Mdny of the artisis to ‘be discussed in the following chapter
painted in the Canadian Rocky Mountains during the pre-railway era.
They include amateur and topographic a] artists who came to the West
before and immediately after tne area became accessible by rail, and
professional artists who painted in the RockiesaweTI before the arrival
of the railway. Of the professional artiéts, it is_likely that only
Paul Kane and William Hind came west. William Armstrong probably never

visi®d the Rockies, but relied on photog}aphs and other artists' work.

Expedition Amateurs

Expeditions travelling to the West in the United Statest and
Canada often included men who could sketch and paint in watercolour.
Whereas in the United States these amateur artists frequently held
posftions as official artists, in Canada they usually did not. The
expeditions referred to in this chapter took place between 1845 and
1874. Three related to the delineation of the United States-Britist
North American boundary, and the other to the establishment of the
North West Mounted Police. The reasons for their presence in the West
4often affected the way in which the artists painted the landscape. For
example, the fact that Henry J. Warre seems to have had few specific
requirements placed on him to record the topography suggests that he

was free to paint as he wished. In Eontrast, James Alden travelled,

18 '
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' with fairly \§trict topographical guidelines, as the official artist
with an American government exped1tion.

Henry J. Warre (1819-1898) was in the Rockies in the 18405, due
to the British government s deswre to preve he United States from
establishing contrg} in the area known as the Oregon Terr1tory In
1845, Warre was bﬁe of 'the two British officers who, pgs1ng as
sportsmen, were sent to the area to investigate the poss1b1i1ty of
British troop deployment. The Br1tlsh and American qovernments
eventually agreed on the farty-niﬁth par@lel "as the border in the
Oregon Tefrito:} although the agreement took place before the
submission of reports by Warre and his associate. |

. Warre, who was an amateur artist of some ability by 1845, had
been Ated ‘at' Royal Military College, Sandhurst, England, the
curriculum of which included landscape  and military drawing.] The
fact that, by 1804, an instructor known only as “jdnior drawing masteffh

existed at the college suggests that varying degrees of drawing were

taught.Z In Painting During the Colonial Period in British Columbia,

1845-1871, Helen Bérgen’ Peters suggests that The Manual of Field

Sketching and Reconnaissance, published in 1903, provides a means of

ascertaining the kind of drawing and painting instruction that was
given’ at British military , academies during much of the nineteenth
century. She cites a similarity between The Manual and an outline of
the course taught at Woolwich Academy in 1772. According to Peters,
students were faught to start with an outline sketch and to add shading
only in the foreground. This 1aft¢r directive was likely inf]uenﬁed by

picturesque conventions. The location from which the sketch was drawn



and the point of the compass which the draughtsman was facing would be
written on it. Colour was added to the finished sketch, pencil lines

were partly rubbed out and-all detail was inked 1n.3

Following his military training, Warre spent time studx‘?g the .

pictures 1in the Louvre.4 Between 1839 and 6, he 55(')9 as
aide-de-camp to his uncle, Sir Richard Downes Jackson, Commander of the
Forces  in British North America. ODuring this period he undertook the
reconnaissance mission to the Oregon Territory. As to the 1845

14

mission, Warre's instructions made no mention of sketches or
drawings.5 A Stydy which examines the Hudson's Bay Com;any's
patronage‘of Warre and other artisfs points odt that these skills were
expetted of British military officers and that no evidence has been
found to suggest ‘phat artistic ability was a criterion for Warre'g
selection.®
.. Escorted for part of the way by Sir George Simpson, Governor of
the. Hudson's Bay -Company, Warre and' his fellow officef, Lieutenant
Vavasour, travelled from Montreal via the established Hudson's Bay
'Company fur trade routes. As éusan Stewart’ points out, following this
itinerary meant that Warre sketched .many of the same scenes as other

7 Both Warre and Paul Kane, for

artists travelling with the Company.
.example, painted the boat entampment on the Columbia River possibly
within months of each other. |

warre'é impr ign of the Rockies, as outlined in Sketches in
North America aqé/ijiut:zaah\lerritonx,g was no doubt tempered by the

difficult conditlons encountered during the crossing, undertaken most

likely at whiteﬁ7h’s Pass, south-wggt of Canmore. -He seemed both awed
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by the visu§1 effect .and 0v¢fwhé1med by the isol&tion and the
hardship. "The scenery was grand in the extreme," he wrote, "similar
in form to the Alps of SQitzngand. you felt that you were in the midst
of desolation: no habjga;ion save those of the wild Indians, were
within hundreds of miie§;"9 ‘A perception of the mounﬁﬂinv landscape
as sublime, seems to be suggested here by such words agu;grand“ and
"desolation." o

Warre's watercolour, Camp in the Rocky Mountains, Jy\y 26, 1845

(Plate 1), Royal Ontario Museum, although primarily a pcturesque
composition, suggests the effect of the rocky starkness of the
mountains on the sma]f'group of figures beneath them. warre;s journal
entry for the _day notes that, "we camped oh another ‘small grairie
completely surrounded by or imbedded 1in the Mountains."1o The
unusual inward tilting of elements, particularly the trees, is used by
Warre in other works. The rough areas of rocks and shrubs in the
foreground . silhouetted against the middle ground suggest Gflpin's
description of a correct picturesqde foreground. To the left, a
blasted tree serves as a sidé-screen. A lithograph appears in Sketches
which was 1ikely based on this work.

On his return to England, Warre, possibly influenced by William

Henry Bartlett's Canadian Scenery 'Illustrated of 1842,]] published

Sketches, illustrated by sketches from the Oregon mission. Thus, what

was probably the first travel book of the area depicted the Camadian
West in the pictbresque "conventions of early nineteenth-century
pictorial art.

Another expedition, the 1857-1860 British-sponsored Palliser

:
§ a7
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expedition,'? 1ikely resulted in cketches of the Rockies: John

Palliser apparently produced sketches (as yet unlocated), of the
mountains at this time. A wétercolour by William Armstrong, to be
discdssed in this chapter, is cited as being afger a sketch by Palliser,

It is in;eresting to ebntrast the participation of artists-in
expeditiions in Canada and in the Uhited States, where artists had been
officially included in government expeditions sincé the early part of
the centur;. In B;itish North Amerita, the early expeditions of the
British Admgra1ty included artist/officers but by 1845, when
government-sponsored expeditions were sent out, a?%%Sts were not
officially part of the parties. As noted, Warre was not an official
artist. The exceptioﬁ seems to have been the Canadian government-
sponsdred'Hind expeditions of the late 1860s and early 1860s, to be
mentioned later in this chapter. The subject of American artists'
participation in expeditions to thz Rocky Mountains is included in The

Rocky Mountains, A Vision for Artists in the Nineteenth Century, by

Patricié Trenton and Peter H. Hassrick.]3 According to figpauthors,
the practice of including artists in government.expeditions conéinued
until the 1870s,- at 1least. They refer to one of the volumes in a
12-volume illus* =.~t of an expedition of the 1850s as "one of
the most bea: - - -posing ‘books produced in mid nineteenths
éentury Americ

Two other /- «+s through the Canadian Rockies in the mid
nineteenth century included artists. They were the American and
British teams of the jbint boundary sur;ey of 1858. James M. Alden
(1834-1922) was travelling as the official artist with the American

team and his counterpart, ChWarles Wilson (1836-1905), merely sketched



23

for his own pleasure.

Alden learned %o draw while stationed with the United States
Coast Survey. He also studied with Thomas Seer Cummings (1804-1899),
an English-born artisi who was known for miniatures and portraits. The
overstressing of detail in Alden's work is certainly related to his
topographical training with the Survey which stressed "accuracy to the
finest detaﬂ."]5 |

In 1858 Alden was appointed the 'Officia] Artist' on the
Northwest Boundary Survey, which was to survey the boundary from the
Pacific Ocean to the Continental Divide. Another artist, William
McMuririe, was also part of the survey party but his dutié; seemed to
have been limited to dréughting. By October 1860, the third season of
the survey, the party completed its task by reaching the Conﬁinenta]
Divide. Alden ‘sketched viev@ from this spot looking east and west
along the boundary. Both contain an undulating line in depicting the
mountains, rather than a jagged line of peaks which would suggest their
overwhelming nature. The topographical'nature of the scenes, devoid of
picturesque devices, contrast strongly with the work of Henry Warre.

The view facing west is titled View from Monument at Summit Looking W.

Along 49th Parallel, Highest Peak Kintla Range Bears S5.35 W (Plate 2),

in the National Archives, Washington, D.C. The painting, which depicts
a virtual sea of peaks, seemc nunique among early western topographical
works. A limited raﬁge of brown and blue hues is used to unify the
whole and provide depth.while, as would be expected in the work of an
official topographer, details are highlighied. The outbreak of civil

war in the United States may account for the ract that Aldern's Boundary
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Commission works were never published.‘6
L]
Charles Wilson was 1in the Rocky Mountains a year latgr than

Alden; his few watercolours of mountain subjects are included in

17 Wilson's hilitary training took place at the Royal

diaries.
Engineer Establishment at Chatham, England, where art instruction seems
to have been limited to architectural and topographical dlr'awing.]8
Wilson, the Boundary Commission's Secretary and Transport
Officer, oroduced several small watercolours in and near the Roékies.
The fact that they are the least accomplished of the group of
- topographical watercolours examined in this chapter, points to the lack
of watercolour training provided to Royal Engineérs. A sketch, titled

-
Boundary Pass, view from the summit looking east, July 29, 1861 (Plate

3), depicts the view, presumably from near the marker of the‘b0undary
at the Coniinenta] Civide. This pass is likely the presentfﬁay South
Kootenay Pass. ‘Unlike Alden's view from the summit with its high
vantage point and sea of peaks, Wilsoh's is more enclosed, heer‘ g
through the mo;ntain pass. He seemed to prefer the foothills to th
mountains and h1§ attitude suggests an earlier perception of mountain
landscape. In his diary, he described the view as intimidating: "They
are well called the Rocky mountains, . . . being rugged peaks of bare
rock of all shapes and sizes and many of them seem inaccessible.
w19 ‘

The 1860s, as John Warkentin points out, "was a period in which
little new information was gqathered about the Western Interior of
Canada."20  Once Confederation had taken place and the B8ritish

»

garrisons had withcrawn (along with trained amateur artists like
o
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Warre), with few exceptions, photography became the means.quobta{ning
visual records for government expeditions. ‘For exahp1e. the 3joint
survey of the Canadian'Pacific Railway and Geological Survey of Camada
of 1871 employed two photographers, Benjamin Baltzly and John Hammond.
Richard B. Nevitt (1850-1928), -the last-expedition artist to be
discussed, accompanied the march west which established thé first
contingent of 'Mounties' at Fort Macleod in 1874, His drawings and
watercolours from this period, of which mOuntaiﬁ ;ubjects form a small
" percentage, depict ’Indian scenes and life at the -5051 as well as
landscape subjécfs in southern A]bﬁrtp. Born in Georéia, U.S.A.,
Nevitt "was sen; to Canada:in 1865} as a student to escape the Civjil
War. In Toronto, he atfended Trinity College where he may have
received drawing and .waterco10ur~ instruction.?l  After obtaining a
medical degéee in 1874 in Toronto, Nevitt joined the North West Mounted
Police and was assigned a position as surgeon with the contingent about
to leave %or the West. He returﬁed to Toronto four year§;1ater and\
eventually became dean of the Women's Medical College and continued to

-

paint as an amateur. .
Unlike Charles Wilson before him, Nevitt relished the sight of
the Rockies, although he spent little time among them. For the most

part, his alpine perceptions were those of a distant viewer. He wrote
that S 2‘

We have passed through a country dry, desolate and barren,
a very Sahara . . . [and] are just near the base of the
Rocky Mountains; their snow=capped summits rise up to our
left in jagged, rough peaks; the sun sinks behind them
every night in one blaze of glory, making the most glorious
sunsets that | have ever seen.

/



26
o

(ﬁ—"" =r Lo
Nevitt must also be mentioned as a source of vfsual records of

.

-

» the early Fort Macleod post. Some of his work was transposed into
photographs. Although field photography had first occurred almost 20
years earlier, the police detachment at Fort Macleod apparently didtﬁbt
have photographic equipment, at least during the irst‘year of its
existence. In February-1875. Nevitt wrote that h¢ had taken "another
sketch of the exterior of thg‘fort for Caj. Mac Neod; he is géing to
send it to his sister, Mrs, Baldwin, to have %t photographed.“23

One of Nevitt's watercolours of a\distant view of the mountains

is Rocky Mountains from Fort Calgary (Plate 4), in the Glenbow Museum.

Nevitt reveals a facility with loose watercolour washes. This ability,
as well as the use of framing devices and scant drawing, suggests that-
he had received some art training. The softly washed 12'mounta1ns in
the background are sky]istica]]y similar to depictféng of the ?otkies
by later English watercolour painters such as A.C. Leighton. Unlike
Warre, whose small watercolour suggests sublime aspects of the
landscape, Nevitt's visual and his literary interpretation of the
g?untains‘qre Histinct]y dif(?;ent. Whereas his painting deptcts the
<§ockies as merely elements in a pleasant watercolour view, his written
references to them suggest their sublime associations. This
discrepancy 1is revealed in his letter which accompanied this, or a

A J

similar work in the Canadian [llustrated NE@S in 1881.24 In the

a——

letter, Nevitt described the Rockies in typical nineteenth-century
language, referring to their "snow-capped summits" which "appear .to
pierce the empyrean and possibly supply the ‘Fountains of eternal

peace'."25 As will be seen, this contrast between visual and
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literary conceptions of mountains, often resulting in picturesque
depiction beside -sublime—description, is seen throughdut the peried

under consideration.

Early Amateurs--Travellers, Surveyors and Others

Some of ,the amateur painters‘who visited the Rocktes durﬁhg the
. nineteenth century are representative of the British traveller's
fondness for picturesque and sublime' scehery.' As an ever enlarging
number of Britons took European tours arranged by entrepreneurs like
Thomas Cook, young members of the upper classes who were bored with
Victorian bourgeois Eng]and devgloped tastes for more exotic countries
and those considered dangerou$ and adventurous. As Irene Spry points
out, the impetus for John Pq11iser's journey to the West came about in:
this way.26 Thes? é]ite‘;ravellers, YJike expedition artists suéh as
Warre, sometimes b;b1ished accounts of their tréve]s, accompanied by
their own sketches or those purchased from others.

Three of these early adventurers who published illustrated
accounts of th#@ly travels through the Rocky Mountains were Lord Milton,
Dr. Walter Cheadle and the Earl of Southesk.2”  Southesk was an
amateur painter while. Cheadle and Milton may have relied entirely on
outside sources--photographs and works by other artists--for their
illustrations. Unfortunately, the original sketches for these
publfcations have notvbeen located but the illustrations provide some é?
idea of their conception and composition. - Milton and Cheadle crossed
the Rbcky Mountains at the Yellowhead Pass during the summer of 1863

and soon arrived in Victoria where théy bought sketches from Frederick
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whymper,28 an English watercolourist and 1llustrator, and possibly

from William G.R. Hind. An 1illustration, View from the hil] opposite

Jasper House (Plate 5), close1y’resqu1es both Hind's Leatheml’as;1
- . T

Rocky Mountains, in the McCord Museum, and Jasper's House (Plate 13).
The Ear) of Southesk, who arrived in Canada in 1859, had, like
Warre, trained at Sandhurst. Before his departure to the West he met

Paul Kane in Toronto and was familiar with Kane's Wanderings of an

Artist. Southesk wrote expansively of the sublime effects of the
Rockies. He described being overwhelmed by "the sudden freedom of an
open sky'bounded only by magnificent mountain-forms." "I trembled all
over," he wrote, "my limbs {ost their strength, I could hardly sit on
my horse."29 The engraved 1illustrations in the book, which are from
Southesk's own sketches, are typical alpine 'views' and contain little
suggestion of the Rockies as sublime landscape. They are often awkward
with mountains reduced in-scale ahd suggest that Southesk's Sanghurst
training was not as effective as Warre's.

An amateur painter and mountaineer whose work provides an
. interesting contrast to the many picturesque scenes proijuced during the
period, was William Spotswood Green (1847-1918). Provided with
“assistance from the C.P.R., Green visited ghgwi:?a‘gresumeb1y in 1888.
He published an account of his explorations, illustrated by his awn
(unlocated) sketches and photégraphs taken by his companion.30 Among
his contributions were the sketches for the illustrations of areas high
up among the g]acie?s. The subjects do not lend themselves to
picturesque arrangemehts_and the artist, who seems to have a taste for

the sublime, oprovides suggestions of the overwhelming nature of the
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subject through the use of strong contrast and small figures which
suggest man's insignificantezamong the grandeur of nature, a typical
element of sublime mountain -landscapes.
After the railway reached the West, some of the Governors-
- )
-
General of Canada and their wives sketthed. in the Rockies' and produced

. -

illustrated travel. books which includéd the area. Lord Lorne, whosk

term of office lasted from 1878 to 1883, published Canadian Pictures
(1885) which# inc]uded wi{]ustratﬁons from his own sketches.3] -H§s
wife, Princess Louise,,hwai. also an amateur artist. Lady Aberdeen,
whose husband was the. Governor-General be£ween 1893 anh 1898, also
sketched in the 'Rockiés and published an 111ustr}ted travel book,

Through Canada with a Kodak in 1893. Her first visit tg the area was

in 1890 during a trip -across Canada With her husband. In 1894, the

royal couple visited Banff where Lady Aberdeen writes of skq}ching and

takfng/‘photographs.32 A small two-page watercolour sketch, possibly
o~ . '

from 1894, from a sketchbook in‘a private collection, Kelowna, British

Columbia, i; titled Cascade Mountain'(P]ate‘6). The contours of the
mountain suggest that it s acfual]y Moﬁnt Rundle. Situating the
mountain  near  the foc&a;gund without picturesque conventions-.
distinguishes this watercolour somewhat from other mountain views. It
suggests™ an attempt to capture the overwhelminé presence of the
mountaiﬁs‘gs experienced by Lady Aberdeen. L

A Canadian-born amateur artist who travelled in the Rockies about
this time Qas Arthur P. Coleman (1852-1939). Although a “anadian and a

prominent professional geologist, Coleman can be compared to such

adventurers as Cheadle -and Southesk not only because of his enth&siaSm

l&
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for mountaiﬁ scenery and the adventures of mountain climbing, bug also
for the fact that he published and illustrated a travel book on his
experiepces in the Rockje§.33 Likg w111iam/15potswood Green, he
stucied the glaciers of the West. His watercolours of'ihe Rockies and

Selkirks were a result of the eiaht summers that he visited the area,

From ‘1888 on, th& C.P.R. "sponsored scientific

visits" by Coleman to the. Rockies.34

from ,0884 to 190
Thus, it appears that he was
assisted by .the company because of his scientific, rather -than
artistic, abilities.

Coleman seems to have been 1arge1y self-taught a]though he

35 Besides the Rockwes

reéeived some 1nstruct1on from Otto Jacobi.
_he 'v{sited other mountains of the world, from Kx]1mﬁn3aro to the
Andes. He became the first director of the Museum of aeo1oqy, one of
the five museums which ama]gamated to form the Royal Ontario Museum ires
1912. |

.In The Canadian Rockies (1912), Coleman records two unsuccessful

attempts to climb Mounthobsoﬂf Hé also reveals a distaste for city

°

1ife, making disparaging remarks about the "army oﬂ_conquest"36 as he
h L

calls the builders of the C.P.R. and writing of "man, the intruder" in
37.

His reference to mountains as

thg western Canadian wilderness.
up]iftin§ and  as symbols of God's presence .once agaly revéals the
nineteegkh-century ;;titude foward nature. "After‘ yegrs of humdrum
city life in the east," he wrote, “the assembly of mountains, 1ift{ng

their heads serenely among the drifting clouds, gave one a poignant

o feelina of difference between man's world and God's."38

Coleman's descriptions of the mountains reseals a comdination of

<«
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awe and distasté combined with the —accurate observation of a
e geolégist. "They ‘were bold and  bare to indecency in the midday sun,"'
he wrote, "so that every harsh seam ,and scar or band of slate or
limestone stood out as if just across the river~jbrown, earthy, almost
repulsive." However, he added, remarking on a quality which he seemed
to seek out in his watércolours, “in the afternoon, blue and purple
shadows‘ began to creep from point' to point, till all was soft and

ethereal as if fifty miles remote."39

A watercolour by Coleman, Mount Robson {Plate 7), in the Glenbow

Museum, is likely from i907'or 1908, the years of his ascent attempts.
Its format, foreground Ab? trees and fwliage, middle ground of mists
with mountain peak risiﬁb above in the backgrounq, is seén'in other
pa}ntings during the period. The composition suggests that the artist
was trying to stress the size of the_mountain; avoiding the picturesque
~ arrangement which saw mountains placed in the béckground‘ with more
'foréground and middle distance interest. However, as Coleman wrote,
the gceat height of Mount Robson meant that its peaks were often hidden
in cloud.40 ‘ |
Other améteur artists came from central Canad% to paint jn'the
Rock{es during the first years that they were accessib]e\by train.d],
_ Uh]ike them, thever, was Joééphiﬁe Crease (1864-1947)‘who came from
the west‘coa;t..ﬂShe‘%ay have first visited the mountains in 1910 for
she exhibited Rocky’ Mountain subjécts in the Island A?fs. Club
exhibition in 1911.42 ’ |

Crease's father, a British barrister, arrived in British Columbia

in 1858. Most of the C(rease family knew how to draw and paint .in
B =

&
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watercolour; JOseBhine however, was the mést prolific. She 'was
instructed in art by Georgina de 1'Aubini®re, an English artist who
lived in Victoria between 1886 and 1888.%3 In 1889 she. and her
sister, Susan, were sent to England and studied q*é';"the Ladies
Department of King's College, London. There, she 1;§ems to have
acquired an academic training which included' drawing and painting in
Amonochrome [rom casts, and life drawing anq painting of "figure and
costume models."44 ’ | | N
On her Féturn to Victoria;.Creése'a1so studied.with the Victoria
artist, 'Sophié;;Pemberton,_ who 'wasf‘1ike1y 6n a visit home frqmv\the
Kensington School of Art in London where she was thén.study{ng.‘ Crease
:exhipitéd with the‘Victoria.Fair'where artists (in;Tudjng Emily Carr)

d begun exhjpifing by _1894.45 She: was liké1x aware- af the

‘Z;asidnal exhibitions of work 4by Frederic Bell-Smith during his visits
to Victoria.40 | .

Crease, president of an early sketch club which existed in
Victoria by the turn of the century, was also one of the foyndinq
members of the Island Arts Club in 1909.%7 Although watercolours of
the Rocky Mountains by her from 1911 have not been located, the Public
Archives of British Columbia holds a2 small watercolour, Mountains
(Plate 8) from 1923, It was likely executed ﬁn the Rockies, for the
following year (rease exhibited paintings of subjects around Banff in-
the exfiibition of the Island Arts and Craft Society (as it became known
in 1922). fﬁ consists of picturesque foréground details, éide-screens

of trees and a body of water in theiforeground which Tleads into the

background mountains. The loose washes reveal Crease's competency with
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watercolour. as does the depiction of light and freshness of colour.

A small group of amateur artists who were work1ng as engineers or

surveyors for the C.P.R. mountain division in 1884-1885 seems to have

formed an amateur sketching group. The best of them, according to P.

Turner Bone, a C.P.R. engineer, were Herbert B: Lewis and Henry 0.

Be]l-lrving.48 Bone later recalled that there

were a few intinernant photographers who took photos here
and there along the route of the rai]wa{ and one could buy
w

photos from them. But these didn't a

ays happen to be

photos of the scenes one particularly wanted. So we
developed a taste for sketching; and it was our custom when
we paid a visit to a neighbouring engineer's camp on a
Sunday, to ti#le our portfolio of sketches with us to submit
them for inspection and criticism. . . . Some went in for
watercolours, notably Bell-Irving and Lewis. . . .49

‘The sketches by the two artists mentioned have similar elements,

such as the use of opaque colour of limited hues and arbitrary, cropped

compositions, suggesting a relationship to photography. Bell-Irving N

(1856-1931) came to Canada in 1883 from Scotland and began to work. on

the C.P.R.

soon after.50 He later moved to Vancouver where he worked

as an architect and businessman. His From Above Stewart's Camp, Tunnel

Mountain,

1884 (Plate 9); in the Public Archives of British Columbia,

may have been done on one of the Sunday sketching meetings. Its

composition, snow-covered mountains in the distance with a rocky

foreground,
Herbert 8.

on the C.P.R. as a surveyor-engineer

once more suggests picturesque compasitional devices.

Lewis (dates unknown) came to Canada from Wales and worked -

51 until 1888, after which he

apparently movéd to California. In 1886 he completed a series of 20

watercolours depicting the C.P.R. line as it passed through ‘the
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Rockies.” Some of the works were pufchased by William C. Van Horne,
vice-president of the railway, and exhibited at the Colon‘al Exhibition .
that year.52 The purchase waswa‘rare example of C.PvR: interest in
an amateur paiq}er. A monochrome watercolour and ink work,'of similar

composition to Bell-Irving's watercolour, MoGnhtain Lands¢ape, near

Golden, B.C., 1886, in the Glenbow Museum, may have beén one of these
wo;ks. | |

Another railway surveyor who painted in 'the Rockies was L.A.
Hamilton (1852-1941), who later ‘becéhe Land Commissioner for the
‘company. A Canadian, Hamiltonjgraduated from "the School of Milita}y
Instruction, Toronto" in 1870 and, in 1872, became the topographér for
the Canadiaﬁ team of the International Boundary Sqrvey.53 As Land’
Commissioner, he. selected and surveyed sites for towns along ::he'

»

railway, such as Regina, Calgary and Vancouver, where he lived for many

years.54 In 1885, watercolours and photographs of British Columbia

scenes along “the C.P.R. 1line by him appeared in Frank Leslie's

I1lustrated Newspaper.®® A  watercolour, Mountain "opposite Mt.
Stephen, in the Vancouver C(City Archives, is a competent work with
similarities to the work of the two former artists, such as opaque
colour. ® .

~Unlike tge preyious amateur painters, Sgra Mary Blake and John D.‘.';
Curren settled in Alberta. Blake (3864-7) came from Ireland in

v
. 1887.9% A watercolour in the Glenbow Museum, Falls on the Middle

Fork of 01d Man's River, 1889, like that of Nevitt, suggests the benign

interpretation of the mountains as seen from a distance. It includes a

charming representation of autumn foliage with the Reocky Mountains
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providing the background. Curren (1852-1940), who was the grandfather

of painter Peter Whyte, came from Scotland and settled near Cochrane in
1886.57 Curren's work s  more ‘primitive’ than" English
watercolourists like Blake; In 1928, Peter Whyte wrote of his
grh&dfather: "Although he has never studied ért, he is.éuite a painter

and hasddone_séme rather good things."58 In an undated painting, Mt.

Rundle, Banff (Plate 10), bright hues, associated with primitive

painting, portray Mount Rundle which is simplified and placed in the

background behind unarticulated areas of rivers and trees. Unlike the
. ' o
visiting amateurs, Curren knew the Banff area well and one senses the

affection he felt for the landscape in which he lived for almost 60

years.

Professional Artists Before the C.P.R. Reached the West

The three professional értists to be d{scussed all lived 1in

Toronto for. parts of their lives. Paul Kané, who was bofn in Ireland,

came to Toronto in 1819; William Hind, trained in Engldnd, arrived most

' 1ikely in 1851, the same year that William Armstrong came to the city

from Ireland.

Paul Kane (1%10-1871) travelled in the Rocky Mountains during his
well-known journey across British North America between 1846 and 1848f
As his main reason for maRing the voyage was to record Indian life and
customs, léﬁdscape subjects did not predominate in his geuvre.

Kane's artistic training appears to have begun in'3830 in Toronto
as a private-pupil with Thomas Drury, a landscape artfst and drawing

®
master--of Upper Canada Co11ege.59 In- 1841, he travelled to curope.

i
2
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Harper relates that in Romé he copied paintings b} Muril]o; Andrea del
Sarto and Raphael to improve “his colouring.Go In 1842, he visited
the London exhibition of George Catlin and soon left Léndon "firmly
intending to paint a gallery of Canadian Indians which would Be similar
to Catlin's of Indians in the United States."®1  Soon after his
return occurred his journey across British North America and §fter its

completion he spent the years 1848 to 1859 working up the resulting

sketches. In 1859, he published Wanderings of an Artist, based on his

western diaries.82 After 1859 he did little painting.

In the spring of 1846, when the Hudson's Bay Company literally
became his patron, Kane left Toronto for the West.63 He made
sketches, most'v;f them Indian portraits or genre scenes, at the
Hudson's Bay Company posts and along the way. 'His description of his
first view of the mountains, bther than acknowledging that they were
sublime, seems a]most perfunctory. Like other travellers to the West

throughout the period under discussion, he mentions the frequency 6f

forest fires. On October 29th, he wrote that he saw
ol
for the first time the sublime and apparently endless chain
of the Rocky Mountains. The outline was scarcely
perceptible in the distance through the intervening smoky

atmosphere, which is caused by the almost invariable
conflagration of the woods at this season of the year.64

In November, Kane's party crossed over the mountains by way of the
Athabasca Pass.

~ .
Although he stopped at the Boat Encampment after the descent from

the pass that year, it is likely that Kane did the -sketch for The Boat

o
.

Encampment, Rocky Mountains (Plate 11), Dpw i the Stark Zollection,

.
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Texas, the following year. In October )847, his party was compelled to
remain there for three weeks waitifg Lo meet the eastern brigade of the
company; The oil of the same title (Plate 12), now in the Glenbow
Museum, was done from the sketch, Besides this,. a replica of the
painting is in the Royal Ontario Museum. Several elements of the
Glenbow painting are different from the sketch. Both J. Russell Harper
and Susan Stewart have r;marked on changes Kane made between
watercolour sketches and oil paintings. Stewart writes that Kane often
manipulated the final paintings so that they cannot be relied on for
historical accuracy.65 She also points out that figures and other
elements were often taken from pages of studies .and used in the final
works. Harper, more concerned with aesthetics, observes that
"comparison of field sketches and canvases demonstrates that the fresh

colouring which is one of the glorjes of the former is lost."06 1In

~comparing the sketch and the finished work for Boat Encampment, Rocky
Mountains one ﬁgtices that, besides the fact that the oil painting is a
more academic, highly finished work and that cer}ain rearrangements
have taken place, the mountains have been brought f'ard and made to -
appear more looming (and sublime, perhaps), besides being simplified
“into more three-dimensiona1,.rounded shapes. Thus, Kane seems to have
attempteq to transform the landscape é]ements, between sketch and
finished work, to meet mid nineteenth-century expectations of landscape
depiction. The alterations 1in mountain shapes are particularly
apparent when one examines a pencil sketch he did of the scene. The

final work reveals that he Jlargely disregarded the jaggedness of

mountain peaks which is evident in the draw1n97: .

. N
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In the 18505, while Kane was working up his sketches in loronto,

the Cariboo gold rush was v&king place in British Columbia, encouraging
the westward movement of thousands of hopeful seekers. Among these was
William G.R, Hind (1833-1889) who in 1862 was part of a group which
became known as the Overlanders. Hind was not primarily a landscape
painter but he produced several unique small wﬁtercolours and oil
paintings of the Rocky Mountains.

Hind had left tnaland for Canada in 1851, Little is known of nis
early 1life or education. It is possible that he attended the
Nottingham Government School of Design.67 He must have At }east seen
the Pre-Raphaelite exhibitions at the Royal Academy before he left
tngland, or during the late 1850s when he returned. He chose Toronton
as a residence because his brother, Henry, a respected chemist,
geologist, and magazine editor, 1ived there.' Soon after his arrival in
Toronto, William Hind obtained the pesition oé Drawing‘Master at the
Toronto Normal Schoo1.68

After a trip to tmgland between 1857 and 1861, Marnie fleming
suggests, Hind "turned away from anecdotal genre subjects to scenes of

w69

documentary realism. She stresses the importance of labour in his

work. On his_ return,> he éccompanied his brother on an exp]oratéry
expedition to Labrador and produced a series of gouaches, watercolours
and qrawings which were useéd for \11ustrations in the published
report/0  Soon after, he joined the Overlanders expedition. On the
completion of the expedition, Hind spent the next few years in British
Columbia. He was still in Victoria in 1865 and, after a period in the

Red River colony, where he made sketches for the London Illustrated
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News, Re returned east and lived in the Maritimes for the rest of his
life. Harper states that he seems to have abandoned professional

painting at that time.

A watercolour by Hind, painted during thé Overlanders expedition,

is Jasper's House (Plate 13), in the Public Arthes' of British

Columbia. The mountains ' are placed in the background yet the
c;mposition differs from the standard waterco]our"view. The small
work; like many of Hind's, is taken from an‘unusua1 vangage point--in
this case, from above, yét near, the figure which is likely one of the
'‘Overlanders'. The effect of the river below winding back to the
mountains in thé background, all seen in bright sunlight and frequently
simplified in an almost primitive style, creates a charming work,

typical of many of Hind's small watercolours. A similar work is in the

McCord Museum, titled Leather Pass, Rocky Mountains. It is possible to

surmise that the following year in Victoria, Milton and Cheadle
purchased from Hind a similar watercolour, which was reproduced as an

9
illustration for their book, in which the two gentlemen have replaced

the traveller and his ox.7’

Unlike Hind, William {F?%‘f&png (1822-1914) _1jke1y -never went
farther west than the Red’\gjgér colony. His watercolours of the
Rockies seem to be based on photographs or other artists' sketches.
One of his works in the Royal Ontario Museum is even listed as “from a
sketch by Capt. Palliser." | |

Armstrong, a railway draughtsman from Ireland, arrived in Toronto

in 1851. He was obviously recognized as an artist soon after his

arrival for he was commissioned to paint a view of the city. Details
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of his trafning in art are not known.’2 By 1857 he was a partner in
the Toronto firm, Armstrong, Beere and Hime, described as photographers
as well as civil engineers and draughfsmén.73 He won first prize for
landscape photographs at the Provincial Exhibition of 1862.7% Harper
describes him as often “selling bush scenes and Indian prints to
British officers for their souvenir albumsdat $1.50 each or 75 cents in

quantity.“75

In 1855, two of his works, along with two of Kane's,
were exhibited in the Universal Exhibition of 1855 in Paris. In 1870,
Armstrong u@s sent to the'Red River area as both an engineer with the
Colonel Ggrnet Wolseley expedition and as «a special artist for the

Canadian Illustrated News. HeNtaught art at the Tgronto HNormal

School7§ and other institutions and 1882 was elected as Associate
of the Royal Canadian Academy.

It is known that Armstrong often used sources other than his own
sketches. One- writer states that "a careful _study of his work,
particularly of the many repetitions of the more popular subjects,
reveals that quite a few of his watergblou?s are based on garly

W77 A Jetter

photographs (Hime) and even other artists' works.
written by Armstrong in 1863 clearly reveals his enthusiasm fpr using
such sources. Writing to J. Zdward Watkin, head of the Hudson's Bay
Company,IArmsthngoffered to "execute a series of either crayon or
- watercolour drawings from the original sketches [he had]
purchased.“78 He alsp related that he had just finished two large
drawings of "scenes on the Fraser R. and Jasper pass."  He presumed

that the Hudson's Bay Company would appreciate the "opportunity of

having drawings done without the cost of sending a party."79 As the

Q
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work iff ‘the Royal Ontario Museum, Rocky Mountain Gorge (Plate 14), 1is

listed as being "from a sketch by Capt. Palliser," it is possible that
the works Armstrong had just completed were also from sketches by

Palliser, whose expedition to the West had taken place betweerl 1857 and

1860. It is also possible that the sketches were by William Hind who .

naq also painted the subjects mentioned, Armstrong's practice of using
photographs and sketches as the basis for his own work, as'wei1 as the
fact tRSt no referéhcé//to him being ih the Rockies "has been found,
supports the assumption that he never was tﬁere and that any work by
him of a subject west of Red River was takeh from other sources, rather
ﬁhan on the spot. This makes less likely J. Russell quper's assertion

in tarly Painters and Engravers in (Canada that Armstrong visited the

_ Rockies in 1877 as an engineer surveying for Sandford Fleming.

In the Rocky Mqyntain Gorge, likely done in the early 1860s, the

mountains are reduced in size and treated awkwardly. It is unfor;unate
that the sketch by Palliser, on which it is based, remains lost.
Conventions of the picturesque are represented by the carefully
arranged dark foreground elements and the exaggerated contrast between

darks and th‘ts w suggests, perhaps, the dark and ominous aspect

of the gorge. ' J «

Summary

Some of the works in this chapter are topographical in intent.
Also, many reveal picturesque 'conventions often seen in amateur
landscape watercolours of the nineteenth century. Conventions of the

picturesque- were considered appropriate for the depiction of alpine

4
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Iandscabe by. many amateurs. = The original formats, as 1&if§30‘n‘b§ ’
[
‘writers such- as N1111am Gilpin, became watered down qﬁﬁ&n! ﬂhe
“c

nineteenth contury but the habit of -seeing Tandscape as,‘ ~shlﬂ£' or

'view', with pppropriate arrangement_ of elements, . remtinea‘ The
. L. |
prpfessiona] painters tn the chapter, while revea\dhg a certain

:aékeptance of picturesque_ pnerequist‘es. were preoccupied with other
concerns such as an interest in native People (Kane) and in EQF worying
man (Hind). ',A contpast has been noted in some ‘cases betweenJ
picturesque vﬁsua] renderingsf af'vghe Rockies and accompsniﬁng
" descriptive\texts. The \mateur painters, Warre, Southesk and Nevitt

all produced, sketches which portray the Rockies in picturesqye terms

L 4 . &

yet they verbally portray them in the tgrms of typica]hwneteentﬂ
vy Pl - 4

concept of the sublime.” ~ %,

century nature descriptions which include
) [

Besides this conscious or unconscious sympathy with t%e<
picturesque m;dp of seeing landscape, many of ;he-'hrtiéts 1n“’this
chapter, . both amateur and professional, published Rocky Mountain
sketches. Hénry Warre undertook the publicgtion of his skétches of the
West; James Alden apparently was only prevented by the advent of the
American Civil War . from having his sketches publtshed with the
90vernment report of his expedition, A.ﬁ. Coleman illustrated his
pub11cat}on,~and R.B. Nev1tt and L. A Ham11ton had sketches published
in newspapers. The aristocratic British travellers, Lords Southesk and
. Milton also published their sketches, or those of other artists, in
accounts of their travels. Of the professional artists, Paul Kane
~published a travel book which he illustrated and William Armstrong,
like William Hind, sent illustrations from the West- to neﬁspgbers.

~N

A
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Moreover, Hind had prev1ous]y provided 111ustrat1ons for the government
L

report of 1862, subm‘tted by h]S brother, of explorations in Labréﬁor.
This was one of the few Canad1an government reports illustrated by

art1sts sketches; in Canada, photography was taking over this role by.

4

the 1870s.

P <

The use of watercolour has also been seeh as predeminant in this
chapter. The eobvieus fsctor behind this was the portability of
waterco'our paints compared to 0il. Jeremy»Ademson'points out that by
1832, the availability of Ythe collapsible tin tube containing a wet

paste of conlour increasec the convenience of this medium for the

travelling artict 80

Also revealed in the chapter was the interchangeableness of

i

v1sua1 images, part1cu1ar]y in relation to publf&at1on.; Lord Milton
bought sketches from Frederick whymper and poss1b1y w1111am Hwnd to be-

made into illustrations. William Armstrong offered the Hudson s Bay
<
Company paintings which he had produted from another artwst 3 sketches
’ d

and R.B. Nevitt's sketches of Fort Macleod were sent out to be
photographed, thus providing one of the few-records of the fort Ina-h
thig period before photograghy made v1sua1 1mages morgﬁ acoess1b1e,‘
artists were ca¥led upon to provwde records of human expé?1ence as well,

as of the nature they 1nhab1ted _ As such, aesthetic concerns tended to

m.; e

play 'a less important role. :4«'& ' '
¥ -/
Y
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FOOTNOTES

Chapter II

1 Warre's young age is explained by the existence of
Sandhurst's Jjunior department. (Allan R. Skelley, "The Military
education of regular officers for the British Army, 1868-1875," M.A.
thesis, Univ. of Alberta, 1969); See Alan Shepherd, Sandhurst, the
Royal Military Academy of Sandhurst and its Predecessors (London:
Country Life Books, 1980), p. 51; and FHugh_ Thomas, The Story of
-Sandhurst (London: Hutcheson of London, 1961), p. 86.-

¢

2 Thomas, p. 44. ,

3 Manual of Field Sketching and Reconnaissance (London:

Harrison and Sons, c.1903), as referred to in Paigting During the

Colonial Reriod in British Columbia, 1845-1871 exhibjtion catalogue,
text by Helen Bergen Peters [Victoria: TSono Nis Press €or the Maltwood
Art Museum and Gallery, Univ. of Victoria, 1979), p. 12\ Peters points
out that Warre's pen and Wash sketches reveal an adherence to these
guidelines a]thugh his waterco]ours seem to-be a result of his own
interpretations. . A ‘ ,
| &
4 Painting During the Colonial Period, p. 68.

!

W

5 Quoted in Joseph Schafer, ed., "Documents Relatiwe to Warre -

and Vavasour's Military Reconnaissance in Oregon, 1845-6," Qregon

Historical Quarterly, 10, No. 1 (March 1909).
¢ .
6 Sysan Stewart, "“The Hudson's Bay -Company's contribution to
the work of three 1mportant artists. in their terriwory, 1821-1860,"
M.A. thesis, Univ, of British Columbia, 1979, p. 51.
7 Stewart, "The Hudson's Bay Company's contribution," p. 7.

: 8 Henry J. Warre, Sketches .in North America and the Oregon
Territory (1848; rpt. Barre, Mass.: Tmprint Society, 1370].

(

9 Warre, Sketches (1970), p. 17. _ ‘

: 10 Warre Journal, Public Archives of Canada, (MG,24;R7Y) vol.
1, pp. 1045-7; as quoted in QOverland to Qregor in’ 1845, Imggess1ons of
a Journey Across North Americs bﬁ,HenthT Warre, ekh1b1t1on‘cata1ogue)
text by Madeleine Major-Frégegu (Ottawa: -Information Canada, 1976), bp.
40. - The overwhelming feeling. of beihg sunrounded by mountains js seen
in the writings® of other  traweliers thrg the Rockies before the
railway arr1ve4b The possxbxl1ty of not fg a pass through the
mountains was a frequent concern. Char]es F. Hannington, a C.P.R.
surveyor whgse letters wereh\pub]1shed in “Journal of Mr. C.F.

Hannington from Quesne¥le through the Rocky Mountalns during the anter.
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of 1874-75," in Canadian Archive Brancgi Report on Public Archives,
1387), (Ottawa: Caradian Archives, 1888), as his party searched- for a
pass through the Rockies. from the Fraser River, wrote, that "you would
think the mountains shut the whole place up." (p. cxxi).

//j> ~1‘ William H. Bartlett, Canadian Scenery Illustrated, 2 vols.
(London: George Virtue, 1842), '

,12' This information is'based on the fact that a watercolour by -
William Armstrong, in the Royal Ontario Museum, is labelled “from a
sketch by Captain Palliser." The work is discussed in this chapter.

. 13 patricia Trenton and Peter H. Hassrick, The Rocky Mpuntains,
A Vision for. Artists in the Nineteenth Century {(Norman:™ Univ. of
OkTahoma Press, 1983). :

14 Ibid., p. 82. .This refers to Isaac I. Stevens, Reports of
Explorations and Survéys . . . for a Railroad from the MissTssippi
River to the Pacific Ocean, 12 vols. (Washington, U.C., 1855-1860).
ETeven artists supplied works for publication. Most of the plates were
lithographs printed in two or three colours. Acgsusigh,to Trenton and
Hassrick, the "most celebrated" of the artisigs fohn Mix Stanley,
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. interpreters of the western scene." (p. 78)5Fg8 i-1lamboyant American

reports weré seen as signs of the countygk aW¥ness and 'manifest
destiny' by the surprisingly large number {JUNEMN®1e who read them. By
the late 1870s, the expanding size of such oW f¥ans numbered "in the
sixties with many wagonloads of equipment.”

18id., p. 159) The fact
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xproduced works for published reports in the United States, leads one to
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watercolours. :

X

L ,17 See Wilson journals, Public Archives of British Columbia.
For published diaries of Wilson, see Mapping the Frontier, ed. and
introd.. George F.G. Stanley (Toronto: MacmilTan, 1970).
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Chapter 111

PROFESSIONAL LANDSCAPE PAINTERS 'AND THE HEYDAY OF PATRONAGE
BY THE CANADIAN PACIFIC RAILWAY

Introduttion

Most of‘the painters of the Rockies and Selkirks from the mid
1880s to at least 1900 must be seen in the context of the Canadian
Pacific Railway's patronage of artists. In fact, Allan Pringle points~
out in-his M.A. thesis on C.P.R. patronage that."a record of Dominion
artists directly .or indirectly -involved with the C.P.R. and its
promotional campaign reads like a near-cﬁmplete list of 'Who's Nhof in
la¢e nineteenth-century C(anadian painting.“] The railway in (Cinada
was ' viewed as the material manifestation of the climate of
nationalistic expansion in the country during the 1880s and 1890s. The
power and prestige of the C.P.R. in Canada was immense. An American
writer, lamenting the state of the arts in Canada in 1891, wrote that
“the social scheme in Canada is composed of concentric circ]es; with
the railroad hierarchy and the millionaires in the middle."?

Besides being used for'promotiona1 purposes, the Rocky Mountain

paintings became symbols of the success of expansionism for the codntry

and the C.P.R. Dennis Reid writes in Our Own Country Canada that when
J
w1111am C Van Horne (1843-1915) "referred in a letter to the Rockies

as 'our mountains', he perhaps did not mean they be]onged only to the

company, but to all Canadians."3

By 1886, the year of its completion, the C.P.R. had an efficient

4

advertising program in place. To further enhance the program, Van

51
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Horne, then vice-president, launched a campaign to encourage artists to
paint western scenes for C.P.R. offices, hotels, stations and other
prqminent places, as well -as for exhibition and for publication in-
brochures and gquide books promoting settlement and tourism in the
West. The most spectacular scenery was, of course, in the Rocky
Moun¥ains. As his primary concern was the wide promotion of scenery
which would encourage 'rai1way travel, Van Horne had turned first to
photographefs to depict the splendours of the West. ) By 1884, the
C.P.R. had comﬁissioned Wwilliam MacFarlane Notman to make photographs
along the }ailway and by 1888 Notman photographs were hanging in C.P.R,

5 Photography and . landscape

- waiting . rooms across the country.
painting were closely connected in Canada, -particularly through the
opportunities provided by Notman Studios.

That the railway had come to be seen as an important means of
reaching new sketching grounds in Canada. and the United States is
apparent in an 1878 review -of the Ontario Society of Artists
exhibition. Lucius 0'Brien was one of the artists who had taken a new
line to the Bay of Chaleur, in northwest New Brunswick and subsequently
~exhibited landscapes of the area. "One feature of the exhibition which
must have struck almost everyone," the writer enthused,

is the effect which the opening of the Intercolonial . . .

has had on our landsCape painting. A few years ago we had

nothing but Lake Superior and Muskoka. . . . The new field

. will furnish abundance of material for years to come,
by which time we may have access to the still vaster fields

of the magnificent but, as yet, toa inaccessible scenery of
the North-west.b

" Van Horne was the driving force behind the program as well as the
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man personally responsible for‘ mu§h‘ of the corresbondence with
artists. An American and a sophisticated collector of art himself, he
had been with the company since 1881,) en he was hired to oversee the
completion of the cross-country line. His private collection, partly
developed through the advice of Durand-Ruel in Paris and Knoedler in
New York, was extensive';pd included old masters, French Impressionists
and Post-Impressionists. Besidés him, several other C.P.R. magnates
in Montreal ranked among the foremost art collectors and patrons in
North America. Van Horne was himself a competent painter and some of
the _artists - who visited the West were friends or sketching
compam’ons.8 In 1892, as one of the founders of the Pen- and Pencil
Club in Montreal, he becéme invo]veJ with painters who had been trained
in Paris such as Maurice Cullen and N{]]iam Brymner. Pringle notes
that from 1892 on, when distributing railway passes, Van Horne “Tended
to favour club members.

The fact that Van Horne and other C.P.R. associates held
positions on art society boards strengthened the railway's influence on
Canadian painting at the time. Pringle cites five such men whc between
1886 and 1903 "alternated as Councillors on the Advisory Committees of
the Art Association of Montreal. Their personal bias tow&rds
C.P.R.-sponsored artists was clearly visible by the abundance of
Northwest landscapes exhibited at the [Art Association of Montreal]
over this period."9

The scale of direct invo]vement.with artists by the C.P.R. for
promotional purposes seems unprecedented. In the United %tates

. individual artists such as George Inness had been commissioned to paint

>0 -
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";EEFE?y along the route of The Delaware, Lackawanna and Western Railway
and Albert Bierstadt sometimes travelled free of charge on American
railways.'0 Hé&:/er,!‘manada, the program of corporate patronage
undertaken by the Cfgfi. has known no parallel in Canadian art
historzb Pringle 'states that existing documentation rgxgols that
before 1900, Van Horne had issued free passes or reduced-fsge tickets
to at least 33 prominent artists on more than 100 occasions and had
commissioned and/or purchased at least 55 landscape paintings dn behalf
of the C.ﬁ;R.]] '

As to the C.P.R.'s intention of promoting immigration and
tourism, Pringle sugg that the costJbe'the C.P.R.'s program of

patronage of artists. not justify the end. However, he suggests

that a political effect may Mave been achieved.

the Northwest landscape, viewed by prominent
n and politicans at [Royal Canadian Academy and
Society of Artists showings and in
C.P.R.-sponsored exhibitions abroad, kept the focus of
attention on the opening of the Canadian West. . . . As a
resylt immigration policy decisions _and future business
considerations may have been affected. ‘. )

The Artists --

It was not difficult for the C.P.R. to convince painters Eo
travel to the West. The interegt in new sketching greunds was strong
.in the nationalistic climate of the time. Nationalism and landscape
painting were‘ at the core of both the Ontario Society of "Artists
(0.S.A.), founded in 1872, and the Royal Canadian Academy (R.C:A.), in

1880. In 1886, the first year that free passes were distributed, five

artists are known to have travelled to the Rockies courtesy of the

A7)
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>
C.}.'R.: Lucius R, O‘Bi‘ien. John A. Fraser, John Colin Fo‘;es, William
i
Brymner and James Alfred Aitken, a Scottish paintew.]3 Pringle
points out that the first three artists had connections with the art

world in the United States which affected their choice by the Amer {can

connoisseur, Yan Horne. 14 .

_ Lucius O'Brien (1832-1899) produced several fine watercolpurs as
@ result of the two summers, 1886 and 1887, that he spent in the
mountains. 0'Brien's background included attendance -at Up-per Canada
! College in the 1840s where he likely was instructed in drawing by thn
‘G. Howard. Although he was largely self-taught, according to Reid, by
the 1870s, "there was no artist in Toronto whose [watercolour] work
icame close to [his].“]5 Reid (and Pringle in a recenz article) cites
the ih%‘iwb’dz'jce bf the Americvap Albert Bierstadt, on O'Brien in
cbnnection mthjﬁ'gq "hero‘t concept aof some of his pamtmgs after
‘hn “had ‘sknu‘:héd?wﬁi;a ae?‘s‘tﬁu,,; .m..,j@SO zesmes the mf]uence of
, Biers{adi)( S;m cbapar&s ﬁns d'r-s"" by the? 1870s to certain

{ ‘aspects Q:f,,,.,the worbo? vhe}%neqcan Mmsts, mentmmng their sense
h

0 space-:m’\d Serene opeﬂ qual-&?; Sy wh1ch he may mean the horizontal

f#rm and bhé” measured sense ef p]acement of obJects 16 0'Brien's

sia as” PresWant af the R. C A art editor of Picturesque Canada,

sh'f asspmat\on with Amemcan artists likely exp]ams the fa~t that

i A
V:}‘ngne Offered him full co-operation from the C.P.R. 17 s well,

4

3

'GER

;é}ﬂ was strongly natiq‘na]istic, and thus, was "closely aligned to

£ 18
ﬁterests of the C.P.R."

20 'Brien had originally intended to paint in the  Rockies to

w

works for “illustration in Picturesque Cdnada which was
. L4 R A
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pub]ished béginning in 1882. However, it does not appear that he
actually éis1te9 ‘the West .until 'aftgr the publtcatién had
appeared.‘9 In) corfespondente with” the C.P.R. in 1886, he vstated
that he 'wgnted "to paint a series of pictures illustrative of the
different phases of the scenery for exhibition in anqu,«29 This he
did, exhibiting Rocky Mountain works in the Ro;al Academy in 1887 and
in a one-man show at Mc]éan's‘6a11ery, London in 1888.2!

0'Brien's 1886 and 1887 trips to the mountains are documented 1in
a notebook/sketchbook, now in the Public Archives of British Columbia.
When he reached the mountains in gp§y51886, he went directly to the

O

Selkirk "Mountains and set up cami'l';,".ﬂ‘Rogers Pass. Van Horne hadg 4

» " -
suggested that he and his ske «companion, J.C. Forbes, confine
(4

-’their Skeiching activities to the area around Glacier House.??

‘ ‘

" 0'Brien seems to' have followed these instructions for the following
spring he referred to a small eollection of monochromatic watercolour
sketches as including "the subjects [Van Horne] selected near ghe
Glacier Hotel."23 ~ Van ﬁorne ‘apparently had a preférence ;9&
atmospheric effects at this time for 0'Brien referred to a specific
subject, proposed by Van Horne:b"of a valley filled with mist" and of .
another work for which the latter had "suggested putting some low lying
mist in the middle distance." O0'Brien alsg experimentep with such
effects in photographs that year. In the sketchbpok already ment ioned
he included ligts of photograph sdbjects. One is entered as "Effect of
m{ég on mountain, brigﬁt sun."24" Thus, it appears that Van- Horne

influenced -0'Brien's Rocky Mountain works as to locations and

atmaspheric effects. Reid points out that in O'Brien's watercolours of

~
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1886, "the mountains are either set back, so that the intervening

atmosphere softens them, or they are swathed in mist or cloud."25

l Regarding O'Brien's attitude towards, photégraphy, Reid states
that ‘an examination of the' paintings‘ pf v1886 reveals that "the
photogiaphy’was kept quite seba;ate from thg paintihg."26 Hdwé&er,
Doreen walggy'haé clearly demonstrated that he did, on occasion, base
his ’péﬁﬁtings on.sphotographs.27 0'Brien was awed by the ﬁbuntafns
and found them Qisually fascinating. "At one moment thegﬁbuntains seem
';eié1ose,“ he wrote to a friend. "Masses of rich, strong colour;
then they appear far away, of the faintest pearly grey. . . . the trees
where tHe timbermen vhaye not. culled out the finest, are most
picture'sque."28 As in some of his earlier ’Qbrks, O(Brien's Rocky
'Mouﬁtain pdintings frequent]y inc lude the‘picturesque compositi{)neﬂ
element of the shattered stump. At the same time, his writing suggests

* that he was cohcerned over the destruction of trees by man. 29 ‘An

example of these paintings is Mountain Landscape, 188f~ (Plate 15), in

theVMontreél Museum of Fine Arts. 0'Brien did several versions of this
work.30 It reveals ¢1gméhts“ which are typical of his 1886 western
alpine paintings such as verti;a1 format, the shattered stumb‘in the
fbreground and background ;of migt-enshrouded mountains as' we1l’ as
intricately app1iéd brush strokéﬁ, and crisp, clear colour.

O'Brien's second trip to thé mountains occurred in June 1887, and
centred around Banff and the area of Kicking Horse Pasé. In published
letters, he contrasted the Rockies with the Selkirks, suggesting
e%ghteenth-ﬁentury perceptions of the beautiful and the sublime. "The

aspecg and sentiment of the scenery [around Banff] is as different from
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the stern majesty of the Selkirks as it is possible to conceive," he

wrote. "There is no want for grandeur, but one is filled with a sense
of beauty rather than of awe."3! ) Thbs, 0'Brien dembnsfrates ‘the
still-lingering eighteenth-century perception - of ]andscape which
necessitated its being classified as either 5eautifu] orjsublime.

Several reViewé of exhibitions of 1888 were not favourably
disposed to the Rocky Mountain' paintings; The vfewiﬁg public had
‘apparently grown tired of C.P.R.-insbired views of the Rockies. It is .
Tikely that t%ese reviews'inf1uenced*O’Bfien for; although .he céntinued
to exhibit alpine-paintings of the West:-ﬁe abpafént]y did not visit

the Rockies again.32

l'ﬁ:\'

thh Colin Férbes (1846-1925), who accompanied O'Erién. to. the
e R 1886, efp’behind few paintings of the Rockies. JA]thoUgh he .
t;z::j::QF—foﬁé]months there, and had written Sir George Stephén‘of ﬁig
‘p1ans to produce sketches for large canvases to be ethbted in Europe,
thesé do not appear to have materia]ized;33 Forbes 'had attended
Upper Canada Co11ege and, like at least fi?e.other qrtists who painted
in the Rockies during this period, trained in England at Yhe South
Kensington Schdol of Art, officia]iy known as the Néfiona] Art Training
Séh001.34 He also studied at the Roya] Academy Schools. He héd
exhibited Rocky Mountqi? 0il paintihgsvin Montreal in May, 1884, which

_ /
were based on Notman photographs.3

It is possible that the "T.G.
Forbes" mentioned in a review as exhibiting Rocky Mountain subjects in
the 1886 Co]oniél Exhibitioh, is‘thé same Forbeé.36 4THe_fact that a

,‘successfdl portraitist aty the peék> of his carée‘.wou]d‘exhi‘bit Rocky

Mountain paintings based on photographs suggests the popularity of such
‘ | \ & ,



nsubJects at that time. Pringle cites a review of some of his 1884
Rocky Mountain palnt1ngs which criticizes the lack. of variety of tone,
a typica1 result of a reliance on black and white photographs 37

" Such little-varied tona]ity occurs 1n In the Rock1es (P]ate 16), an il

painting of 1884 in _the Glenbow Museum.38 Its compos1t1on seems

y

ahpitrary,v another asoect whicﬁw points to a photograph1c source.

Discrepancy. between light source in th ' FegroUnd and background

suggests the ‘use of more than one :hotobr ¢ of the scene The'
Mphotograph1c sources were most likely \by " Ba]tz]y and Hammond ﬁrom the
']871-72 expedition and would have been \ava11ab1e from the Notman

Studfos 39 '
. L ¢ :
Of the artists travelliag. to he‘Rockies with free passes from

the C.P.R., none was as c]osely connected to the company as John A

Fraser (1838-}898) Before he pa1nted in the mounta1ns 1n 1886, he had
‘ _exh1b1ted Rocky Mounta1n paint1ngs, based on photographs, in the |
.Co1on1a] and Ind1an Exhibition tn May of - that year. During his years-
"of association'with the-company, he was sponsored in various endeavours
inctuding exhibitions\ in the United States and Britain. |
- Fraser came to Canada in 1858. Recentvresearch has revealed that
he likely attended the South\Kensington School of Art. 40 Soon after
'h1s arrival in Montrea1 he»p:;hn working for William Notman, tinting
photographic portraits and, jn 1868, moyed to Toronto to estab]ishnthe
firm'of Notman and Fraser.}! He was instrumental jn'the.founding‘of
the 0.5.A. and the R.C.A. Fkaser'srlaét years were spent in London and
the United étate§ where he often exhibited with American‘waterco1ouh

. . .
societies, *
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Little of Fraser‘s best work' was done "in the fRockies. In a
recent thesis on Fraser, Kathryn Kollar describes some\gf his7better

work, such as Laurentian Splendour, his 1880 'diploma piéce' for the

R.C.A., as bearing comparison to the horizontal format and¥ouality of

= 11ght seen in -American Lum1n1st works.4?',’ | CLo

For reasons that have not been ;scerta1ned Fraser abparently
trayel]ed to the end of the C.P.R. Yine in ~18§3)@ skeﬁched around
uce

Calgary and in the foothills. A sketch book prod duringv'the trip

is extant and three or four watercolours surv1ve, none of which' are of °

mounta1n subJects.43_ -In 1884, ‘he began to undertake 111ustrat1vg

work for C.P.R. guide books and, in 1886, was commissioned by the

- company to produce wateroolourS'from photographs for the Colonial and

.Indian Exhibition- in London. The correspondence between Van Horne'and

Fraser reveals one of the c1earest examp]es of Rocky Mountain pa1ntings.

be1ng derJved ‘from photographs. The photographs, by Alexander

Hendersoh. and O11ver Bue11 44 yere. 'supp11ed to Fraser by "the

23

‘company 45 Van Horne wrote that Henderson's use of a wxde ang]e lens

had d1storted, one of the views and Fraser according]y- "raised . the '

+

m0uhta‘1'ns."46 Fraser S prob]ems with -the commission are iltustrated

in the fo]low1ng letter in which he Jlaments the use .-of composite
» 4

photographs: - : : | : ‘ <

I am treating the Summit Lake view. as a sunrise, the
mountains illuminated, .the west in shadow and I am keeping
the lvght in the same direction as in the photo--and am
anxious to know if such treatgent is -consigtent with
fact. .. ." " The® sky. in the photo is printed in from
another negative and I think the view was made when the
light was low while the sky negative was made about m1dday
or afternoon.47 - _ .
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ThOs. some of ;he earliest pafntings of the Canadian Rockies which were
exhibited abroad were produced by an artist who was re]yfhg  6n
photographs and the recollections of others. Besides these obsiqc]es
to a fresh -rendering of the subject, in at least one casé the
photograpﬁ'used was a combination (composite) Pf two négatives which‘
w;re prbduced at different tihes of day. | |
Three of the resulting works wefe. sent to the Colonial
Exhibition. Due to the forceful interVention of Sir Charles Tupper,
Canadian High 'Commissioner, they were hung in ’q(;favourable position
among the Canadian entr?es,48 Kollar cites Damnis lReid's earlier

research in stating that Mount Ste;%en,'Summit of “the Rocky Mountains,

near Senchoile is'probab1y the same as Mount Stephen, near Lenchoil

(Plate 17), in e private co]]ection.49 Shé concurs that the'wokk may

be based on one qf the Henderson photographs ‘entitled Mist of Mount

&

Stephen. In th& watercolour, mquhtéfns art faintly discernible behind

‘ the atmospheric‘ hazé.' Ko]lar. ciggs further photographic elements of

. the work, such as 7lack of framing_dev%ceé,‘appearance of cropping and
no centre of focus, and concludes that ."the overal]yview is much the

“same as a camera would have captured the scene . . . recording
"50

everything within the range of its lens.

Besides the C.P.R.'s suggestions of subject matter, supplying of

photogrgphs,'submitting,g} work for exhibition, and promise of sale of

the works,  the 'compaﬁj "also blayed a role Sn soliciting favourable

exhibitibn.fevieﬁs for Fraser. ~Probably at the request of the C.P.R.,

Lord Lansdowhe,‘the cufrent Governor-General of Canada, commissioned- a

reportA on k;he:>tanadiah section of the e;hibition by J.é. Hodgson,
- .
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professor of painting at the Britith, Ro}\l Academy.sj The report Q
written by a man whose preferences for'&hskfn¥gn 'truth to nature' were
known, singled out Froser who was referred*to as 31 _pioneer’bf a newA
Sohool of Art."92 "He seems to have gone forth into the wilderness

in search of the picturesque,” Hodgson wrote, and he “shows the same
darihg spirit in the subjects he chooses and the natural effects he
tries to repreééht. . . ." When one recalls that Fraser painted. these

works from photographs in the studio, the absugdity of the situation is

apparent. Another critic of the exhibition, R,A.M. Stevenson, writing

in The Magazine of Art, barely mentioned Fraser, referring to his work
os often 1acking.a sense of values.>3 ‘

- When Fraser aotually did paint in thégmountains, ﬁn July, 1886,
he apparently produced fow sketches, partly because forest fires caused‘
a hazy atmosphere. It 1is of interest, therefore, to note that in a
C.PiR.-arranged exhibition thé fo]1ow{ng year at the Conadian Club in
New York, he appeored to be disclaiming any use of photography. The
works he was exhibiting at'the club, he insisted, "were painted on the
spot. n54 Kollar points out the dubiousness of th1s statemenb because
.of the numher of watercolours from that summer which reveal the use of
photographs.55 |

Rogers Pass {Plate 18), an oil painting in the National Gallery 3
~ of Canada, appaA!hhy was executed’ oﬁ;er Fraser's return from the West,
and probably owes its. existence to a Henderson photograph. It is hased

on a watercolour of the same name which was possibly one of the works

® the Colonial Exhibition, Mount Hermit, Summit of the Selkirk

& . . o o
‘ e.§6 This Wwatercolour, in’ turW, was related to the Henderson :

1
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photograph, from the Summit of the Selkirks which may be one of two

Henderson photographs now in the Notman Archives, McCord Museum.57
“In the oi) painting, 11ke tﬁe watercolour. the mounta1ns are. v1yid]y
portrayed compared to the dark, unarticulated trees in the ﬁ&ddle
distance. The relation to photoﬁraphy is further estqb]i;hed, Ann
Thomas suggests, by the mountain forms wh:ch seem "'filled in', as if a
rigid outline were already in evidence and tﬁe painter restricted -by
its limits.?. . ."58 The loosening up of brush strokes is suggested
as "a deliberate aftempt on the part of the artist to inject vitality
into the work."59 , . .o
Another artist whose Rocky Mountain paintings. relate to
photography was Robert F. Gagen (1847-1926). Pringle cites no
correspondence bgtween him and the C.P.R. ‘and concludes that hé never
visited the West at all, merely produced Rocky Mountain landscapes
drawn from photographic soqrcésGQ although Reid states that he‘

61 Another publication .states

Q

that 1890 was the year of his- first visit.5 Whatever is the case,

visited the Rockies a number of times.

Gagen exhibited Rocky Mountain landscapes in the R.C.A. exhibitions
betwéen 1901 and 1915. He came to Canada from England in 1863 and
studied with William Cresswell, R.A., an €hglish watercolourist who
1i;ed near his Seaforth, Ontario home, and George Gilbert, an art’

LN

teacher who taught at Bishop Strachan School, Toronto. He later was

instrumental in 3”J" ;:f-apg of the (0.5. A., talgnt at the Ontario

School of A?t,if q‘*i_known for his marine paintings of the

® Atlant1é co&st._; gooagen was ‘working | for Notman Studios in

| fwntreal and fh“f7‘; opened a photbgraphy stud1o with John Fraser's .

- 50
' o
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brother, Jamés. Thus Gagen is another example of the many painters who
were employed at Notman studies during these years and for whom daily
tinting of portraits, background painting and working with composite

photographs was part of their painting experience. Evening in the

Selkirks, undated watercolour in the Glenbow Museum, suggests a
photogﬁxg:ffwsource. Like some paintings of the Rockies by Fraser, it

Tacks attention to detail in the dark, generalized, or ‘fi]led-in}v
areas 1in the middle distance; while mountains are more carefully
renderéd and three-dimensional. . -

One of the mpst prolific of the C.P.R. painters of the Rocky
‘Mountains was Frederic M. Bell-Smith f1846-1923) who made 16 visits_to
the Rockies, beginning in 1887.63  For the fgrst few years, at least,
he was provided with free passes by the C.P.R. Bell-Smith Qas‘taught

. ;

by his father, John Bell-Smith, a paintér of miniature portraits, and;
like several other C.P.R. painters, at the South Kensingtéanchoo1 of
“Art in London. He came to Canada with his family in 1867;aﬁd was soon
- employed in a Montreal photographic studio owned by. James. fnglis. He

~continued to work for phetographers in Hamilton and Toronto for about

12 years. In 1881 or 1882 he studied in Paris at the Colarossi Studio

and again in 1891-1892 he was in Paris and London. Duriad an 1895
v%éit to England he painted a portrait of Queen Victoria.

 3, Unfortunately, because Bell-Smith, unlike 0'Brien, did not kgep a
noﬁéﬁook, less i1s known of the circumstance; of his western vi;ﬁts.‘ He

reca]ied in later years that one of his dreams "of early manhood was to

visit and paint the Rockies, about whose magnificence all I¥d§e1Lgrs
L LN

Cian w64 . . g
raved. In 3 typically nineteenth-century description - of
, ~

.
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mountains, he recalled his first impression when Ré_saw the “vanguard

sentinels of the mountain host. Displaying the glint'of their glacier
accoutrements, they beckoned the enraptured pilgrim to explore their )
mysterYes and their shrines."0° He was so tagen with the mountains
that he bought property in Banff with the inteﬁjion of living there66
but hies appointment in 18@8 as Principal of the Hestérn Branch of the
Toronto Art School seems to have precluded this plan.67
Boulet points out many instancés where Be11—§mith. used
photograbhs in his work {(including some versions of the Queen's
portrait). He sometimes painted to order u;ing sketches and
photographs as sources, and a number.'of hig "paintings suggest
borrowings from photographs still in the collection of the Bell-Smith
fqmi}y.68 » His 1long association with photogréphic' studies meant a
familiarity .with photographic proceésés. Bell-Smith was not a
plein-air painter. He told an interviewer in 1887 that he took "only
striking effects or studies of detail" to enable him "to give his works

L]

faithful e]abor&t&ﬂh."sgL The other aid-memeire, as suggested, were
photographs. |

Although some of his early Rocky Mounfain waterco]ours reveal the
1nf1uence of the older and more accomp11shed 0’ Brwen with whom he
trav‘ﬁ[sd the first summer Be]] Smith seems to have soon developed his
owﬁﬁgpﬁroach of less detailed watercolours‘and oil paintings with loose
gruih strokes within a structured composition. Whether or not he wés

4‘aware of Impressionism is unknown but the period spent in France in

1881 or 1882 would have at least acquainted him with the growing

g W . . .y
acceptance of the sketc;? executed en plein-air, with its accompanying



emphases on expressiveness and effect, which was apparent in both the
tcole des Beaux-AEts and the private ateliers.’0 Pringle claims that
Albert Bjerstadt. with whom he painted in the summer of'1889. strongly
affected Bell-Smith's style with the result that his oeuvre after 1889
reveals an fncreased emphasis on atmosphere and 1light with less

interest in precise d00uméntation.7]

»

v 4
One of Bell-Smith's preferred landscape subjects on his trips

West was fast-moving mountain streams. According to Boulet, Glacier

Streams, Selkirks, B.C.‘ (Plate 19), ¢.1890, in the Glenbow Museum,
depicts 4a motif he used often throughout his career,“72 a st;eam
near Glacier 8.C. Thé mountain in the background appears to be Mount
Sir Donald, a subject painted by Biersbadt during the summer of 1889.
Another version, in.watékcolour, is in the National Gallery of Canada.
A photograph in the Bel]asmith‘famfly collection closely resembles the
painting and a comparison of the two, shows that the mountains in the
painting have been brought forward in a deliberate manner. They are

more imposing than those in the phétograph and may have been painted

—
—n

with Van Horne's favour in mind although the work, unlike C.P.R.
compissions in the 1890s, is not large. The generalized dark mass of
trees reminds oné of {he trees in some df Fraserfs photograph-related
work. |
Bell-Smith was détermined to pursue Rocky Mountain subject matter
as one'of the staples of “his-output. In 1888, he requested (and was
‘refused) a private railway car.”3 He aiso held a major exhibition of
his Rocky Mduntain paintings in Montrea],74 despite the fact that

newspaper reviews implied that the viewing public and critics were
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growing tired of Rocky q‘unta1n paintings. A review of the 1888 R.C.A.
Exhibition describes him as having the most facility and do1ng "by far
the better work “in the scenic line" while the others were "all pretty
much alike, thé same rocky formation, the same trees."75 This lack’
of variety ;in the peaks and gorges ofvthe Rocky Mountains named and
désignated to suit the inord{nate vanity of‘qthg directors and
projectors of- the C.P.R." was also Lsmented. Interestingly, the
article, written the summer before Albert Bierstadt visited the
Rockies, added that "New York had outgrown Bierstadt" as a means of
iﬁp]ying that Toronto had outgrown the Rocky Mountain painters.“ When
one learns thét 0'Brien had 15 western paintings -in the exhibijion,
;which was dismissed as "p;étty much alike," the fact that he never
returned to the mountains to paint becomes more understandable.

Of Bell-Smith's further 15 summer visits to tﬁe Rockies, a work

which illustrates his concern with the depiction of atmospheric effects

is Mists and Glaciers in the Selkirks (Plate 20) of 1911, in the

National Gallery of Canada. ‘Here trees are flattened and the effect of
snow, 1ice, and swirling mists is predominant. ~Writing of his
enthusiasm for such effects in an article of 1918, Be]l-Smigh recalled
the summer of 1899 when he was sketching near G]ac{er and.was thrilled

to witness the breaking of a storm he had been waiting out.

I jumped and shouted my excitement. The clouds were rising
from the valley in long festoons, the sun, 1lighting up
glaciers and snow fields and breaking in gleams through the
fast diminishing clouds, produced such a scene as would
out-do anything I ever saw in a moving picture show.

Bell-Smith's allusion to photography is a reminder that he likely used

’

p——
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his camera to assist him in painting the scene.

A]Bert Bierstadt (1830-1902) visited the Canadian Rockies with a
free pass from the. C.P.R. in 1889 and 1890. A renowned American
" painter of large, sublime landscapes, Bierstadt had studied in Europe,
mainly Dusseldorf, between 1853 and 1857. By the early 1870s his huge
paintings were falling from fﬁvour with sophisticated Americaﬁ critics

‘and patrons. However, as Dennis Reid points ouff he still had one

group of patrons, even in the 1880s, for "to the railroad barons{ »?

politicians and bankers these grandiose images of an ever-expanding
America, a land of vast natural energy andAbeauty. still held great
appea]."77 Bierstadt travelled widely and knew the wealthy and
well-connected on both sides of’the Atlantic. He had been to Canada in
1874 2 a guest of the Governor-General, Lord Oufferin, and he also
befriended Dufferin's successor, Lord Lorne.

In 1863, Bierstadt produced the well-krown Rocky Mountains after

a visit to the American West. The paiﬁting measured 12 feet in width
anc sold for $25,000. Gordon Hendricks writes that "the artist had
taken the ‘méuntain range [of anqgg:r painting], exaggerated it,
dramatized it, added glaciers, a :gterfa11, and an Indian camp

and created 1his masterpiece."78 Elizabeth Lindquist-Cook, in The

Influence of Photography on American Landscape Painting, 1839-1880,.
79

writes of the painting's relationship to stereoscopic photography.

In 1887 Bierstadt had received free passes from the C.P.R. for -

himself and friends.80 The visit did not take place until 1889, soon
after the artist had suffered a severe weakening of his prestige by the

American selection committee's rejection of his submission to the Paris
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Exposition. A pa\cg‘ting f'rgthe trip, Rocky Mountains in the Selkirk
: ‘ P

Range, near Canadian ~border. Mount Sir Donald [sic], is in an American

-

public collection (P'late 21). To Bierstadt's disappojntuient, the
painting was not purchased by the C.P.R. although Sir George Stephen

a
acquired ahother work by him, Sunrige “a,GHcier Station.8! ‘Asy

LY a
size {and, quite likely, the 313000 price) was stated as the redson

for refusal by the company, Beirstadt p.--ted a smaller version, Mount

Sir Donald - Asulkan Glacier which was also apparently reject'ed;az‘(‘;“

The choice of subject of paintings was obviously to flatter 6ne off,. i:hé,r"
C.P.R. founders, Sir Donald Smith. Regarding the fom‘er\‘.'Mo'uﬁt'Sﬁ"‘
Donald, Pringle cites a letter written while Bjevct"adt was m}hé
Pockies in which Bierstadt states that he was waiting for Vaffprr'rté to
come west and view the work, thus implying that he"v"must hav._e,‘ ﬁéen
n83 e T

provided with a studio suite or a private car.
In »thé painting, a fast-moving stre&mi“fyows ttoyanyi“iﬁé.

foreground amidst trees with mOthains rising among gwi;Iing‘#iguds in

the background. The similarly-shaped ., mountadn ,vsﬁggﬁgggf“tpﬁt,

. ol oav ,
Bell-Smith, with whom he was travelling, took Bierstadt to oné of his

favourite sketching sites, the subject of Bell-Smith's Glacier:Stream,

Selkirks, B.C. (P1ate', 19)/where the American artist'madeﬁ t‘he sketch
for this much larger, vertically oriented painting. rée117$m1tﬁ"s
painting is a much smaller, more immediate work tham the huge pjainting
of his American companion, The billowing clouds enéircling Bierstadt's
mountains a‘re reminiscent of his earlier western American paintings, as

is the detail and finish and the dramatic lighting on the mountains.

The amount of haze in the middle distance suggests that he had made his
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sketch (and photograph, perhaps) during one of the summer's frequent. ‘l
forest f1re§.'mentioned by both artfits.aa |
‘ Besides'leelIQSmith.' Thomas Mower Martin (1833-1934) was a .
prolific painter ‘of the Rockies. Beginning in 1887, he spent at least |
ten summers, ia the mounta‘s. As the reviewer('of the Colonial
Exhibition in 1886 desc;ibed7jt, much of his work was "picturesque in
intention and composition."85

Martin was born in England and, like others mentioned, studsed at
the South Kensington School. H§ came to Canada in 1862 and lived most
of his life in Toronto, becoming a founding member of the 0.S.A. and
tﬁe R.C.A. and, in 1877, director of the Ontario Government Art

School. His medium was both watercolour and o0il but his watercolour

. technique was superior. Joan Murray describes his work as following

¢
three main themes: ¢he Primeval Forest, Rustic Canada, and Rocky

Mountain Immensity. Refe;(jng to the latter, she notes Martin's
frequently used compositional motif of " sidescreens of tfees with
mountgins in the background.86 This, of course, relates to
picturesque conventions. Martin's ylangdg;e in descriptions . of the
. mountains as well as thé forementioned themes of his work suggest a.
certain adherence . to that mode of visual depiction. In "An artist's
let.ter from the Rockies," a series ‘ artiaes he wrote for The Week,
Martin spoke Qf finding "pictures at every turn."87 )

In 1887, due to O'Brien’s recg&me;dation of him, Martinfreceived
a free railway pass and travelled to the West. Landsgape (Plate 22), a

watercolour dated that year, in the Glenbow Museum,?g%ude the crisp,

fresh colour of some works by O'Brien or Bell-Smith. It illustrates
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/ a
,J!Qrtin's use of sidescreens of trees, in this case of exaggerated

verticality. The :l‘ork doe‘ not focus on the mountams, nor are they

-~

©

gfven a sense. of the grandeur o?' overwhe]mng aspect b?ut rather, they
almost blend inte the dark c1ouds \.beh)nd. In 1907 Martin was the
ﬂlustrator and Wilfred Campbell, the wrti-te‘r, ‘of Canada, a typically
- ninete'enth/-z:ntury travel.book lauding thé 5 a‘ttributés' of tfe country.
% In ‘describing the Rocky Mountains, Campbe]] wr1tes of Scenery where
\eacr? of * the mountains displayed "some charactemstm beautj or (\;
bd1st'mct’1ve grandeur“ and of 'the.\‘lgrandeur _and traneqendent beaut)f of
Mount ~ Stephen.88 ™ These descriptions, aceompanied by) Martin's
pictaresque iNlustratidns, prouid—_e" an_other example of the 'd.i'fference
between emotional response to vand visual depiction of 'th'eQ;Canz;dian
Rockies during the perio?j under disoussion.- Th'tS contrast has already _
N
been noted when the pamtmgs and - wmtmgs of several art1sts"‘ botbi&
amateur and professmnal were comdared Canada reveals that, even
into- the twentieth century, exampies may be found where a]pinp scehery_;
is a» the same twmeLverbaHy descrwbed w1th1n the Wghteenth centuryf

‘ categor1es of the subhme and the beautlful and v1sua11y dep1cted as

pickuresque scenes with little, if a,ny, suggestwn of a .;\s.ub].jme N |
[ . \ . ":. i .> -
" fon eption. ’

’ o -

Martm a]so produced the uncharactemstlca]]y large Tram in the

Moggtam (P]ate 23), most 11ke1y in the 18905, when larger. pamtmgs“
"’

| were bemg cormnsswned by the C.P.R. The work~ in the’Glenbow Museum

Qemctmg a,tram travelling down ~a track wh1ch extends to the .

L2
v

, “e : o . . ‘ . '
ights. The mdunt&ins,_ which are given a rough
. ) ‘ R ’

.

,foregr‘gund, is pai’nt%in limited and exaggerated oo]ours apd strong,

/contrast of d qua d
’ f

- >
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= and jagded effect, are suitably imposing to meet the promotional' needs

‘ , -
_of the C.P.R. This painting, like William Brymne;"s h& Mount "Cheops

from Rogers Pass (Plate 26) of about the same period, is much larger

than most of the painter's work. Both: paintings are examples. of wo;kéi

which, as Dennis Reid points out, had sthey "not been commissioned b_y
Y th'.f P.R. ’ o.’womfd not” hpve been painted at all~"89

{ar Mtﬁews (1837-1913) another pamter who visited the
West, w'ith passes from the C.P.R.,' patated 'in the Roggies during the’

summers of 1887 and 1889. Matthews was born in England and studied art

\

s

" both in Oxford, under .the watercolourist, T.M. Richardson, and in

90

London, In 1860 “‘he came\.o Toronto, where he Tived for much of his

life, becoming a found1ng member of the 0.S5.A, and the R C.A.

The C P.R. does not seem to have been 1mpress.ed“w‘ith Matthﬂm
X A

'E:-. apparent]y reyev‘on'o Brien to obtam a free raﬂway past for him. In

s letter of 1887 o Van Horne, 0' Brien bes1des recommend1£ Martin and

Forshaw' Day, added that, "ano.ther art1st, Mr. Matthews, _lgte secretary

of the A'cademy, woti 1d h‘ke_ to go also. . . . If?e' ddes he will be my -

’@ue'st in ‘the modntains and, paint ;ith me."/?L"*’//

| Although most of hié/known Roeky Mountain works are-watercqlours
Matthfews apparently produced Yarger oil p.alntm;s in his Toronto studio
vfo]lowmg the 1887 tmp, three of which he . unsuccessfuyy offered for
sale tb thet C.P. R 92, Thfse paﬁﬂ:mgs have not been Tocated _An 0i1

p:nnt\ng by Matth

Aol &# 13\87,‘ in ,the Whyte Museum of the Canadiaw

Rock1es \a 1s Bowﬁ  § P]at%fztl) in 'v;hich a somewhat arbitrary

1t1op sugwsg t‘)\e.“use éf photography Besides this, the

pa‘(nm g d?sp]ays at’cwbutes mted in connection w1th)Fraser s use ‘of
O\ "\-\,\ . Ay . 3‘ ,, ) .

.\ “A . %
i : - : o : .
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"photography, such as deta11ed treatment of background593 ' f

In 1888 Matthews was offered 2 reduced fare, ratyr than a free
h pass, by the company He was. unable to afford this and he did not
ovws1t.the mountains - again untﬂ the next year L1tt1e 1s known. about
his trip. Some of the resulting works were exh1b1ted in the 1890'
0.S. A—'s spring show in wh1ch Matthews and BeH:Smth were the main

contr]butors of Rocky Mountain scenery. A rev1ew of one of N}atthews

works, Shadow Valley, Selkirks, (whereabouts unknown) 1§:_;a remmder of .
"the fact that relatively few people had visited theaRoc_kies at this

time. The truthfulness of depictions of this most romantic of Canadian

landscape -subjects went unquest ioned at times. In thm\g\e ‘
- e L. T

writer -(gmarked that the colouring was "almost starth'ng in ies‘

I transitions and might well be doubted did it come from any other Rlace
than where natijre's scheme of co]our..is prepared on the‘grand‘est Qand_
:.most majestic scalé. w94 ATthough the C.P.R. did not appear to have
been 1nterested 13 Matthews work he apparent]y was still attemptmg
to obtam comm1ss1ons from the company as late as 190’5 and .still

. exh1b1t1ng Rocky Mountain subjects in 1909.%6 : /
Although few Rocky Mou(t;m subJects by ﬁhhave been 1ocated y
horshaw Day (1837 1903)} who was in the Rockies possibly on]y in 1887
serves to further. ﬂlustrate t‘he s1gmf1cance of the C.P.R.'s
directives regardmg subJect matter to‘art1sts. The foHowmg;&ear he
wap refused a free pass and does not seem to have visited the Nest
agam alth’gh -he exhihted Rocky Mountain subJects for many years &t
the R.C.A.: 1b1t1ons.‘ English-born, Day-_ worked as a draughtsman in
.the Govean.‘n%imv&al Yards in Hafifax and somet‘imes gave private

3y
Lo
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“lessons in 'scene painting'97 from the 1860s until 1879, when he

began‘a long appo#nthent asg;eacher of “Freehand Drawi‘g" at the Royal
Mi]ifary College, Kingston, Ontario; The content of this course was
ligely modelled on,tﬁe drawing and pq)Z;ing traininé givee at the Royal
‘Military College, Woolwich.

~Prior to his 1887 trup to the wgst Day rece1ved from Van Horne 3

secretary, A. Pwers, a letter of instructions 11st1ng the \greas he was

to concentrate on in the mbuntains: : - il
; . l,y:. . N . . ) : ’.

the entire v of the Bow River, .Banff, Devils Lake (9
miles from Banff), the Beaverfoot Range . . . and Mount
Stephen should be born in mind in the Rockies. . . . In
the, Selkirks Mourit CaMxoll, the Herm1t and Syndicate Peaks
and Mount Ross will attract you.98 - . .

L

Referring to these directives,. Pringle concludes that "the C.P.R.
sought artists Weo would continue to express established and critically
accepted subject matter."3? The titles of works exhibited in the

1888 R.C.A. exhibition suggest ‘that Day "followed _Van q?rne‘s

instructions. In 1889, he offered an oil painting, Ranges of the

~Selkirks, to the C.P.R. free of charge if Van Horne would place it in

one of the 'company hotels. 190 This work has not been located.

A A
Glacier, Mt. Cheops {(Plate 25), an oil painting- in a private

collection, Calgary, Alberta, is, compositionally, similar to works by

Bell-Smith such as Glacier Stream, Selkirks (Plate 19§; }1thou§H the

date for the latter work is late;, exhibition records reveal that the‘
b B L]

subject of a glacial stream had been among Bell-Smith's 1887 output;

It seems poss1b1e that the more estabI;" %*and competent Bell-Smith

B L
’ < IRy

1nf1uenced Day directly or through examp]es of his, work However, the

-
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work's .regular surface.tiuaiities differentiate it from the work of then‘.

former who employed looser brush strokes.
~In the 1890s, the C.P.R. tended to commission specific large
paintings from .artists and the painters selected for these commissions
were more hkeiy to be Paris- trained. William Brymner (1855- 1925) was
one of . such artists. I& is known%hat he was sent to the Nest in 1886,
1892 and 1893. . | .
R N | \j
Brymner came to Canada from Scotland with his fami]y‘ in *1867 ‘d
settled in Montrea] soon after. Trained in"Paris at the Académie

Y

Julien, wiﬂ william Bouguereau and Tony Robert F]eury, he was ‘a,

. (

competent and serious painter by- the time, he first painted in the West
1

1n 1886. He had - taught art at the ,Ottawa Art SchooJ wad to become

[4
the%irectq of Ar‘t«c]assesp} th Art Association of Montreal, a
-

-pOSit10n he held until 1921. Janet Braide .describes him as "committed
to working from ‘nature" and critiqai of " painters who worked from
photographs.]OJ his Freﬁc aining had “equipped him with skill in
painting- the figqre and in the handling of tona] co]ouring He was to
, become a member of the Canadian Art Club wnich before the v@g, uai’ﬁhe
most progressive art assocwation in Canada. ' .

Pringle suggests that the . C. P-R felt that the inC]uSion of the

human figur® in ‘lts promotional art was needed to attract homesteaders

apd that "Van Horne was .keenlly aware tQat Br'ymner S French traimng

4
offered a valuab]e opportunity to add a new dimension to landscape ¥

painting in the 5omin 0'2 Three of the four paintings of the
West he exhibited at the R c. A exhibitidn in 1887 jneluded figures.

R

Few of Brymner's Rocky Mountain paintings have been located Mount

»

[ 4 :

4

&

L
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Cheops, Rogers’ P‘ass (Plate 26), 4n the Robert- McLaughhn Ganery..

Oshawa, is possibly frqm the 1886 tr1p]03 and is one of the several
large paintings which Brymner did for the C.P.R.

It seems that Brymner was not comfortable painting works of this

he wrote to his father that painting a work of even four feet

oke, "]M However, the work .&weﬂ composed with the .

. returned from Paris.n105 Brymner had attempted to suggest the

4

immensity of the mountaim by employin@ small figures and, a tﬂ)ﬁ-whigh
seem overwhe Imed by its size. These.sugggstions of sublime effects
© were most likely mere]y his means of deahng with the C.P.R.'s demand

for mountains on an imposing scale. The pamtmg apparently hung in
—

the Royal A]exandra Hotel in Winnipeg for many years. v

Brymner, along with John Hammond, was sent to the West agam by
the C.P.R. in 1892 and *1893. - None of&he paintings. produced during

"fhese trips had ‘been c]early identified. An article in May 1892 sets

‘

out his commission and the perks whlch accompanied it:

A . (] :

The Cahadian Pacific ‘Railway has sent Mr. William Brymner, |
R.C.A., the well-known artist of this city, to the Rockies
for the purpose of painting several large pictures of the
heautiful mountain scenery, through which the road runs. It
. is the intention of -the Company to send these pictures to
~ ‘the Ark Exhibition of the World's .Fair [in Chfcago the
' following year] where they will,l besides being good
testimony: to the progress of art ih Canada, give . . .
thousands of visitors to the fair an idea of the wonderful
scenery to be found in the Canadian Rocﬁ@ w306 e

Thus, it may be said that the object of the arrangement Jbetween

the C.P.R. and Brymner iR 1892 was to obtain what was basically®



-oi‘tographs, .. 107 ’ l ’
. , 4 ! '
"¥Braide states .that Brymner's mourtain paintings after 189¢,

- ' ) 5 ‘

" 1892, may have first painted in the Rockies for the ‘C.P.R. in 1891.

! Ry - j 7

adver"ﬁs?ng material for -the company to be semt to the Columbian

Exposition ‘i'n Chicago. This is similar ' the company's arrangeménﬁ
>

of .
with John Fraser<at the time of the 53010"‘& Exhibition.
' : ) ¢ S -

A letter 'to Van Hpﬂ’r% during the 1892 trip reveal
attempts to comply v(itﬁ}-,tffé"éompany  Medilests. - He app rs to have

~ Brymnerbs

. 3 * I ~" - " P "J,f' . W ':i
used phqtographs,- supp jed by tth ,Qy?mpany, a prgcﬁm!ﬂ" w ‘%fg‘%ﬁ,'%
o

»,

an8 which he was appargntl y compe.ﬂ.ed' to»(ﬁ{efrgake‘ Lecﬁﬁ‘s{e;off demands
of the C.P.R. It appears that the paintings he did in the field were

large. He wrote of a painting of Ross Peak (dt the Glacier, "which I

. ?-
have done of a large seale, 60 x 42 [inches], one, 60 x 42 at Lake
. - . \ -

Louise. . . . Beeides, I have materiad for other subjects with the aid

unlike most of h\is other work, "are done with a full brush, brighter
palette and none of the intimacy of his earlil\ﬁrk.“los, A review of ‘
the R.ﬂ exhibition m 1893, L Mrm\er's Rocky Mountain |
pa%n'tin;’s as.being in a "bold, clean=cut sty]ie," reipfofces this .
assertion.139 “ Some of these worke, Braicfe states, were done in the

g p \ \
artist's studio- from edrlier "sket?ﬂies or. - photographs. There are

examples of these late paintingé iﬁm,ity of Toronto col'leqti‘ori/.\

Jsg\hn Hammond (0184'3-1939), who accompanied Brymner to the West  in
. . F 3 ' ‘
ngnty years éarh’er:, in 1871, he had worked as a photogr._aph('
a';sisf‘ant to Benjamin Baltzly for Notman Studios on the’ western joint
survey of&“‘A(.R. Selwyn and Sandford Fleming.

Hammond grew up in Montreal and joined William Notnian's Montreal

e
.
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&

‘.. dm"otograph)c studid in 1869 or 1870...:The survey'he joined in 1871 was

i

%
1]

‘a large collection of photographs, including some of the earliest ofk # |

sublimity. R ‘ - : X%

New Brunswick studio in the 1880s. " In'a desire to further his psir?tina‘_-

forced to turn back to the west coast before reachw‘ng the Yenowhead

Pass but the trip was successful from a photographic point of view and
¢

“the Canadian Rockies, was obtained. 1o f‘,

'On their return, Baltzly published his Jourﬂa1 of the trip and, *

ﬂt

%

Tike other writers before him, described the mountains in nmeteenths’" 5

'y : f"‘ 1 A »
centur%d&crwtwe Language ’ He,.enwslpned e scenéﬁ’y through whWhr.\ ,

the C.P.R. would pass as surpassmg that of the Amemcan West in

4

.4 . k Y
The grand and< majestic scenery of the TransrCor\t.muﬂ'a'P _.\‘,&. "
Railroad from Omaha to San Francisco would almost #ink~inta-., 'c‘*'f .
oblivion when compared with. the sublime ang ewé- msgb}“g "
panoramic scenes which ever’ ahd anon greeﬁl’he eye as

cars would rush thrOugh the Rockies.

\.

J

' .q *.
Continuing to work for Notman, Hammond moved to\heir«S‘bM John,

’

~

career, in 1884 he v1s1ted Europe where he- stud1ed w1th Nhﬂstler ]:1
Dordrecht, Holland, aeRd with Frangms Millet (fils) in: Barb1zon J.
Russell Harper suggests that assoc1at1on with the former resulted in
Hammond's "“search for tone," and that he may r:ave been the first
Canadian - to come in contact wiéh t«lhist]er.”2 - Hammond eventually
became known in the Maritimes for his atmospheric marine paintings. ’ n
On his return from Europe in ]885? Hammond became principal of
the school recently established at the Owens Art Gallery in Saint
John.  This school was taken oyer by Mt. Allison University in 1893 and

Hammond accordingly moved to Sackville. Earlier, during a visit to a

[N

- i
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Montreal- gallery,' Van Herne stsome of Hammond's work and sought out

the artist in his-Saint John tudio.3  The two became friends . ahd

ihe C.P.R. soon began commissioning Hammond to paint for the ompany
| Hammond's first known trﬁ to the Rockies came in 1892 with

-

William Brymner. 14 Some of hig 1t1a1'o1l sketches on small wooden

‘panels are toﬁy works of charm “&nd sp%ntaneity. A finished work ‘
1892, The Three Sisters (Plate 27)‘ ‘in the Glenbow Museum reveals

HaMdnd's European exaerience. The hmter s ability to dep1ct light
reflected off water‘ under an evening or mq‘ﬁng sky and the work's
tonal >qua11‘ty is a remindet" of. #ais Whistler-influenced concern with
toae The mountams in the background are treated more spec1f1ca11y
than the foreground slough and, like Brymner, Hammond has attempted to
please the C.P.R. by including a train, but has not allowed it to

~interfere with the compgsition. This painting, along “with. two by

Brymner, was used to” illustrate the C.P.R. pamphlet, Glimpses Along the

’oe '

Line in 1894,

'Hamnd"s tmp of 1892 resulted in the rchas of 17 of his
western mountain paintings and the1r subsequent appearance in the.
C..P.R. ‘pavinjon‘ at the Columbian Exposition in Chicago the following
year.”5 This was -the largest singla purchase of works by one arti’st
ever made by the company’.”6 Beside; t'[:is, it was the largest
:.coﬂect‘ion of work exhit‘ii/teud by one'Canadian artist in Chicago. It is

not known if The Three Sisters was one of the paintings exhibitied in

the C.P.R. pavillion in Chicago. Hampond's C.P.R. paintings in Chicago

apparently received ~good reviews-and-.were cited as revealing "a new,

ul ]5 .

* independent s¢hool of Canadian mountainscape painting.
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Like Brymner. Hamﬁond c0nf1noed to receive commissionilfrom the
%ﬁt.P.R, and assistance in< gaining.entry to international exhibitions
such as the 1900 Paris Exhibition where he exhib}ted Rochy Mountain
‘painﬁgngé in the C.P.R. paviﬁ]ion. In 1901 a Sackville newépaper noted
%hat "Prof. Hammond [ha‘ gone] to Montreal to confer with the C.P.R.
authoritill to. certa1n of his pawnti:gs appearing ag the

5

Pan-Amer1can exh1bitﬂon "]18 . :
) : ¥ - b
‘A painting of 1901 by Hammond .is a clear exampla of a work wh1ch

would not have been produced if it were rot for the C.P.R. C.P.R.

Station in the Rockies (P]ate 28), in the Winnipeg Art Ggﬁlery_

co11ection, reveals "e1ements borrowed fro%\ihe\photograph (which] age
informational and eas11y identified. “]Ha Pr1ng]e wr1tes of this work
whose "stra1ghtforward 11]ustratiﬂl qua]fty, varying d1st1nct1y from
his che?%cterisiic 'atmospher1c work$ . . . suggests the pa1nting was
completed fo]]owing strict instructions as to comoboition and
sty]e 120 The nmunta1ns in the background seem incongruous, lowered
and brought foward, a]]sof wh1ch points to the use of‘a photograph.

The lowered effect brings to m1nd the 1886—dfrect1ve from the C P.R. to

-
L

Jg;: Fraser advising ‘h1m in the usé of photographs for which a
-angled lens had been employed. This painting .may “have be

L .
intended as a companion - piecg to Brypner's Kicking Hohse Pass,

according to Pringle, who points out %he almost identical size of the
tﬁo 1901 "promotion Poster-1ike" paiﬁ%ihés.lz} .

Another artist who created large paintings for the C.P.R. in the
1890s was George Horne Russell (1861-}933) who likely .visited. the

Rockies in 1892 and *1896. The dates of other visits and the nature of

W

-
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his commissions remain unknown although it is likely that>he visited

the West again in 1992.]22 ,

Russell studfed 4t the Aberdeen School of Art in Scotland and,
like several ot_her. C.P.R. painters of the Rockies, at. the 'South
Kensington SchooMof Art. In 1889, apparently at the suggestion of Van

‘-Horne, he arrived in Montreal. 123 Like other . painters before him who,

v1mnngrated ‘to the city, he began to work for Notman Studios. He

‘remained there until 1906. As a painter, besides ltandscape, Me also

produced many portraits. Between 1922 and 1926 he served as president
"‘

"e R.C.A. | o o
\ Some ofa Russel]'s Qai_ntingé, now unlocated, were used to

'illust'rate Gl.impsevs ‘honkthg Lineﬁ, already mentioned in connection

with Brymner.  and ~Kampomd.., Jh {832 -and 1893, Russell was first

commissioned by the C.P.R. to paint in the ,‘§e1kirks.y]24 The result

+

of a later commission for the railway is Kicking Horse Pass (Plate

29). This painting, a]onc_f with Hammond's Thregcs’st\ers, hung for yea;rs
in the.Palliser Hotel, Calgary, and is now in the Glenbow Museum. Its
\

. : .
attempt at a dramatic portrayal® of “a train passing through the

mountains at night sufferse®from a GJack o.f attention to detail and

_ loose, 1neffectwe bfushwork Ps\otograptnc elements in this work which

Thomas regards as ea;ly jdentified “include ‘'filled-in' areas" and a

s!ggestion of cropping. 125 onde- again, &Xhe railway is incorporated

;artisti

into  the painting, in this case awkwardly overemphasized. Pringle

suggests that "the dictatorial policies of Thomas éhaughnessy

[presid? of the C.P.R. from 1899] doubtlessly had much to do with the.
al

ly  poor resu]ts."‘]ze.‘ , Russell was aldo apparently
. X .



commissioned to paint sketches for the Grand Qunk Pacific Railway and /
large paintings for the ' Canadian‘ National Railway after its

establishment in the 1920s. Illustrations by him in the 1914 travel

127

book, Among the Canadian Alps, '’ are credited to the former company.

and some of his large pa1nt1ngs for the CNR are. still in the
possession of the company., _ 4

.

One of the few painters from Great Britain to be sponsored-by the
C.P.R. (besides J.A. Aitker?) was Edward Roper (1832-c.1904). He
obtained pass prwﬂeges from the company in 1887 and pr?oduced a number R,
of waterco]ours and oil pa1nt1ng§ of the "Rockies arld Selkirks, some of

- . . N
which were used to illustrate a travé® book e published in"1891.

_.':‘

Little - information is avaﬂable concermng Roper 3 hfg

~first came to Canada in 1847 dnd resided here for "periods” at’ least

s

untﬂ 1870. The Public Archives of Canad,a collection of Roper's work
contiins a migrofilm of a sketch book which indicates that he also
visited central Canada and the United States in 1883.128 This trip

resd1ted in the pub]icdﬁor;‘"b‘f Muskoka: The Picturesque Playground of

‘Canada, a series of lithogwaphs of the Muskoka a‘rea of Ontario. '3
"Roper also pubhshed travel books illustrated by‘%lf based on trips

to Australia and New Zea1and -He last vwsned North dmemca apnarently

Roper S, 'p_' LS e
. ‘ - J.k“"' L
Canada, which descﬁibes his 18

well as dsscmptwns of -scenery. He %ﬁan amateur: n;turaHst and a
Fellow of the Royal Geograpmcal‘Somety and thg book includes

R 4

descriptions of ‘the flora and fauna., Many of his works reveal
PO g ‘ ’
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views to Scott s Gallery in Montreaﬂ for Van Horne to appraise.

,
8. -
«

. » Loy - “r
picturesque CO and_ subject *¥ matger ~which suggests a;

nineteehth-cehtv uresque sensjbﬂity. favouring rustic or merely

quaint elementi‘. ‘contain detailed foregrounds in which bear cubs

3 g , ‘
roll and, in the case of the Kicking Horse Valley,

play or figur'
for instance.‘ thout any hint of the desolation of the ﬁorest caused
by fires:s in 1887, Such 2 subject as the blackened P(Iﬁﬁ/ﬁftht .

mountains sides, which Roper vividly describes in his book, would not‘
have fit into tKe repertoire of a nineteenth-century English
watercolourist with a predilection for picturesque suhject'matter;- nor,
one might add, would such a subject have proved acceptable to the
promot ional 1nterest’s. of the C.P.R.* Roper isﬂ(nown'to have been under -
some obligation to the company for he wrote to Van Horne's assistant,
A.. P1ers, the Qlowi(\g March that he had sent four Rocky ™ountain
130

The Valley of the Kicking Horse, and tb the Van Horne Range in

the Canadian Rockiges (Plate 30),"an o1l painting in the PubTic Archives
!

_of Canada, appears to have been used for one of the ji]ustrations in By

Track ands Trail. The 'blasted tree', *a picturesque coovention, is

placed .in the foreground with bear cubs at‘pla.{f. This and the
rhountains -in the background silthouetted against a pale eyemng or
morning sky gwe Httle runt of Roper's descriptio‘r of th’e‘qt(.icking .
Horse VaHey as "the most sublime mountain scenery on the
continentv'.‘"‘” Roper's descriptions of the mountain §cenery resemble
that of other artist“s"and writers mentioned in tMs study in his use of
nineteenth-century nature adjectives. The area of Mount Sir Donald in
the Se1k1rks was, for instance, "a wilderness of nahwe1ess ‘peaks.

-
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‘Grand, sublime . . . past all my gowers of description, a portrayal,
but hardly beautiful; it wes more ‘o scene of dread And mystery,"132

The only known continental European artist to ‘be sponsored by tl"\e'.-‘
C.P.R. was the French painger, Gaston ‘Rounet 11847 1925). who
travelled to the West in 1887133 Pring1e Cites correspondence in
1887 betwee‘n 0'Brien and VanHorne who asked the or:er to }oo'k.after |
Roullet while he was painting in t:\e' mowta%ns. X' Roullet, who had
sfudied with Jules No&1 and had exhibited in the Paris Salon by 1874,
was sent by the French government to paint scenes across Cs.nada. He
exhibited paintings, drawings and photographs at the Art Association of
Montre'al in;the fall of 1887. Pr'ingle states that the titles of the
paintings reveal no Rocky Mountain SCjnes put that the dranings and
photographs were not titled. An oil painting by Roullet, Lug__g_g,‘
Calgary, was recently sol® from its collegtion by QHétel Drou/at; in
Paris and is no longer available for stady.'3® e o |

The patronage of artists by the C.P. R, shou'ld not be" mentiohed
vnthout apding that the most powerfu1 patron,/\\lan Horne'hmsdlf aIso,‘;“
pamted in ,.the Rockies. The raﬂway magnate appanentlyv took p‘v:,-
painting in.the ]8905, when the demanc}{ of his pos1tlon w1th “the C.P R.
decreased. Although he was an honorary member of the R.C.A., he did .
not ‘exhibit in the annual exmbitwns. 'It is 11ke1y that the
memoership wasﬂbestowedlon him as a patron rather than as an artist.

Van Horne was born tn Illfnois and, . having begun to work as a‘
telegraph operator, he eventually became 'a ‘succes@ul -rawwa)‘x

administrator. H1s empl‘oyment with the C.P. R., culminétmg with his
&

appgintment to the pres1dencyo__1n 1888, has been ,outlined. An early

*
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advocate of‘French paih;iﬁg; Vaanorne was one of those who’ encouraged
-J W. Morr1ce to go to Par1s to study aﬂt in 1890. _
A1though he was large]y self-taught, Van Horne ‘ieceived some
instruction from Percy Noodcock (1855- 1938), & Eanad1an painter who had
 studied at -the,Ecole Qes Beaux-Arts in Par1s, He 1is known to ﬁ:ve
accombaniedfsﬁch estabTished»arsistsvas Homer wetson ahd Horatio Na}ker;
on sketch1nq\fr1ps dur1nq the 1890s. 136 According to his bwographer
Van Horne had an. "1nsat1ab?e desire for new effects [derived by].
experimenting in c0]ours."]37~
Van Horne seeﬁs to have.painted primarily {andscapes and rarely
ovattempted animajs or_figures.' He worked in oi),'presumab1yidisposed
towards the .textural effects and ease of handling that oil paint
possessed. According (tb his biographer, Van ﬂHorhe worked on. his
paintings late at night. 138  jle 1ikely used sketches. or even
photographs and worked thesefﬂﬁfg/i11 paintings under gas 11ght in Ris
.stud1o In paintings of -the mounta1ns, he reveals an interest in
atmospher1c effects ;hwch ‘recalls h1s suggestions to O'Brien in 1886

regard1ng the depiction of mountains and mists. An undated pa1nt1ng

from the late 1890s or 1910s is Mount Cheops in the Canadian Rockies

(Plate 31), in the Imperial 011 of Canada collection. 139 bike many

of the pa1nt1ngs Van Horne was then comm1ss10n1ng for the C.P,

(2N -

a fairly large work, measuring four feet in height. Unlike many.of the
paintings, it is not a vista, with tree-lined valley and background
filled with mountain peaks. The artist seems to have sought out 2

subject which could be treated with 1imited detail. Mount Cheops,‘so
named for its &imple, pyramidal shapes rises above a dark frieze .of

2

g



treds and low-lying mists. This composition is_ similar to‘i‘yeral
works by A.P. Coleman, another amateur.

 An artist who was comm1ss1oned by the C. P R after the Van Horne
era was Adelaide (Mrs. H As) Langford (1854 1939) About‘ 1916, she
produced a series of 16 murals whwch are still in place in the C.P.R.
station in Vancouver, 140 » - o >

Langford (née Nynyard) was born in Toronto and tréined at the Art

Institute of Chicago in 1898_and 1903 and at the Stade School, ‘London.
By 1902, she was in Vancouver where she adverfised .her classes in
drawing and painting.]41 'For unspecifféd periods, she lived in
Winnipeg where she appaient]y designed ,bodks for providcial nofmal
schools. A painting by her was commissioned by the CIP.R. for the
Reyal A1exandrd Hotel in. Winnipeg at about the same period as the -

Vancouver station murals commission. Narrative and landscape paintings

" exhibited by her in 1916 were describedvas wyirile works" which “would

not be out of place in any British or Continental gal]ery."]42 In

Vancouver, where she spent the lptter part of her life, Langford taught
0.143

art at the Vancouver Art Institute after 192

h i

The 16 murals were apparently intended to depict "typica]
Canadian scenes 9bserved from & passing train."M4 They are arranged

in a strip between the ceiling and entablature of the station's

o -
pseudo-Classical pilasters. Included are several scenes in the Rocky

“Mountains which suggest the use of. photographs through the1r limited

range of dark colour and apparently arbitrary compositions. Thgt the
murals were to suggest the view1ng of scenery from a passing train

‘relates them not only to the panorama paintings oOf -the n1neteenth
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~century which were unwound mechanically before the eyey of view,
but also to the museum diokamas which featured panoraqic sweeps of the

1andspape.145

Summar

The‘influence of the C.P.R. and William C. Van Hor;ue on the
paintings of the Rocky Mountains producgﬂ under their sponsorshjp ay
" be reqarded as substantial. The poor situatidn for léndscape péintirs‘
in Canada during{the period under consideration--éspecially after thg‘
deéade of the 1870s haq further diminished the meagre sales of art in
Canada--made resistance to\ the commissions offered by the company
difficu]t‘for mosf artists.

This chapter has further supported the assertions of Dennis Reid
and Allan Pringle that not only did the C.P.R. affect the &umber of
Rocky Mountain‘paintings produced and the locations in thch they were
producéd, but they also influenced the styie of some of these works.
‘Th1s 1nf1uence is particularly notable in respect to the large ofl
pamtmgs of t*econd wave," that is, works by painters who visited
the Rock1es\1n the 1890s and later. An examination of some of those
paintings agd the cbntext in which they were 4§roduced has clearly
supported Reid's assertion that‘"had they not been commissioned by the
C.P.R. they would not have been painted at all." The large paintings
demanded of artists by the C.P.R. in the 1890s resulted in works
untypical of the work of mééi‘of the painters who were involved. The

art?gts included T. Mower Martin, William Brymner, John Hammond and

others. The predominance of oil, r2ther than yatercolour, paintings

v
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was also partly due to thi; C.P.R, directive.
. - . ) : 7
The effect of the company's patronage of artists on Canadian
landscape painting was significant, As Pringle states,
The C.P.R.'s free pass programs and its art cbmm1ssfons and
purchases were so successful in attracting painters to the
_ Northwest that 91,1887 Rocky Mountain landscapes dominated
Canadian art. .~. . Not only did the C.P.R. offer
financ gl incentives for Canadian artists to paint uniquely
Canadian subjects but- it promoted the Northwest landscape

as ‘national’ in character through the sponsorship of
exhibitions abroad>and in the United States.146

N\
'This statement is supported by, for instance, a rengw of 1891 in which
the writer described the significant. number df .artists and their
paintings of “our Rockies" ‘as almost making "a school of Canédian
paiﬁting."]47 The reference to "our Rockies" points to the elément
of nationalism which ac;ompanied this phenom;non. "Glacfers, peaks,
valleys," the review,cqntinues, "streams, mists . . .°and the warm,
inv;ting smiles of the vales come to us on thé canva;es' of thesé
masters bearing’ a momentous message to which we lgré not yei fully
awakened, 'Yours, You-s, Yours, Ye Canadians'."
The chapter has also revealed the C.P.R.'s‘role 1d encouraging*
the close relation between Iandscaﬁﬁ’painters and photography. In a
period .when critics and public alike "persisténtTy called hfor
verisimilitude;“_ the company promoted photography"through Adiféct

purchase,-as aide-memoire or as subsiitute for the direct observation

of nature. The photographs were taken by early .photbéréphs like
Alexander Henderson and William M, Noéhan or by +thg artists
: ‘ , x

themselves. From J.A. Fraser's commission to paint from photographs
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for the 1886 Colonial Exh{bition to William B;ymner'sw untypical
acceptance of the use of ﬁhotographs as a source for pafntings, the
painters work1ng for th%.company were encouraged to avail themsetves of
the assistance providbd by photography. i e e
The -lingering habit of seeing a{;%ne landscape in terms of;
'i ‘pjcturesque composition is also qvideﬂt in many paihtings in this
ﬂighapter This -Qay of dépic;ing Tandscape }s~ particularly true' of
painters who- had trained in Eng]and Of these English-trained artists,
' a targe percentage studied. at the South Kens1ngton School of Art or the
National Art Training Schoo], as it offic1a11y was known. The training
at this school, which becamé the hbyal College of Art in 1897,
~concentrated on drawing and 1t"seems that its teaching of “painting did
not challenge ‘the previously aécepted'modes of painting lamrdscape that
had hecome traditional 1n;En91and.' Thus it appears'that many of these
. South Kensingtoh-trainea- péin;ers vturqed initially to the British
water;olour ,traditiob in which ‘theiidepiciion of landscape in
ﬂﬁTEtufesqué'terms Was,stjll deéh;‘(:ppropriate. Other influences such
.as 'tfaining in'AFrahce 1at§r attered the approéch of many of these
artists. |

~ Also seen in this chapter has been:the fact that some Qf the
artists who created picthresque interpretaéiong of the mountains at the
same time employed in their writings descriptive terms for nature'which
were.current in early nineteenth-century England. The attitude behind
these descriptions insisted on the uplifting, if not awe-inspiring,
effect of rugged scene;}. Thus, an artist such as Edward Roper could;h

both paint a scene in ,fhe Kicking Horse Valley in Which bear cubs
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. frolic in 3 foreground of carefully erranged broken stumps, and also .
describe the ared around Mount Sir Donald as a "scene of dreag and
mystery.,” | ' |
S . Some of these earﬂy,pa1nters for the c. P R _had been trained in
.Europe. Van Horne. besides being ‘the main promoter of art as a means
qﬂvadvertising the C.?.ﬁ.,VWas an enlightened art collector with an
interest in contemporary European ‘painting. Thus, particularly io the

" 1890s, he encouraged pawnters who[ had been trained in France or
revealed a sympathy for French methods. This fs revealed for
instance, in hig_patronage of John Hammond and William Brymner, both of
whom produced,(besides their large C.P.R. pieces, dccomplished western -
alpine paintings. Van Horne's preference for the work of these aptists

~is known and, fn\;he case of Hammond, resulted in %he C.P'\R. being one
of the Marifime‘painter'; most toyal patroos.

The period_ of Van Horne's assoc1at\on with the C.P.Rs, 1881):0
1899, witnessed the most 1ntensfve employment of arfwsts as producers
of promotiona1 mater1al for the company. However, as w111 be revealed

‘1n the following chapterf artists cont1nued to be supported by . the

company well into the twentieth century.
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and the Geological Survey of Canada in 1871, Photographs of the
Rockies were atso widely reproduced in magazines by 1888. See also
William Notman, the Stamp of a Studio, exhibition catdlogue, text by
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of the shattered stump as social comment as opposed to the earlier,
aesthetic sense.

30 sSee Elizabeth Brown, "A Wilderness for Al1," in A Wilderness
for A11: Landscapes of Canada's Mountain Parks 1885-1960. exhipition
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Glacier of the Selkirks, 1886, National Gallery of Calada; Cloud-Capped

Towers, Or. and Mrs. Donald Grace, Calgary; and Illecillewaet Glacier,
Mount Sir Donald, private collection, Vancouver.

31 The Globe, 15 July 1887; as quoted in Reid, Our Own Country
Canada, p.
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32 we did go West in 1888 but went straight to the coast,
ratheg than ao;pwg 1n the.mountains. However, his name was stiﬂ
nsoo’ted wi ocky Mountain paintings in 1891, Reviewing the R.C.A.
-exhibition ‘of that year (in which Q'Brien appears to have .exhibited
only one Rocky Mountain subject), S.R. Curzon wrote f “our Rockies® in
the hands of F.M. Bel)-Smith and 0'Brien who were “almost making a
schozl of Camadish painting” themselves. (Dominion Illustrated, 4
April 1891, p. 336). o - T |

33 pringle, “Artists of the C.P.R.," MS, p. 4. Howdver,
Willtam Withrow, author of the original Our bwn Countrz Canada »
(Toronto: William . Briggs, 1889), who spen me with Forbes an

O:BM 4t Glacier that summer, relates that Forbes was working on a.

sketch 'of Mount Sir Donald, the result of which, he states, was later
exhibited at the Toronto Art Gallery. (pp. 523-6). :

- 34 Tnis presumably refers to South Kensington School(s) (of
Art) which is the institution, officially known as the Natiomal Art
Training.School, at which a significant number of artists in this study
trained. Thesé included, besides Forbes, John A. Fraser, Frederic
Bell-Smith, T. Mower Martin, G, Horne Russell, Forshaw Day, Henry J. de -
Forest and Emily Warren. It refers to the government school of design,

' associated with the South Kensington Museum, which appears to have
been, by 1860, mainly a “drawing school.”” (Nikolas Pevsner, Academies
f Art, Past and Present [1940; rpt. Mew York: Da Capo, 1973‘i. p.
Z55). See also n. 47, this chapter; .and. Frank P. Brown, South
Kensinﬁton and 1ts Art Traifing (London: Longmans, Green, 1912)T" In
e schoo] Decame the Royal College of Art. _

35 Ppringle, "Artists of the C.P.R.,“MS, p. 38.

L

36 R.A.M. Stevéason, "Art in Canada,” The Magazine ‘of Art, 9
(1886), p. 519, refers to “A Rocky Mountain Whon" |s‘;c,l. and "Mount
Stephen" as interesting “ogly as examples of patience 2 ideldty." _

*37 ‘Pringle, "Artists of the C.P.R.," MS, p. &0,

38 A label on the back of this work asserts that Forbes was in-
the mountains with A.P, Coleman in 1883-84. No record of this trip,
nor of Coleman himself being in the West before 1884, has been found-.

39 Retd, Our Own Country Canada, p. 370. Margery Tanner
Hadley, author of"%t?g‘rm'iﬁva'w—ﬁndscabe of Travel: Western
Canada, 1884-1914," M.A. thesis, Univ. of Calgary, 1984, has stated -
that she is not aware of any other photographers visiting the Rocky or
Selkirk mountains before 1884 other thah Baltzly and Hammond. (Letter’
received from Margery Tanner Hadley, 6 Sept. 1985). ‘ ,

T . Bthryn L. Kollar, “John A. Fraser, (1838-1898)," M.F.A.
thesgis, dia Univ., Montreal, 1981, pp. 2-3. Kollar also states
that the nonsense approach to art tra-inin-g_ at Kensington forbade

L
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Jife drawing and that 9its curricuium content mmcd* that "Fing Art"
was to be disregarded as having no practical applicstiom, Sh .
that the urgest classes were in qlementary drawing and ao“mng. '

. 4 Kollar, "John A. Frasor, p. 6. See also Fact and Fiction:
Pajinting Pho! 1860-1900, exhibY ca ,
- ReToRr Riseon, 1979), p. 3.

R X B 1833-1898f
catalogue, téxt by Kathr
1984), pp.‘s 12, n. 16.

u ercolours, exhibition
oncorgTa Art Gﬂ!ery.

44 Henderson and Buell had photograghed the Rockies in 1885.
‘See Reid, Our Own Country Canada. pp and Onver Buen ~
1844-1910, p. 4, R

. 45 y.C. van Home to John A. Fraser. 6. Jan. }88'6; as quoted in
Pring]e, "Artists of the C P.R.," MS, p: 57 : e .

| 86 John ‘A, Fraser go W.C. Van Horne,~20 Feb. 1885, as‘quoied;in
Pring?e. "Artists of the 0 P.R,," MS, p..60. V

47 J.A. Fraser to W.C. Van "Horne, 16 Feb 1886, as quoted m_
\_Prfngle. “Artists of the C.P. R . Po 66 , ;

4B g ., Hatts. who was in charge of hanging the Canadian ’
pu:tures, was overruled by the C.P.R. and friends. (Kollar, “John A,
-Fraser,™ p. 87). Van Horne was, as to be expected, behind these -
arrangements.. -He wrote ‘Alexander Begg, an employee of the C.P.R. in
~ London, "to keep a sharp lookout when the day arrivgs for arranging the
Gallery, to ensure .that justice 1s done to our pictures.™ (W.C. yan :
Horne to Alexander Begg, 27 April 1886; as quoted in Kollar, "John A.
Fraser, P 87) . , _ 4

. 49 Ko]lar, "John A. Fraser,” p. B81. The author stateé,\f
acknowledging earlier research of Dennis Reid, that Senchoile should
probably read, "Lenchoil", (Chap. 4, n. 38).

50 Kollar, “John A. Fraser," p. 88.

51 Retd, Our Own Country Canada, p. 362.

52 J.€. Hodgson, “"Report obn the Canadian Seqtion of the
Colonfjal and Indfan ‘Exhibition,® in @Report of the Minister of
Agriculture for 1886 (Ottawa: Dominion Government, YBBYY, pp. 61-8; as °
quoted in Pringle, "Artists of the C.P.R.,* MS, p. 65.

53 Stavenson, "Art¢in Canada," p. 520.
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_‘colouring-in' is necessitated.”

63 Nine Regional Artists, ‘exhibition catalogue (London: London
~ Regional Art Gallery, 1978), p. B. : : .

54 John Ay Fraser, “An Artist's Experience (n- the Canadian
‘Rockies,” sddress to the Canadian Club, New York, pub. in Canadian
Leaves ZNcutvork:-‘Napoleon Thompson, 1887). pp. 233-4, ;

55 Kollar, “Johd A. Fraser,” p. €5.

86 1bid., p. 99. |

&7 xoVlar cites these photographs as: M 119/78 and Ws
']20/780 (Chwc‘. n. 63)0 ’ w‘ ) ) .

: 58 fFact and ‘Fiction, p. 98. The author points out that “the
experience 6T“!F%ﬁ?§bs?ﬁ§"?ram one two-dimensional surface to another

)

“is such that, in the interests of either realism or naturalism or

wiltever style convention the artist was motivated by, an arbitrary
i ' '

-~ 59 Ann Thomas, "The Role of Photodraphy in Canadian Painting
1860-1900: "Relatfonships Between the Photographic Image and a Style of
Realism in Painting,” M.F.A, thesis, Concordia Univ., Montreal, 1976,

p. 78. ‘
. 60 pringle, "Artists of the C.P.R.," MS,’p. 209.

61 Reid, Our Own Country Qﬁnida, p. 436.

,
AN

- 63 Frederic -Bell-Smith, “An Artist's Reminiscences,” Canadian

‘Alpine Jdurnal, 1918, regroduced. in Frederic Marlett BeTI-SmTth
: é]g;!:IEZ;Ig-EYhibition catalogue, text by Roger Boulet (Victoria: Art
allery of .

reater Victoria, 1977).
64 John. E. Staﬁley, "The Premier - Painter of the Rockies,”

‘ ﬂaciéans Magazine XXV, No. 2 (Dec. 1912); as quoted in Frederic Marlett
. e - 34X pp. 8-1510 | ' ’ .

- 65 fbid.

66 winnipeg Free Press, 18 Oct. 1887.

67 Frederic Marlett Bell-Smith, p. 21.

- 68 1bid., pp. 33, 42.. Some were taken by F.M. Bell-Smith, Jr.,
who was a photographer in{Berlin, Ontario, before entering the min‘stry;-

: 69 wWinnipeg Free Pfess, 18 Oct. 1887, . - _

70 see Albert Boime, Thé Academy and French Painting in the
Nineteenth Century (London: Pﬁ%!ﬂBn;'197¥TTTUE§EZ I!:"'Tﬁe'lggfﬁeiﬁcs
of the SKetch.™ \ . ' -
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7' Pringle; “Aldert Bierstadt,” p. 14.  Besides these
influences, Bell-Smith, was, by . 1893, associated with the French- <
.trained artists, Willigh Brymner and Franklim Brownel] through the

::v)-onto Palette Clud) (See Toronto $agurday, Night, 21 Jam. 1893, . .

72 Frederic Martlett Be)d-Smith, p. 7L

T M, Bel)-Smith to W.C. Yan Mirne, 23 -April 1888; os: quoted
in Pringle, "Arttsts of the C.P.R.," NS, p. IAS. | :
» 74 pringle regnards this _exhibition as 1)lustrating “the
influence of' the C.P.R. on the Canadian art market at this time. .
Bell-Smith, 1ike 0*Brien, Matthews, Martin amd Fraser, was a Toronto
(London) based artist, yet he chose ti hold fis most {important
‘exhibition. of the year ., . . in Montreal.® (Pringle, ™Artists of the
C.P.R.," MS, p. 106). | 3 :
75 «=The Exhibition of the Royal Canadian Academy of Arts,* The
Week, 2& May 1888. -However, the Toronto Saturd?__g‘i_ﬂt_, 19 May 1688,
p. 7, treated the Rocky Mountain artists more equitably. .

76 Bell-Smith, "An Artist's Reminiskences.®
77 Retd, Our Own Country Canada, p. 292.

y
78 Gordon Hendricks, Albert Bierstadt, Painter of the American

West (New York: Harry N, Abrams/Kmon Car"‘t'i‘r" Wuseum of Western Art,
'gj‘). po ]49‘. . '

79 Elizabeth L indquist-Cock he Influence of Photogra
American Landscape Paintina: 1839-1% [New 1Ym-ﬁ: Garland, 1657). \T% B\
author states that cont rary critics who complained that the work
seemed to be two paintings in ope, -were seeing the effect of
Bierstadt's use of steréoscopic photography whereby the foreground
appears to leap out toward the eye, th® middle space seems compressed
and the background appears as a serigs of flat planes. (p. -80).
Bierstadt's finterest in stereoscopic views as aids in painting 1is
revealed in a letter to TEQg Craygn 10 July 859: “We have taken may
stereoscopic views, but not sO many of the mountain scenery as I could
wish, owing to varfous obstacles attached to the process.”- (Hendricks,

p. 73). It 1is known that Bierstadt and his professional-photographer
brothers were producing stereoseobic views by 1860 when they issued a
catalog of such views for sale. (Catherine H. Campbell, “Albert
Bierstadt and the White Mountains," Arc&j*gsﬁof American Art 21, No. 3
[1981], p. 15). )

80 pringle, "Artists of the C.P.R.," MS, p. 126. t Q

81 The painting is still in Stephen‘s Montreal residencé. now
the Mount Stephen Club. Stephen also commissioned works fro? Bierstadt
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for his London home. One of these was Mount Baker, a\painting which
‘was cited earlier to point out Van Horne's control over C.P.R.-related

commissions. .

;ng' Pringle, "Albert Bierstadt,” p. 23. This work is in the
Haagin- Museum, Stockton, California. :

83 Pringle, "Artists of the C.P.R.," MS, p. 172, n. 428.
. s :

¢

84 Hendricks, p. 292; Frederic Beliednith, p. 23. .
85 SteVenson, "Art in Canaaa,“ p. 520. -

86 Joan Murray, "GPand 0ld Man of Canadian Art, T. Mower

Martin,” Canadian - Antique Collector, Nov./Dec. 197%, p. 15. These
classifications do not appear to take into account such watercolours by

Martin as Interior of the Great I[l1lecillewaet Glacier in the Glenbow
Museum, ' o

87 The Week, 30 Aug. 1889, p. 617. Martin also mentioned the -
forest fires BF the summer and "the smoke which has shrouded the
flountains so long," The Week, 27 Sept. 1889, p. 682. ‘

R 88 Wilfred Campbell, Canada, illus. T. Mower Martin (London:
“A. and C. Black, 1907), pp. 248-9; 752-3.

89 Reid, Our Own Country Canada, p. 437:

!
\J/90 Coljn S. MacDonald, A Dictionary of Canadian Artists

(Ottawa: Canadian Paperbacks, 1967).
91 L.R. O'Brien togs.c. Vanﬁ;:)he, 3 May 1887;‘ps quoted in

Pringle, "Artists of the C.P.R.,"-MS, p. 92.. : :
o Besides providing a new- sketching ground, the trip to the

West must have been a holiday away from the heat of a Toronto summer.
Years later, Matthews' daughter recalled her father's often-told story
of riding on the cow-catcher of the train, probably with 0'Brien, who
recounted the same event. (Mrs. A.C. Mackie, Toronto, to Mrs. Eleanor

- fdiger, Glenbow-Alberta Institute, 28 Aug. 1960).

PR

92 pringle, "Artists of the C.P.R.," MS, pp. 116-7.

, 93 Thomas, "The Role of Photdgfaphy in Canadian Painting," p.
17. . -~ - ’ e kY
' ," “ ¢ ‘ . . .

94 Toronto Saturday.Night, 31 May 1890, p. 7.

» - 95 pringle, “Artists of the C.P.R.," MS, p. 197. In the 1893

* Chicago World Exposition, he exhibited five watercolours of subjects in
the- West. Canadian Department of Fine Art, World's Columbian
.Exposition, Chicago,- 1893 (Chicago: C. Blackett Robinson, 1893).
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96 see Canad1an Nat1oq§ﬁ Exh1b1txon, Dppartment of Fine Arts,
Toronto, 1909. L ‘

97 In 1875 Day a¢@ert1sed that he would teach students to

paint o0il and watercolour scenery, "including Cape Breton Island and

. Summer, Fall and Ainter Scenes." (Halifax Reporter ¥ March

1875; as quoted in John 1831-1891, exhibition catalogue, text

by Patrick Condon rt Gallery of Nova Scotia,

- 1984), p. 45). / »

98 . Piers / to Forshaw Day, 25 May 1887, as guoted in. Pr1nq1e,
“Artists of the C.P.R,," MS, p. 120. ,
!
99 Ppringle, "Art1sts of the C.P.R.," MS; p. 120.
100 1bid., o. 122.
—

101 william Brymmer, 1855-1925, A Retrospective, exhibition
catalogue, “text Dby Janel™ Braide (Kingston: Agnes Etherington Art,
Centre, 1979), p. 28. : s v N

102 Pringle, “Artists of the C.P.R.," MS, pp. 72-3. However,
the praise that Brymner- had received for his work in the Colonial
Exhwp1t10n may have influenced Van Horne. Brymner had been mentioned
for /his “exctellent open-air figure subjects" and his Wreath of Flowers
was singled out as the work of a "skilled draughtsman and an artist
wgll versed in the myster1es of suggestive handling." (Stevenson MArt
Yn Canada," p. 519). - '

103 w1111am Brymner, p. 34.
104

—

bid.
105 1bi

|
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)

106 wpp important commission," The Montreal Gazette, 30 May
1892; as quoted in William Brymner, p.-38. o

107 wiltiam Brymner to W.C. Van Horne, 13 Aug 1892; as quotedw
in Pringle, "Artists of .the C.P.R.," MS, p. 188. It is poss1b1e that

the Lake Louise painting is the same as Lake Louise, Roc&y Mountains,
in the 1893 wor]d Columbian Ex?oslt1on

108 W1111am Brymner, p. 35. In 1893, Brymner was accompanied by
Edmond Dyonnet when he visited the Rockies. (Pringle, "Artists of the
C.P.R.," MS, p. 190). Pa1nt1ngs of the Rockies by Dyonnet have not
been,Tocated. , .

109 Arcadia, 1 May 1893, p. 449. -
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110 Some of these photographs have been published in Bengamin
Baltzly, Photographs and Journal of an_ Expedition Through Britis
oTumbia: ntrod. Andrew Birre orontgee C(o0ach House Press,
T9787.  Birrell mentidns that the American and § ish sections of the
Boundary Commission ten years earlier had both attempted to take ;

photographs. (p. 19).

m BenJJMTn_BafEZYy, *Journal of an Expedition Through British
Columbia: 1871," Gazette [Montreal] 18 June-1 Aug. 1872; as quoted in
Benjamin Baltzly, Photographs and Journal, p. 131.

*+ N2 Harper, Painting -in Canada, A History, g. 227. The titles
. of ‘works which he exﬁiBife% at _the Paris salon ¥n 885 (the year that
ﬁepymnew.a1so exhibted there), Soir and Etude, suggest an interest in
mood and atmosphere by that time. (See Sylvain Allairg, "Les canadiens
.au salon official de Paris entre 1870 et 1910: sections peintre et
‘dessin: -Journal of Cdnadian Art History IV, No. 2 [1977/78]).

M3 George F.G. Stanley, “John Hammond," in' The CPR West, the
Iron Road and the Making of a Nation, ed. Hugh A. Dempsey (Vancouver:
DougTas & McIntrye, 1984), p. Z19. ‘

114 stanley states that he went west with Brymmer in 1891;
however, Brymner was in Europe that summer. Pringle makes no mention
of an 1891 trip. ' » v

15 Mari Braid Macaulay, John Hammond (1843-1939), Lives and
Works of # 'ngédian Artists Series, @&d. R.H., dtacey (Uundurn Press,
n.d.), no.¥pag. Hammond had only one painting of the Rockies in the
exhibition proper, that is, not in the C.P.R. pavilion. '

116 * Prin91§, "Artists of the C.P.R.," MS, p. 194.

17 Macaulay, n. pag. Whether, as in the case of Fraser at the
Colonial Exhibition, the C.P.R. was involved in procuring this
favourable review, is not known. "

118 The Argosy [Sackville], Feb. 1901; . as quoted in John
Hammond, R.C.A., -1939, exhibition catalogue, text by Luke Rombout

1Sackville, 1967), no. pagq.

119 Fact and Fiction: Canadian Painting and Photography, p. 94,

120 prinfle, “Artists of the C.P.R.," MS, p. 196.
121 Ibid. . .

122 yilljam Notman, the Stamp of a Studio, p. 147.
: Uther painters mentioned by Pringle as receiving C.P.R.
-—passes—tm  the 18905 4nclude C.J. Way (1835-1919) and Alexander
Fhimister Proctor (1862-1950). Way went west in 1898 but may not have
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actually painted the mountains. (Pringle, "Artists of the C.P.R.," MS,

p. 207).. Proctor, the well- kﬁ;:;ﬁ‘ﬁTm‘} sculptor, received passes on
several occasions, beg?nnxn i 90. (Ibid., p. 186). Although he
was primarily interested {n sketching game, he also did landscape
sketches on some of these trips.

123 Harper, Early Painters and Engravers in Canada, p. 276.
Pringle dd)s not\refer €o correspondence to suﬂporf Eﬁe contention that
Van Horne issued such an invitation. '

124 Pring]e, "Ar(ists offthe C.P.R.,," MS, p. 198,

125 Fact and Fiction: —Canadian Painting and Photography, p. 94.

126 pringle, “Artists of the C.P.R.," MS, p. 200.

127 | awrence Burpee, Among the Canad1an Alps (New York: John
Lane, 1914).

128 Imqgi of Canada, Documentary watercolours and drawings from
the permanent collection OT*fﬁé PubTic Archives ot (anada, exhibition
catalogue, text by Wichael Bell [Ottawa: Information Canada, 1972).
The original sketch ook, at that time (1972), was in the possession of
the David Mitchell Gallery, Ltd.

-

129 The painted Past, Selected Paintings from the Picture

Division of the Public Archives of Canada (Ottawa: 1984), pp. 3b-/.

130 fdward Roper to A. Piers, 4 March 1888; as quoted in
Pringle, "Artists of the C.P.R,," MS, p. 124.

131 tdward Roper, By Track and Trail, A Journey Through Canada -

(London: W.H. Auden, 1891}, p. 140.

.

132 1pid., p. 337.

133 Pparis Canada, 12 April 1888; as quoted in Colloque, les
relations entre la France et le Canada (Paris: Les Cahiers du lentre
CuTtural Canadien, No. 3, 19/4). This reference was sent a3
photocopied pages and may be cited incorrectly.

- 138 e, Van Horne to L.R. 0'Brien, 29 July 1887; as quoted in
Pringle, "Artists of the C.P.R.," MS, p. 96.

i~

-

135 Letter rece1ved from Anne Roguebert, Etablissement public du
Musée d' Orsay, Paris, 17 Oct. 1985. :

136 Toronto Saturday Night, 26 Sept. 1896.

137 vaughan, p. 179. As already suggested, Van Horne held ..

"~ strong views on art. Percy woodcock wrote that he "had a tremendous

™
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influence on anyone less positive . . . and I often had to deliherately
stay away from his studio until [ left qu Europe.* (Vaughan, p. 179).

o—

138 1bid.

| 139 The Imperial 011 collection was purchased from Robert
Manuge, a New Brunswick art dealer. The works, which are dated between
1898 and 1910, were acquired by Manuge from another dealer who had
bought them from the current owner of Van Horne's summer home on
‘Minister's Island, N.B. (Elizabeth Hiscott, "Art and Van Horne,"
Atlantic Advocate, Jan. 1977). ' , .
Fald o

)40 J.G. Shave, C.P.R. Public Relations and Advertising, to
ChrisQina Johnson-Dean, 28 Aug. 1978, collection ‘of Christina

_ dohnsontdean.

181 News Advertiser [Vancouver], 10 Oct. 1902; as quoted in
ylie Thom, "The Fine Arts in Vancouver, 1886-1930, An Historical
Survey,” M.A. thesis, Univ. of British Columbia, 1969, p. 21. v

142 Arthur Mowbray, "With the BYEY Artists," Daily Province
[Vancouver], 27 Sept. 1916, p. 6. The article—was a review of an

exhibition of the British Columbia Society of Fine Arts.

143 Christina Johnson-Dean, "B.C. Women Artists, 1885-1920," in
1885-1985, exhibitio_catalogue, text

British Columbia Women Artists
By Nicholas Tuele, Christina Johnson-Dean and "Roberta - Pazdro
(Victoria: Art Gallery of Greater Victoria, 1985), p. 13. -

144 1pid.

145 see Karen Elizabagh Wonders, "Natural History Dioramas: A
PopulareArt Idiom in the Museum Context,” M.A. thesisy Univ. of
Victoria, 1985, p. 258.

146 pringle, "Artists of the C.P.R.," MS, pp. 210-1.

147 5 A. Curzon, Dominion Illustrated, 4 April 1891, p. 336.
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HE?EQETINUING APPEARANCE OF THE VI5ITING PROFESSIONAL ARTIST

PRy

Intro;!uctfon “,,, - ‘ "

L

-

Most of the art1$ts discussed in thxs chapter painted in the

Rpcky quntains aftér[the turn of the cenmtury. They represent several

" attitudes tbward the painting of alpine landscape. Some, 1like many

3

bainters in the previous‘ chapters, wére? representative of _ the

copvent%ons of the earlje} nineteenth-century English landscape art and
others were “Influenced by landscape painting as ig)evolved-in Europe’
| during the second half of ‘the century. The chapter -also includes
painters of the '01&‘west' whose primary objective was the accurate
portrayal of the disappearing 1ife of Qhe west Thus, the painters in
this chapter pa\nted in the Rod’ieg for}mugg_dt:?rse reasons than those
in the last. e S SR

R
o KJ

Unlike the'prev{ous thapter, which uié doﬁinated.by members of
the R.C.A. from central Canada, tﬁis cﬁapter includes artists from the
West, pointing to the fact that by 1900 professional artists were
sett1ing there. By 1900, many of the generation of Canadian painters
which succeeded the C.P.R. painters were turning to central and eaffern
Caqada for landscépe subjects. When they did come west to paint the
mountains they often came only once. | |

| The influence of photography, although less apparent than in
Chapter IIi, is also an aspect to be considered iﬁ the work of some

painters. Another factor is the participation of the railways, after

the heyday of'batronage, in assisting artists. Beéides the C.P.R.,.the

{

103 '
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* Canadian Northern and Grand Trunk Pacific ra11ways;;bé§an to assist

{
|

art?sts»and to offer coomissions. ‘ : -
Az _ c . .

\

The K?tists o ' o
One of the earliest professional artists to visit thc Canad1an
~.: Rockies 'was Frederic Reming@on (1861-1909). )The landscape in
aiRémington‘s paintings served as A,contéxt for the main-subjects of‘his
w!works:m the Indians, cowboys, §o1diers and trappers of the**rﬂﬁ?ﬁ;:_‘
Later in his careéh\\ hoyeQér, he‘ turned increasingly. to pure
landscape. Remington is known to have visited the Canadian Rockies in
l1887’and 1890. | | o |
A native of ‘New York state, Remington first visiteduthe American
“West in 1881. Like Catlin and Kane before him, he vowed to record the
g fast-disappearing life of the West, "I knew the wild riders and the
~vacant land were about to vaﬁish forever," he wrote, "and tbe\more I

considered the subject the bigger the Forever loomed.*!

Remington's
brief art training included a period in 1878-9 at the School of Fine
.o° Arts at Yale University where he was taught dra&ing by John Henry

Niemyer,2

“and, in 1886, a few months at the Art Students' League in
New York where he siudied under the Amefican Impressionist, J. Alden
Wier. u | |
Remington.was primari1y‘an illustrator for much of his career and
his works were 'so widely published that a wr1ter in 1892 could’ c1a1mr
that "eastern people have formed their conceptions of what the
Far-Western life is like, more from what they have seen 1in Mr.

Remington's picture§ than from any other source."3 By the late

1880s, he strove to be recognized as a professional artist. Petér
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Hasérick_refers to him as a Romantic Realist although at the end of his'

4

careér he was employing increasingly an Impressionist vocabular}. ;In

~. N

and horses in bronze. . SN e T~

N

the.1890s he turned to sculpture and produced western images'Of\figures
, - e T J
Remington frequently relied on photograph$y a recent study
asserts that until the late 1890s he was herely "an intermediary
between the camera af®®the printed page." Sketches were made in
pencil and watercolour along with colour notations, and “seeres of
photographs"” were taken by the artist. Paintings of the Canadian
. tg )
Rackies by Remington 1lend support td 7;hg‘ case of reliance on
photographs. t

In May of 1887, Remington was in Calgary and the Calgary Herald

reported that he was soon to Teave for Banff "to put the scenery around

the rising town on canvas.“s He had been -commissioned by Harper's

!ggklx_ to produce illustrations of the Canadfan West. It 1is also
possible ,tha; he was assisted by the C.P.R.6 ._Included in ‘his
itiherary was time spent on the Blackfoot Reserve south of thé Bow
River where he took photographs of the Blackfoot tribe members. He

also went as far as the Selkirks and An Indian Trapper (Plate 32),‘in

the Amon Carter Museum, is a result of that visit.? A pen and ink

sketch for thﬁsﬁbainting, The French Trapper, is in the Remipgton Art

Museum, Ogdensburg, New York. Remington likely also used photographs
for this work. A coliection of photographs by such photographers as
Boorne and May of Calgary andjthe Notman Studids was included in his
own collection.s In the vertically oriented work, the mountain
setting, besides creating a context for the maih.subject, is jntegrated

with the figure and adds to. the sense of isolation. The apparent use-*

~
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of photographs of the Rockies did not result in mountains of Eubstqefe
or massiveness; they appear somewhat ethereal compared to the strgng
colours of the figure. An example of Rémington paintfng pure
landscapes of the Rockies is Banff (Plate 33), an oil sketch of 1891,
in the Frederic Remington Art Museum. It has been suggested that
elements in this work are based on photographs, specifically, the

Notman Studio photograph, Cascade Mountain from Upper Hot Springs,

Banff.9 Certainly, the shape and striation of Cascade Mountain in

the photograph do .apbéar similar in the painting. Remington has
depjcted the peak and upper'regions of the mountain behind a foreground
of delicately painted foliage and middle ground of trees, a familiar
composition to some alpine painters' who rejected the typical alpine
scene.’ o

Another American painter, dJohn Singer Sargent (1856-1925), made
one sketching trip to the Canadia; Rockies. )In 1916 he spent about two
months in the moaptains,gbésing himself at MOunt Stephen House, Field,
in British Columbia. His painting of Lake O'Hara became well-known
partly due to the large number of reproductions of it.]o '

Sargent was an expatriate American who grew up in France and
Italy and received his training in Paris in the studio of Emile-August

Carolus-Duran, an artist referred to by Albert Bcime as the "Third

Republic juste milieu." Boime is referring to a group of artists whom
“]]

he describes as "employ{ng both independent and Academic features.

During most of his career as a successful portraitist, Sargent
took frequent sketching trips and became a fine painter of plein-air
landscapes jn: both watercolour and oil. He often worked out the oi)l

paintings at the site, -and his waterf0lours were usually completed in
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continﬁouS"process. Landscapes dominate the work of his later
Aaper. A biographer states that he seldom “"concerned himself with

MWrama and dfstance"12 and the artist himself {s quoted as saying,

paint vedutas. I can paint objects, . . ."]3

»

! :U@JPJQ of the places '?requ‘.ted by Sargent during his summer

sketéﬁihg trips was the Swiss Alps where, un]jbe many previous

painters, he apparently did not seek out picturesque prospects or

create sublime renderings of the mountains. Richard Ormond writes that
. o

"relatively few of his oils and watercolours are of well-known or

consciously picturesque placés'or scenes, and they make no attempt to

exploit emotive associations.“M , ) .

In 1916, Sarggp;f;}ote that “he intended to go . I.._to the
"Rockfes for mountain %i$\ and sketching. . . 15 He had been
entouraged by a com:}ssion from Mrs, Isabella Séewart Gardner for a
painting of the Twin Fqlls for her Boston museum. '® Sargent
established himself andvhis party, which likely included his Qalet. at
Mount Stephen Housg. When he eventua11j camped near the Twin Falls, he
discovered that they had Seen reduced to one due to a landslide above.
After completing his painting of tﬂe -fa]]s,‘7 he moved on to Lake

0'Hara. A painting and watercolaur, both titded Lake Q'Hara, and now

in the Fogg Art Museum, Harvard Un?versity, resu]fed from that ¥isit.
.fLaié 0'Hara (Plate 34), the oil, portrays the lake bathed/tn brilliant
light. Although it is representative of nineteenth-centu naéurélism;
compositionally, it fs 60t a~€ypica1 alpine -view. It is an intihate
view from a raised vantage boint across the lake which shows no iry

above the mountains, illustrating Sargent's lack ‘of interest in

N
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'panorama or’ iinahce. Yhe rock formations in the mountains recall that
once a geo1og1st. 'shown. Sargent's alpine sketches, had been able to
ascertain "the composition of the rocks and the manner their’ shapes had
been modelled by water and ice and sun. and wind “‘3

The year m.J Sargent‘s tr“ln to the Rockies mther Auericm
‘painter visited the area.: ‘L eonard Davis (1864+1938) was in the Rockies
in 1917 and 15 known to‘have'felurned on ef'ﬁeASt two occasions: the
sumMers of 1923 and 1929. Davis was bohn 1n Mas:achussetts and trained
in New York at the Art Studepts' League ‘and in Paris at Académie Julien

under Jean-Paul Laurens, Jules Lefebvre and Benjamin Constant,. Befbre B
9 - -

a

"~ Of Davis' three known visits (o the Rockwes his 1917 trip is the,

1917 he spent 12 years in Alaska.

</iest documented. ' The 1923 visvt imcluded an exhibition in October at

. the Pa]liser Hotel20 and 1t is possible that ‘two small sketches and
an oiI in the coliection of the ‘Whyte Museum of the Canadian. Rocktgs.
were in this Exhibitioh 2‘ Also during this visit, Dav1s apparent]y
spent time sketching at the -Prince of Wales's ranch22 and the .
following spring, over 27 of the reSulting works were exh1bited in the
C.P.R.. section of the 1924 Brit4s: ‘Empwre Exhibit1on.23_ Davis'
~connection with whe C.P.R. 1is not documented but he likely received
free railway passage to the West fn 1923. The " 1929 vyisit ;aw him- °

exhibiting in the Calgary Stampede paintings of the Rockies as well as

such suhﬁect5~ as the Prince of\ Wales ranch, the' Turner ’Va11ey oil

Aﬁlelds and. Vancouver Island.?% . .

The Banff arrival of O0Davis in July, 1917, was noted with

.enthusiasm by‘Caigary newspapers, one of which reported that the artist
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was holding an exhibition at the Banff Springs Hotel.?5 Hemembered
s “quite a man for publ1c1ty"26‘ Da!1s expressed his intention to
obtatn sketches for painfings which, when exhibited, would “do for
Canaﬁa“ what his “Alaskan serie$ did for [the United Statcs].'27 No -
evidence pf such a group of paintings pf the Canadian Rockies n& o6
far appesred. . ‘ J/D LT

“ Some of Davis' sketches from the summer were exhibited atlfﬂ;

. Calgary Public Library in September through the ass;stance of the
Cﬁnadiin.ﬁlpine Club.28 1t is likely that Davis was a member of the
American'A1p1ne Club and thus was offered support from its Canadian
counterpart. The reviews of the exhibition assert that the #rtist had
captured the mountains' "every maod" from “the fragrance of ;he uaysiau~\
flowéf' to the "wonder of the roaring tprrent"29 « and that eaéh‘ of
the works expfessed *sublime grandeur.”3° The latter evaluation is

not borne out by an examination of Davis's known alpine works. A

_ painting.in the Glenblow Muse&m, based on one of the 1917 sketches, is

\'~Mountiin Landscape, Bow ‘Va11ey3}. (Plate 35).. fhe moderate size.
horiiﬁhtal format’and quality of ;Eillness seem.to relate the paintikg
to nineteenth-century Americaﬁ Luminism., - Other Luminist
characteristics include respricted pilette and hazy light. pavis; born
in Massachusetts and spending time at the New York Art Students League,

* would have been aw;re of the legacy of the Hudson River School and one
of its outgrowths, Luﬁinjsm.32 The stillness of the scene s
enhanced by (}he “artist's selection of softly rounded; rather than-
jagged, peadks.

Another American artist who visited the Canadtan Rockies more
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than once during the period was Cleveland Rackwell (1837-1907).
Sketchbooks fn the ongpn Historical Socfety Collection establish that
'nocmn was in the area in 1887, 1888 and 1892. Works dated 1904, one

"of which ts—in the Glenbow Museum, suggest that he was a)so there that

your. . |
Rockwell was born in Onid ahd tratned in New York at the Troy
Academy and at New York University. The finstructor in des;én at the
University in 1856, uﬁen Rockwe)l was there, was Thomas S‘eer Cummings,
who 2also taught James Alden, a to_po'griprger mentioned in Chapter
11,33 S1m1]‘;t‘1t'ies in thé work of the two topographers may be seen
in the at’téntio‘n to I'andséape detail. Rockwell was employ\ed by the
United “States Coast Survey fr;m 1856 _and during the Civil War was
involved in mapping.3% ) '

Rockwell's biographer states that he painted what he “saw and

measured.*35 However, -some of his later -&ﬁ in o0l and watercolour

have a poetic cwality of sgnness and reveal the hand of " a competen{

amateyr painter,

A concern with picRuresque conventions, as well as topographical

detail, is evident in Rockwell's 1904 watercolour, Banff Springs Hotel
(P1ate 36), in the Gleribow Museum.3®  This work" apparently depicts
the Banff Springs4'Hotel dur"ing the qonstruchon Q’f towers‘whic-h were
added to each end during this period.37 The painting includes a
winding path leading 1ntc; the compbsition and picturesque figure with
colourful shawl and walking stick, flanked by trees. The sedate,
gentle slope of the mountains in the background . is dg\ineated with the

. N
care of the topographer and any sense of the overwhelming or stark |

[

/
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neture of mountaing s absent. )

. A nusber of u{mn }atercélourists painted the Rockies during
the early part of the century. One of these was the Vancouve( artist,
Thomas W. Fripp (1864-1931). Alpine painting, which included the
co.atcl rango - un\] 8 the Rockies. and Selkirks, hoea-n Fripp' $ mosy

consisten; subject matter from approximately 1905 uﬂtﬂ near the end of
his 1ife. .

v

’ Fripp was trained at St. Jghn's Wood Art School and the Royal
Aqadémy ScM'Eis, where he was ht;gﬁt by his father.\George A. Fripp, a
well-knows landscape watercolourist.38 Thomas Fripp was pa¢icularly
fond of English :{tercolourists Peter de Wint, David Cox and John Sel}
Cotman. 39 In 1893, he em/igratgd to Canada®0 and, when he moved to
Vancouver shortly after 1960. became one of the earliest professional
artists to settle there. Fripp worked first in a photographic studiov
and his sketching trips usually included taking ’photographs Nicholas |
Tugle asserts that he did not rely on photogmphsmn his work.d! '

Bcsides teaching art in the city. Fripp was. a member of most of .
‘th.e arjt associations which formed in‘!ancouver after 1900 and was the
first president of the British Columbia Sdciety - of Fine Arts
(B.C.S.F.A.),'founded in 1909. By that tdu_v_e, according to W.P, Weston,

: . -7
area who made a living from their art.‘z Later in his career, Fripp.

who came to the city in 1909, ’hg‘(nd Fripp were the only artists in the
was to fight for more eiposure in central Canada for western
artists.43 Fr’ipp's position as a painter in British Columbia in 1918
-is suggested by a viriter for The Studio (London) who referred to his

“paintings of the Canadian Rockies as probably as good as anything that
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Canada has produced in water-co1our."44

However, it 1is not clear
whether the writer was aware of the wéﬁk of Charles John Collings.

Frlpp paxnted primartly watercolour 1an§scapes. Most of his
watercolours of the Rockies and Selkirks depict areas through which the
Canadian Pacific Railway 11ne6passes. It is not_known if he received
support from the company. An emphasis on atmospheric effects was

prevalent in Fripp's alpine works. Such titles .as Passing Clouds or

IS

~ Cloudy Day or Snow Flurry, Mt. Aberdeen are conspicuous in exhibition

. catalogues ‘of the B.C.S.F.A. H¥S technique remained one of adhgrgpcé
to his early training. Writing at the time of Fripp's death,vﬁalter
Phillips described him as "living within himself, aﬁdo his artistic
ideafs were those that thri;ed in St. John's Wood in his youth."45 A

Lo .
1905 watercolour of the Rockies is Emerald Lake (Plate 37), in the Art

Gallery df' Greater Victoria. The scene, a lake with backdrop of

mountains, is a standard format for such a v1ew .NtMWever the work
reveals careful mode1l1ng and skilled application of colour washes.

The effect of light on the mountains on a dull day recalls Phillips'
comments about such effects in Fripp's work: "I delight chiefly in his

grey effects--opa]esceht, delicate harmonies, envisaging the glory of

gray‘u46

Another painter of the Rockies who came from the British

A

tradition of watercolour Iandilipe painting was Charles John Collings

(1848-1931). However, he had developed a particulariy individual style
_ e -
" by the time he came to Canada. He first painted the Rockies in 1910 or

191] after he moved from England to Shuswap Lake in Br1t15h Co]umbxa

Born in Devon, Collings spent many years copy1ng documents in a’

T

. 7 o,
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solicitor's office before'”mbving to London in 1895. For a short
period, he studied with Nathaniel Baird (1854-1936), an artist known

. . . L R - . . '
for his -paintings of anima]s.47 It is 1likely that he was also-

'assisted'by Frank Brangwyn (1867-1956), who had a studio in the same
Kensington building.48 ‘Collings' work ‘at the time had similarities

it at of many other British watercolourists including the choice of

49

~%. esque or quaint subject ~matter. However, around 1903 his

style began to change.50 Ouring this peridd he worked in London but
lived in villages outside the city. Avoiding the cities, with their
industrialization and despoliation of the 1andscapg, was a common
practice yamong British landscape painters sinée at. least. the

1880s.7! Collings' move to a remote‘ spot in British Columbia can

s

" also be seen in this context.

Two years after settling in British Columbia, Collings held a

1]

successful London exhibition which featured the Rocky. Mountains and

£

areas around Shuswap Lake. This London exhibition was to become the
pattern of his career; his sales connections were Jargely in England.

Occasional exhibitions were held in Seymour Arm; where he lived, but

Collings was not well known in Canada.52 An illustration in The

Stuaio which accompanied a review of the exhibition reveals that his

53

fluid style was well developed by this time. Loose washes, fine

colouring and a sense of pictorial space which seems related to
. <

Oriental painting are elements of his work. Collings worked from
summéry drawings done on the spot, and painted his watercolours in the

studio. A recent study points out .that these preliminary pengil

drawings "were fuhdamental to his total work .24

&

His procedure was
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described by Phillips who pomted out that he "achieved ah‘ middle
and highet tones by lifting the pigment wh1ch was f1oateﬁ all over the
ipaper. .. There is practica]ly novevnden;e of dry painting in any
of hié work. . . ,153
" That Collings" prefefred subjects were the British Columbia and‘
- Alberta mounta1ns, particularly in winter, is illustrated by the titles
of his exh1b1t10ns in London between 1912 and 1924: “"The Canadian
Rockies," "Interpreting the Canadian Rockies" and "Britisp Columbia
under Snow."9®  The success of the 1912 exhibjtion seems to be
related to the subject matter--the romantic Rocky Mountains--and the
evqcative and moody quality of their depiction as well as to the
.1mportance of pattern in the works. It ;§ intérestigg to note that The
Studio critic (writing the year of _the second exhibition of
Post-Impressionist ‘art in London), stressed tﬁpt Collings' work was
"new." Moreover, it was suggested that the héthod "[lent] itself to
the)réhdering of the crystalline air, the unsmirched snows, the pure.

? W57

light and colour of these mountain soljitudes. By this, he appears
to mean that Collings' use of pure pigments mixed right on the aamp
paper suited the rugged and untamed (non-European) landscape he was
painting. To a viewer of today, however, Collings' watercolaurs appear
to be of their period. MWriting in 1978, a Ca]géry ¢ritic who lived
wiihia ight of the Rocky Mountains felt that, “Collings' complicated
watercolour technique .‘.'. g]ossés_over the raw power of the C@nadian
Rockies. ,n58 : g |

An example of Collings' alpine work 1is a 1918 wate;colour,

Nearing the Glacier (Plate 38), in the Maltwood Memorial Museum of
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Historic Art, Universit& of Victoria.”9 ’Thg)work is small, like many
of Collings' paintings, and reveals the technique already described.
Vaporous ;ffects of cloud and mist take up much of the compqsition and
mounﬁgih'peaks above the cloud are lightly touched with yellow giving
the effect of light falling on them. The mountajns appear as
unsubstantial as the clouds which surround them, all of which creates
an intricate pattern of blues and whites, greys and ochres.

Emiiy (E.M.B.) Warren (1869-1956) wa; anotber painter who,
although she sometimes worked in oi], came from the Engiish tradition
of waterco]our painting. éhe first visited the Rockies, it appears, in
1920 ahd, according to her biographer, painted the mountains for the
Canadian Pacjfic and Canadiaﬁ National railways up until the
19505.60  as a painter” of the Rockies during the periodgy she is
unique in that she was a protégé and devoteduf011ower‘bf Ruskin and
closely adhered to his complicated beliefs as to the symbolic
significance of mountains. )

Warren lived in London from the age of ten. Ruskin was the
do;}nant influence of her painting ever since, as a teenaged girl, she
wrote to the aging critic asking foR advice. She considered herself to
be Ruskin'sb1ast student and, through his letters, whicﬁ_her biographer
claims nymbered over 50, he "guided [her] education.in art."®l In a
biography of Ruskin, she is mentioned briefly as "another young artist
that he had befriended."62 An 1885 . letter from Ruskin to Warren
reveals that he told the young artist that she had "one of the most
perfect and pure gifts of colour [that he] ever knew."83  warren's

biographer recalls that she could "spit off pages of Ruskin" at any

st
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Warren attended the South Kensingé;nJﬁrt School from which she
graduated in 18?& or 1888, having concentrated on architectural drawing

fnd painting 65

Her attachment to Ruskin was mainta1ned after hfs
illness and de;th.66

About 1900, Warren began to give travel lectures using lantern
slides of her own paintings ';hich were broduced be hsving 1ight
posifive transparencies m;de andlthen hand-painting them herself. In
1919, she came tg Ottawa to sell to the federai government two 1argé

paintings, each over 11 feet in height, titled Canada's Tribute. They

\é!i 77 coﬁmanding officers of Canada's Expeditionary Force in the
act of p1ac1ng the reg1menta1 colours on General Wolfe's Tomb in
Westminster Abbey. Although she “had been assured of future purchase,
both the Canadjan‘ government and the National Gallery refused to
acquire the paintings. They were finél]y bohght by the.governmen; in
1947. |

Regardless of this difficdlty, Warren decided fp settle in Canada
for part of each year and began to include Canada and the United States
in her lecture tours. According to her biographer, she received free

. RS
passes on Canadian railways, until at least 1952.67 A copy of the

- téxt of one of Warren's lectures on the Rockies, along with a large

co]1ection.of her slides, is in the Thomas Fisher Rare Book Library.
The text gocludes typically niheteenth-century descriptions of the
beavty and sublimity of the mountains, and reveals traces of the
descriptive gifté (including paragraph-length sentences) of Ruskin, as

well as detailed information of tourist activities and accommodation.

-
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The inclusion of this latter information suggests that she was expected

‘not only to paint for her railway passes but also to promote tourism in

the area. "Imagine if you can," one of the lectures enthus j7 :

a region where the sublimity of the scenery is matched by
the beauty, where tremendous peaks 1ift their foreheads
beyond the clouds and black canyons hide their feet in
unimaginable depths, where those great leviathans,  the
glaciers, creep down from the frozen desolatéon of alpine
~ heights and the black walls of precipices rise up $o as to
“shut out the very light of day, but imagine these softened
and balanced by 1luxuriant pine forests, by smiling green
valleys ‘'murmurous with streams', by the airy veils of
silvery waterfalls. . . .~ ‘ :

This long passage ends with the sentence, "Add to all the above, the
gloriously ]ife-giving mountain air, warm sunny summer days' and
p]eiéant]y cool nights and you have al] the raw material for the
pé:}ect holiday land. n68 ‘

Warren's favoqrite sﬁbjects, her bioérapher relates, were
cathedrals Qnd mountains. . Her "lifelong ambition" was to haJe “an
exhibition which wéuld be tft]eé "Cathedrals of Man and Nature;"®9
reminiscent of Ruskin's attitude towqrds mountains. She spoke of

wanting to paint the Rockies,

'after Ruskin', as it were; to follow, in ever so humble a
way his ideas of ach1ev1ng 11ght effects upon the
mountains, whgse crssts in sunshine, in storm, in darkness,
declare the of God. 70

One of Warren\ys oil on canvas works, o}:c 1920, is The Bow River

in Moonlight P]ati 39), in a private co1]ection T The ariist held

an exhibition of her work which incluged Rocky mountain subjects, in
t

November, 1920, in the Ottawa Ladies Co]legé72 where this work was

¥
]
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likely shown. It suggests Ruskin's premise that “the representation of
facts [is] the first end“ in art beCause it is necessary to reach the
second,  and most 1mpnrtant. “the representation of thoughts. »713  In
the painting, which depicts a river with mountains 1n t;e background.
_ the central mountain peak is 111um1nated from behind by a c1oud-covered
'moon. The‘effect of the golden light on the mountain and river gives
the work an.air of mystery. The other elements in the work,#treated
for the most part in a generalized manner, geem merely an introduction
to the real subjeét, the-chky Mountains as supreme‘example of God's
works on earth _ | | \

Another Eng11sh watercolourist to paint the Rockies was Thomas H.
Wilkinsom (1847-1929), who came to Ontario from England about
1863.7% A landscape paintervprimérj1y; he occasionally exhibited in
the 0.S.A. and R.C.A. exhibitions.. When a sale of his work was heid in
1931, the subjects included "scenes in British Columbia and the
Canadian west.“75 Pé%ngle suggest§ that his Rocky'Mountaih paintings
weré executed from photographs'and implies that he never visited the

76 An undated watercolour, Lake Louise, is in the Glenbow

Rockies.
Museum. A painting with similarities to.Fripp‘'s watercolour styfé, it
exemplifies the scenme of a familiar spot in—the Rockies painted in an
Eng]ish'wétercolour style for buyers in the east with a taste fof’the
picturesque. |

Other Eng]ish watercolour painters who produced scenes of the
Rockies during the period included Edward J. Hutchins (c.1867-7) and™
John Pedder §3b50-1929); Hutchins was active in Winnipeg between 1908

and 19]4.77 He 1is known to have used photographs or sketches of
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other artists to produce some of his watercolour scenes. Pedder 1is
notable for a c.1887 wash, peh and ink work in the Public Archives of

Canada, Forest Fire 1in: the Rocky Mountains, Canada (Plate 40).78

Altoaégh forest fires in the Rocﬁies are frequently described in
writteh‘accounts by artists throughout the périod under study, this fis
one of the few times the subject has been depicted. Regardless of the
gubject Matter, it {ncludes somewhat staged lighting and 'picturesque
conventions such as foreground arrangement of rock¥. :

The primary sbjective of some artists who paintéd the Rockies‘was
to record the Canadian West. Paul Kane was the earliest and after him
came Frederick Verner (1836-1928). kgonical]y, ‘although Verner is
referred to as "the painter of the Canadian'wesf“79 no evidence has
been found to_fuggest that he came West more than twice. The first
time, in 1873, he 1likely did not go as far as the Rockies and the
'second, he seems to have merely passed through. *;ﬁfﬁ

- Born in Ontario, Verner became well -known 'dufing.”h1§ 60 year
career. In 1943, William Colgate, wrote that "rare 1is the picture
gallery or = ‘A > -wop that cannot show one or more examples of his
work . "80 e ~+ . ooints out that "even during the 1920s, "when
the Group -~ .#Aer . . nated Canadian art, Verner's work continued to
be recognize é: anificant contribution to the birth of a national
art7"81  His training took plaée in England at Leigh's School (later
Heatherley's) in South Kéns?hgton. In" 1862, 'he returned to Canada

where, influenced by Kane, he began to paint Indian portraits.82

! LjKe a significant number of painters in this study, Verner

workgz as a ‘photographer. ~ In 1871 he was working for Notman and Fraser
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in Toronto. He also used photography in his painting; Murray suggests
that he may even have used the canvas as "his “emulsion ‘sheet,
developing the photo onto the canvgs.“83 In the 1860s he produced
many ‘photograph portraigs' (photographs. that had :been extensively
painted over). Once again, the nineteenth-céntury demand for
verisfmiltitude influenced a painter's development. |

Verner's landscapes frequently included picturesque conventions
such as side screens and foreground arrangements like fallen tree
trunksdwhich, Murray states, remained 5 motif in hifﬁwork throughout
his career. His skill with watercolour is revealed by the late 1870s,
by which time, Reid suggests, he had been influenced by 0O'Brien's
watercolour technique.84 Verner used sketches from 1873, the year of
his first recorded trip to the West, for many years afterwards, a
practice réminiscent of Péul Kane's years of production based on'his
sketcnes from‘*the 1846-48 'expeditidn across Canada. When he began
pginting buffan Eubjécts about 1865 he had never seen nne and Mhrray
suggests that he néver did see" one onténde capti\vit‘y.‘85 In 1880
Verner moved to England and began to successfnilyfexnibit buffalo and
Indian subjects in both England and the} United States.sé. That his
work continued to ‘symbolize the disappearing West to Canadians is
suggested by an article of 1888 which announced-the,“rére chance .
to sécure some good pictures of Indian’ life, prairie séénes and‘
Canadian landscape. . . . His pictures are reliable."87
In 1873, Verner travelled Ato the; West as far as present-day

Alberta and Saskg-tchewan.88 and in 1889 he apparently sketched in the

Selkirk mountains during a trip to the coast.89 No paintings are

,
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known from this period in the S€lkirks. According to Murray, the few
watercolours of ° western mountain hstenery which do exist from
approximately 1884 were to be used 'as backgrounds for future
'paintings. -They may have been painted from previous sketches or
photographs or even other artist;' work.90 - One qf‘ them, Canadian

River Landscape. is in the Pagurwan Collection, Toronto. More‘tybical

of Verner's exhibited work is another painting in the Pagurian

Collection, Buffalo Foraging in a B]jzzarq (Plate 41),‘of‘1§09. Here,
as suggested from preriouelexamples: the mountains have been taken from’
an earlier skgptch or other source. - Like Remington's mounhaiﬁs. their-.
main purpose is symbolic. fhey were to represent the rugged and
' dangerous West as a settxng for his frequently depwcted theme, the

'fdlsappear1ng buffalo. ..

~Another artist who 111ustrated the dwsappearvng Canadian fronN

was John Innes (1863 1941).  The. f1rst suggestlon of his painting in
_‘the Rockies appears 1n 1885 when it was reported thdt he pa1ntéﬁ "a
.couple of v1ews of - -mounta1n scenery; for 2 bar in Calgary 91 A L:ke
Verner, Innes was more.conternep wyth_pa1nt)ng romant1c depwctwops qf .
-frentier life than‘rith interpreting-fhe‘iandseqpe. -

Innes was born kin;rLonﬁon, Ontarioi and, aceording to his
bfographer, he was taugﬁt.topographical drawing at a Cahadidn miI}tary
academy.gz‘ He apparently undertook 'unspeeffied art s;udy in England
and about 1895 “in -Torori"to e studied with William Cruikshank,3 who -
'~taught drawing at.the Central Ontario School of Art and Design.

In 71883, Innes was sent .west as a 5urveyor94 and apparently'
~ settled _near. Ca]gary "soon after. Beside$ painting the well of " egg .

N
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Calgary bar, he worked as a cartoonist for the Calgary Heral§ and the

Prairie [llustrated News.95 He also operated the town's first

r

telephone excl'nu'tqcz96 and was involved in the short 1ived publication,

w 4
L 4

" The Mountain Echo in Banff.S7

Documentation of this period im the West, which lasted until
about 1895, reveals little of -Innes the painter although between 1899
and 1904 he exhibited in the R.C.A. works with tifles like The Qutlaw

-

and A Canadian Cattle 'Ranch. Besi\ﬂes his western newspaper experience,

he worked as Hkustrat‘or and c'artoonis;' for sgveraj‘“newspapers and
magazines, in central Canada and New York, where he lived from about
1906.98  He- returned to Ca.nada in 191339 and moved to Vancouver.
‘Perhaps ,influehced by Frederic Remington's work.. whi'ch he wpu]d have
seen in New York, he decided to produce a series of paintings depicting
the disappearing‘ Canadian West. Innes was occasionally referred to as
the "Caria‘disﬁl Refm'ngton“ in the pres§ and the artist iﬁparently.saw

100

himself in tfn‘s role. Technically, as Colgate points out, "he

lacked [Remingtop's] disciplined hand, his patience: his technical
skill and resource. #1001t §s not documented whether he
emp loyed photo‘raphx as extensively as Remington, but many of his
works--compositionally and through evennéss of tone--suggest the
presence of photogjaphy. ' Q, ) ' »

In 1915 Innes held a one man show at the Vancouver Hotel titled
“Chunks of the' Western Ep#c” consisting of prairie, mountain and
coastal scenes.102 For a short time, he was part of the group of
founders of the British Columbia Art League, which was devoted to

(3

_ expforing new form< in art. The League's activities led to J.W.G.
\ .
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Macdonald and Frederick Varley coming to teach in Vancouver in 1926 and
Innes' low opinion of the Group of seven'93 so0n put him at o!l? with
the prevailing philosophy. As an historical painte with an é;ﬁhasis
" on the recording of fact, he was in an isolated posityon in Vincouver.
In 1929 he was quoted as saying that-éhen faced with a choice between
rules of composition and colour and'éisgorical accuracy, he chose the
104
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t

latter, 8 |

As an historical ?afnter. Inneﬁubbtained,ieyeral commissions in
the 79205.195_ He also received help from a patron, Arthur P. Denby,
in mourtting another "Epic" exhibition in 1929, "The Epic of Western
Canada."]o6 "The exhibition was sponsored by the Hudson's Bay Company
which purchased all 50 works in the exhibitiod. ;;orporate support on
such as scale is reminiscent of the‘heyday of EiP.R. patronage in the
1880s. Patronage of artists was not new to the Hudson's Bay Company;
its support of Paul Kane has already been mentioned.~

A painting from that exhibition (which was painted some years

 edr %er) with a 'western alpinelsetting is Scarlet and Gold (Plate 42).
Q:f]police officers are seen patrolling a mountain path. The work is
from 1920 or earlier for it appears to be the same as the cover
illustration for a 1920 magazine of the same name. 107 It was Tikely
commissioned by the Royal. North West Mounted Police (R.N.W.M.P.)
Veterans Association which produced the magazine. The R.N.W.M.P. may
be seen as another aspect of the disappearing Canadian West whice Innes
- was committed to recdrding. Accompanyiqg the title in the catalogue'ii/
a passage from a poem by Robert Service which presents the Mounties as

Canadian heroes.w8 )
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The work ts riminiscont of Remington in fts ronmﬁtic'dabictinn.of
a mounted figu?@ s1tuatgq‘in'n western landscape painting. tn'uooo.-
Innes could have seen at Knoedler's galleries in New York a painting by
.. Remington simiter fn compesition to Scarlet and Gold. It 15 titled Ine
" Unknown Explorers (Sid. W. Richardson Foundation Collection), and

depicts two ‘figures on horseback on a narraw mountain ' path with

mountains in the background arranged similarly to the }nnes work. An

earlier versiSR of this work was published (detail only) on the cover

of Collier's AuguSé n, ;2p61ssue and the complete work as a cover
Fgur

" Masterpieces in Cnlor.'og' Innes' lack of

3abel for a portfo]io.
*technical skill Qnd resource," when compared to Remingtun,‘is apparent
here: Hheﬁéas Remington's wofk treats both landscape and figures in a
broadly bru{ﬁed manner, Innes' somewhat stereotyped figures are
specifically painted apd ;seem like illustrations to a tex;; " They
contrast too sharply with the loose brush work of foreé}ound elements.
Notwithstanding the poor condition of the.painting; thevsnow-covered
mountain peak seems detached from the scene. The purpése of including
mountains in the work is, as it was for Verner's paintingé, to provide
an imposing western setting in which to situate the figures.

Charles M. Sjmpson (1878-1942) was a Montreal artist who produced
f1lustrations of the West for the C.P.R. In a large exhibition in
Montreal in the fal} of 1916, a year he was known to have been in the
Rockies, Simpson inéluded Rocky Mountaim sketches. None of these have
been located. Although he was both an illustrator and $ paintervwith a
substantial reputation in Montreal, he ‘was emplojed mainly as an

-

11lustrator by the C.P.R.
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Simpson studied uhder William Brymner, 'Edmund Dyoniet and Miurice
Cullen at t‘he ~.Artv i\_ssocuuo:\"of Nonfrul and later /at ‘the Art
Students’ Lgague, New York under G.B, Bridgman and Walter A. Clark. He
wagked as -an {llustrater throughout his 1ife,'%0 His illhktrcﬁions

.aﬁveared in several publications which included scenes in the Rocky

m

Mountains. Besides work for the C.P.R., Simpson illustrated books

and pamphlets 'forA the Canadian National Railway in the 1920s and

719305.'”2 He was also a printmaker and some of his etchings were of

Rocky Mountain subjécts. Iﬁ the 1920s, 1like John Innes, Simpson

produced a number of history paintings.l!3 '
'gimpson was described by John Murray Gibbon, publicity agent for

the C.P.R., as one of thé artists "who made posters and other

w114

commercial designs. As mentioned, in the fall of 1916 Simpson

exhibited about 30 sketches (apparently oil) of the Rockies. At least
six were of Lake O'Haur'a.”5

As no criginal Rocky Mountain works by Simpson have been located,

-one must rely on colour illustrations to describe his work. An

illustration in Canadjan Pacific Rockies, Lake O'Hara (Plate 43), may

have been a result of sketches do"%ﬂiﬂmlgli?. Simpson ’seems to have
used the same sketches for illustrations over a number of.years.]]6

The composition ¥ un]fke the intimate depictions of Lake 0'Hara by
Sargent'that year. The work introduces an element of design which,
before A.Y. Jackson's 1914 visit to the mountains, is seidom seen in
paintings of the Rockies. However, it seems to be concep;ual)y a
familiar mountain scene with foreground details, body of water and

mouritains and sky in the background. The fact that this kind of colour

\
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i’]]uétration of the Rockies, also seen in- posters py such artists as
AC Leighton and in ‘otﬁer types: ofe 'i]1ustrati‘vé. material of the
C.P.R., became so nu‘merous as to become a cliché, 11ke1_y contmbdfed to
the waning appeal of the Rockies to 1andscape artists by the 1930s. |

Like their eq;;grn counterparts, some of the artists who lived in
the we; aftgr 1900,] produced paintings of the Rockies which suggest ar
awareness of -trendg in Eur&pe such as less concern with representation
and traditipnal perspective and the use of loose brush strokes. Also,
11}<e their eastern counte;parts, some were assisted: by ’She raﬂways,v
An artist who settled on the prawries for a pemod and is known to have
sketched in the mountains at least once was Inghs Sheldon-Willia |
(1870-1940). | ) "z
/ Sheldon-Williams first came to Saskatchewan from England as a
youth. Before he left England he studied in Ghent, Belgium with
Théophﬂe Lybaert, a history and genre painter. In 1887, his family
acqun'ed a sectwn of 1arﬁonear Canfrington Manor, a settlement of
mwdd]e-class Enghsh 1m1grants. Returning .to England in 1891,
Srl,eldon;Wi11’iams worked under the sciﬂptor. Sir Thomas Brock and in
Pams he spent time at the Co]aross1 Studw.”7 More gignificant
seems to be the two years spent at the Slade School in London where he
likely learned strong draughtsmanship. The attitude of the school at
the time was that tﬁere should’ be "no ac‘commod_ation, ‘with a modern
foreign [French] art. . .".Ug After working as portraitist,
illustrator and teacher of animé] painting i;w London, Sheldon-Williams

reuturned to Canada in 1913. As a landscape paintér by this time,

Patricia Ainslie states, he had gradually aligned himself "with the
5 \
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Eng‘ish Romantic tradition . .- . but more specifically with the

Barbizon School of the mid-nineteenth century," 119
Corresbonlence rejeals ‘that, while in Montreal, SHe]don—Wi]liams

qbtajned assf ce frgm the G.P.R. apparently for the 1913 trip and

subsequent trips across Canada.]goi He spent three years in Regina,

& 4

during ‘which he painted portraits and Morks of typically Barbizon
‘subject matter, of men and ‘farm animals in farm settings. Before his.
find] departuré from Canada in 1917, he founded the School of Art at
JRegina'Col1ege.]2] -

Sheldon-Williams apparently was in the Rockfé%ﬁ;h 1914. The date
is Suggested by pencil skefches of the Rockies which‘are dated 1914 in

_ , b4
a notebook .in the Glenbow Archives.lzz An o0il sketch, an untypical

pureqﬂandscape subject, is In the Roéky Mountains (Plate 44), c.1914,
“in the  Glenbow Museum. ‘;Thg‘ sketch 'seé to portray a génera]

impression of the 'mountain landscape. In its free brushwork, the work

seems to be connected to a canvas of that year, After the Storm, in the

Norman Mackenzie Art Ga11éry, Regina which is cited by Ainslie as the

"most impressionistic" of the artist's work. THhe composition of the

small sketth, & fast-moving .mountain stream -~ the foreground,

modﬁtains; in the background brought forward by coldyr and’ flattgﬁed
§ky, is reminiscent of compositions -of Frederic Bel]—Smithf123

Unlike Sheldon-Williams, Augustus Kenderdine (1870-1947), lived
“#n Saskatchewan for much of his life. He eaiﬁ?ed in the Rockies during‘
the 1920s, when he was commissioned by the Canadian National Railway.

Kenderdine was born in England and, after studying art with

professional landscape painters in his native Blackpool, he attended
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the Académie Julian }n'Paris in 1890. In a recent study on Kenderdine,
Maeve Spain writes that his Paris training resulted in an abandonment 
of traditional grey underpainting for a direct application and freer
. handling of pa&ht andumore technical control.!'?% From the‘beginning
’of his caréer: Kenderd{ne was most interested in landscape painting.
Spain asserts that his strongest influences were Constable and the
8arbizd§‘?$choo1. His excess{ve use of heavy impasto somet imes
interferred with the quality of his work. Some of Kenderdine's
painting includes trees - which have the feathery, '§oft-focus'
appearance of tfees‘by Jean-Baptiste Camille Corot. ThisveffeCt_has
been shéﬁh ‘to relate to ph tography.]25 By- 1901; Kenderdine had

126,

Royal Academy exhibition. local

exhibited paintings in

critic noted that _heseffectively hortrayed the effects of wind on
foliage,]27 a fredgent element in his future work in Canadé. ©
In 1908, Kenderdine and his family emigrated to Lloydminster,
Saskatchewan to join the ill-fated Barr coIon;sts who'had‘arrived fivé
years earlier. He established a hbmestead near Lashburnvaﬁd if'was'not'
until about 1918 that he was.able to ‘resume paintihg on any;significant
§¢a1e. -In. 1921, he moved to Saskatoon to take advantage of the offer
by the President, Walter Murray, of -a studio at the University of
Saskatgchewan. Kenderdine began =~ to  work  full-time as a
_painter--teaching, painting portraits, as well as romantié landscapgs

AN

of Saskatchewan which were "reminiscent of scenes he favoured in
England" and which avoided the‘overwhélming Space'of the prairie.]28
In this avoidance of prairie space, he can be compared to

‘Sheldon-Williams. Later, in 1936, he took up the pbsit% of Director
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of the School of Fine Art at Reéina C611ege and was instrumental in the
establishment of the summer art schéol at Emma-Lake. '

Kenderdine's known visits to the Rockies during the 1920s were ia
1923 and 1924.]29 It is likely that~he had been commissioned by the

130

Canadiab National Railway. Three paintings he 'executed for the

company are still in 1its possession, although 1‘mo records have been
located.'3! One of the paintings depicts Mount Robson. At least two
sketches, ddted 1924, of this mountain are known. One of them is ﬁgggl
Robson (P]até 45);,in‘a.private.coTlecfion. A]though kendgrdine was in
the area of Mount Robson in 1923,‘§ketches of the mountains from that

year have not beer located. In Mount Robson (darkened by years pf

“hanging in a- smoky atmosphere) hints of the‘inf1uence of phdtography,

are apparent in 1ts wuniformity of surface, and seemingly accurate

portrayal of Mount Robson, compared with his'other works of the period

which employ heavy impasto and dramatic- effects.  This chk;-df
spontaﬁeity and attention to accurate detail, which are.a1so seen 1in
another 1924 sketch of Mount Robson, 1in the Glenbow Museum;]32
further’ suggests that it was intended for the railway. In fact, the
composition is s{milar to many C.P.R. paintings seen in Chapter III.

An artist who was to play an important role in Alberta»during the
late 1920s, Lars Haukaness (1862-1929), painted in the Rockies by 1921
or 1922. Exhibition records reveal that he first showed Rocky Mountain
paintings in 1922.133

Haukaness grew up in NorQay and studied in Oslo between 1882 and
1886. The 1last year of his sqjourn there he studied at the Royal

Academy School. His teachers included Christian-Krogh, Fritz Thaulow

-
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and Eric Herenskjo)d.]34 Krogh had studied in Paris and, 1like the
other two, was a strong presence in the stimulating artistic climate of
Oslo at that time. In 1888, Haukaness and his family emigrated»fo the
United States. His painting at that time was naturalistfé with obvious
inf lyences Tof Impression sm:]35 Haukaness first 1ived 1in Chicago, ..
\\\T;;:ES he worked as a desigper and painter for the Wor 1d Exposition in
1893, 136 -ﬁe remained there, supporting himself by portrait ang
theatrical bai.;ing until agoup 1562, when he moved . to Madison,
Wisconsin, another city in whiéh'a significant number of Norwegians had
-settJed. There, he set up a studio as a portrait and landscape
painter., -After a Qisit to Norway between 1909 and 1913, he returned to
. the United States; and lived in Chicago until 1919 when he moved to
Ninnipeg. N
Haukaness, who taught at the Winnipeg Gallery and School of Art,
was one of the early art teachers in Winnipeg. In 1926, he left the
city anﬁAmoved to Calgary where he jgined the staff of the Provincial
Institute of Technology and Art as ‘art instructor. His appointment
marked the beéihning of a professional appgoach to the teachiﬁg of art
in the pro?ince; v
As mentioned, Haukaness had painted in the Rockies by 1922, four
years before he settled in Alberta. He had a strong affection fqr the -

mountains and often said that his "heart was in the Canadian

Rock\ies."]37 An undated sketch, Mount Temple (Plate 46), is in the

collection of the University of Alberta. Haukaness has chosen a
specific mountain and rendered it accurately. In the middle distance

forms are simplified or suggested by sweeping brush strokes. Like most
i
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paintings in the study, the work does not contain exaggerated colour.
As nofed, thé sketch may.have been executed after Haukaness settled in
Calgary. It suggests\a sympathy towards the Rocky Mammtain landscape
whi;h is often not apparent in paintings by visiting artists.

Two artists, besides ‘T.W. Fripp, who lived in Vancouver just
after the turn of the century and painfed in the Rockies were.Henry J.
de Forest and Alice élair Thoma§} Although Thomas' background is
6bscure, her painting suggests Eurobeén training and it is known that
_de Forest spept time at the Académie Julian.

Henry J. de Forest (1855-1924) seems to have first painted néar; 
the Sglkfrk Mountains in 1899,' the year afté} he_"éetileq uin
Vancouver. 138 He exhibited his work frequé;tly. in Vanpbﬁver éftér
that date but as newspaper accounts are the main source of
dotumentation.'few titles are available ﬁnti1'1909.. Extant catalogues
of the B.S.C.F.A. reveal that he exhibited paintings of the Rockies in
1909, 1910, 1917 and 1921, | ’

De Forest was born in Rothesay, New Brunswick, and trained at the
South Kensington School, the Académ%e Julian in Paris and in
Edir‘yburgh.]39 ‘In 1880 he appa_rent]y) embarked on a sketching ‘p

140

through Europe and Palestine. Wylie Thom states that de Forést

first visited Vanco:ver in 1891, presumably on his way back to New
Brunswick from a sketching trip to Australia, New Zea]énd and
Hawaii.'®1 "He lived in Vancouver between 1893 and 1894 when he left
for England énd Europe.]42 Works ayaflab]e reveal a _more

accomplished, freer and expressive handling of paint on his return in

1898, compared with tﬁose of the early 1890s, although he does not seem

L 2RY
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‘to have developed this style.'43
.0n his return to Vancouver, de Forest resumed his activities in
the artistic community, becoming a member of the newly-formed Vancouver

.Arts and Crafts Associatien in 1900,’44 the first curator of

Vancouver Museum in ]905,]45 and founding member cof the B.C.S.F.A. in -

1909. 146, o

In 1900 de Forest exhibited works in Vancouver done around Upper
Arrow Lake, west of the Selkirk Mountains. One of them depicted the
"purple greys of British Columbia mountains as seen by morning or
evening 1igﬁt."]47 | Landscapes of the country around Vancouver were
prevalent in his work. He does not seem to have developed as a
painter, a éituatioh partly due to®the lack of artistic climate in
Vancouver prior to the 1920s. In 191»6, his work was referred to as

"too ‘precise"” and as having an illustrative quality.]48

In 1919, de Forest exhibited in the New Westminster Exhibition in .

which works by J.W. Beatty, Arthur Lismer and William Brymner were

1"nc1uded.']49 _In a review, he was described as "representative of the
older school of painting."]50 “As mentioned, the following year the
British Columbia Art League was formed and- soon set up an art gallery

which -exhibited work sent by Eric Brown from the National

Ga]lery.ls} The fact that artists such as de Foréest began to be left

behind may explain his departure for Calgary in 1921.152  That year
he was holding gart classes in the city and sharing his studio with

members of the newly-formed Calgary Art C]ub.]53 He died three years

later in Calgary.]54 ' | v

«

A painting in the Public Archives of British Columbia, Lake

e
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Louise (Plate 47), dated 1908, may be the same as Mountains that 1ike

Giants Stand (Lake btouise), the work ~exhibited in the first annual
» exﬁibition of the B.C.S.F.A. in April, 1909. It does:not reveal the
expressive brush strokes seen in paintings of‘the late 1890s but rather i
is a relative]&- large, horizontal, somewhat flat composftion with
limited range of blue and mauve tones. A serenity of mood reduces any

overwhelming effect of mountains. The possible title, Mountains that

like Giants Stand, and the stillness and almost brooding aspect of the

mountaing and simplification of the forms, suggests that de Forest was
possibly influenced by European Symbolist landscape paintings of the
_18905' and early 1900s which he might have seen illustrated .in art
magazines such as The Studio. |

Alice Blair Thomas (active 1897-1916, died c.1945) lived in the
city for about 12 years of her professional life. Although she is
known to have exhibiiéh paintings of the Rockies in 1909 and 1914, and
probably more often, almost no&? have been recovered. °°

Litt1;~ information is available about th¥ artist® Presumably
from Toronto, she appears as an exhibitor in the Toronto Industrial

Exhibition in 189736 and in the 0.5.A. and R.C.A. exhibitions of

1901.]57 The titles of the works, Twilight Hour, Marine and Passing

Shower suggest genre or landscape subjects.
By 1904, Thomas had opened a studio in Vancouver. She lived in
the city, it appears, until 1916 or 1éter.l58 Wylie Thom described

her paintings as receiving "more favourable comments from the local

<

press in the period 1904-1912 than did those of any other Vancouver

ll]sg

artists. I 1904 she held a large exhibition of watercolours and
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oil  paintings, along with works“by Marmaduke Matthews and T. Mower
Martin,‘so both of whom she may have known in Toronto. T. Mower
Martin, like F.M. Bell-Smith, was a frequent visitor to the Rocky
Mountains. Both were known in Vancouver where they sometimes exhibited
paintings in the Studio Club and the B.C.S'F.A. exhibitions; by 1908,
paintings by Bell-Smith were included in the Vancouver Museum
col]ection.]sl Martin's exhibition in Vancouver the year before had
been referred to in a local néwspaper as his "annual exhibition."]s2
The review of Thomas' ?ork suggests a broad handling of paint. She was
referred to as "an accomplished landscapist . . . [who] had discovered
that the work -of the landscape painter is not to giQe us- a mere copy of
nature . . . and it is evident that she has been a close observer of
the methoqs of some. of the best modéVn artists. . . 163 The year
after opening her Qtudio Thomas was apparently forced to close it and
sell most of her paihtings.]64 " -

Like ‘a_rtists such as Fripp' and de Forestﬁomas exhibited w'{th

the Studio C]ub‘65 and in 1909 was one of the fOunding members-of the
B.C.S.F.A.]66 Also in 1909, she held a one-woman Show ih which,
<

according to newspaper reports, she exhibited 90 works. The.\review
referred to the paintings as 'Impressionist' and as revealing the use
‘bf palette knife."67 |
Thomas seems to have played less of a part in the Vancouver
artistic community after 1909. In May, 1914, her exhibition of 48
paintings and watercolours at the Empress Hotel in Victorik revealed a

168

sketching trip to Banff, Yoho and Glacier national parks. Soon

after this, she drops from sight, moving to California at some time
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after 1916.169  Two small o1l sketches in the Rbokies are in the Art

Gallery of Greater Victoria. One of th;m. Mt. Sir Donald (Plate 48),

1908, may be the work of the same title which was exhibited in the 1914
Empress Hotel exhibition. It bears some resemblance to works by
Bell-SmitH about this time, with {ts broadly handled trees at tﬁe
picture surface and mists in the middlé distance. Mountain forms,
partly obscured by mists which provide depth, are firmly modelled with
skil1fully handled tones. -

Mary Riter Hamilton (1873-1954) was living in the West by 1912,
the year of her only known sketching trip to the Rockies. Only one
painting by her of a Rocky Mountain subject has been located. quilton
was born in Ontario and, after b%iefly. working with George Reid-
(1860-1947) and Wylie Grier '(1862-1957) in Toronto, she went to
Europe. In Berlin she studied with Franz Skarbina under whom Lawren
Harris would g]so train for a short peériod. In Paris, according'to an
article of 1912, she "joined the portrait class of [Jacques-Emile]
Blanche in the Vittie Academy." A recent catalogue refers to another

teacher, Castaluchi, as being inf]uentia].]70 . )

In 1911, Hamilton returned to Canada, and by late 1913 she had

171 where she undertbok portrait commissions .and

moved té Victoria
taught.. Her painting subjects seem to have focussed on genre scenes.
A sketching trip to the Rockies took place in 1912. Many of the
resulting works were exhibited in Calgary in December, 1912172 |n
1919, eager to contribute something to the Canadians who died in World
War I, Hamilton went to France and Belgium to sketch the battlefields
devastated by war.173  After the years of Qorking at the war sketches

v
ay
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and a period in which she produced painted textiles, she returned to

- Canada in 1927. Hamilton almost never painted agfin but taught art fin
Vancouver for mahy years.’7‘ A small exhibition of her work,
arranged by Lawren Harris, was shown at the Vancouver Art Gallery in
1949,

A sma11 sketch done 2: the Rocky Mountains by Hamilton is Mount

Rundle, Banff (P]atg 49f. in the Glenbow Museum. Presumably from 1912,

when she spent July and August in-the Banff area, it is executed in
loose brush' strokes and emﬁloys effective use of colour and:
Juminosity. Such a work is typical of Hamilton's output; Robert Amos
states that she seldom worked up her sketches which are often effective
in their loose, spontaneous brush strokes. Like many of Hamilton's
works, the genre aspect is significant; the tents and figures below a

—somewhat flattened mountain form, appear as important as the landscape
setting. -

During the immediate pre-war pgriog{ ‘a sense 6f nationalism Bnd
an optimistic desire tg/(ppgpt Fhe Canadian landscape in & mode
particular to the count‘y;G&clme apparent among landscape paintgrs in
central Canada. This %%f%tude continued after the war and its
culmination is considered to be the 1920 formation of the Group of
Seven, A similar attitude bhas been observed among the earlier
generation of dafnters who came westh to paint the Rockies for the
C.P.R. Hoiever, painters 1ike Lucius 0'Brien, the most prominent of

_these art{sts, were less anxious to break new ground_in painting the
Canadian landscape, than to bring images of the Rockies and the MWest

back to viewers as evidence of the extraordinary landscape of their

rS
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country. ' The basic difference between paintings of these two group®
may be seen in the move away from the concern for verisimilitude
towards a more subjeétive approach, facilitated by new techniques
learned 1in Europe. Thus, the new Joeneration had an interest in
painting the mountains in 8 more expressive manner with a comc;;n for
design, rather than from a predetermined conception of what a mountain
scene should entail. This group of central Camadian painters whq
imnediately"greceded' the G6roup of Seven's Rocky Mountain excursions,
included Florence Carlyle (paintindé d} the Rockies presently
unavailable), J.W. Beatty and A.Y. Jackson, before he became a member
of the Group. Homer Watson, although he did .not arrive until the
1920s, may also be placed within this group; . )
It seems appropriate to discuss Homer watsdnA(1855’1936) before
J.N. Beatty and A.Y. Jackson due to the future importance of Jackson's
more advanced style in the development of (Canadian 1andsca§e painting.
Watson was well known for his pastoral landscapes of the Ontario
countryside when he first visited iie West, apparently in 1921.]75
Although J. Russell Harper suggests that_he did not visit the Rockies

until 1929, a painting shown by Watson in the 1923 R.C.A. exhibition, A

Glacial Stream (locﬁtion unknown), reinforces the suggestion that he
was there earlier. ‘ T

| Although in the 1870s he was assisted in Toronto by painters such
as Henry Sandham (1842-1910) and Lucius 0'Brien, Watson was largely
self-taught. In 1876l he went'to New YOrk. where he was influenced by
George Inness, an American painter wﬁose style has been referred to ;s

Barbizon-Impressionist. Purchase of his work by the Governor-General
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of Canaaa'and praise from Oscar Wilde during a visit to Toronto Srought
watson early regional success. He was a founding member of the R.C.A.
and president between 1918 and 1921. |

watson spent perfods in England and, through his contact -with
i Wilde 1n't59 late/lSBOs; met Whtstler who apparently instructed him in

?etching techniques. )n Scotland, he sketched with James K}rr-Lawson.

L3

‘an expatriate Canadfan painter who in the 1890s was associated with the
Glasgow School, a group of Brittsh plein-air painters with strong
sympathies for Barbizon, the Hague School, and Impressionist

styles.‘75 Paintinés by . Watson are, most typically, pastoral,

heavily treed landscapes which reveal the use of a féirly dark palette
- and_thick layers of paint. It is not surprising that several of his
Montreal patrons were known for their preference for Dutch painting.

However, he is described by Harper as one of the early artists to see

“Canada as Canada and in that sense was a forerunner of the Group of
wl?7

-

Seven. . .
As suggested, Watson apparently visited the Rockies.in 1921. It
is likely tl‘l‘ received free passage on the C.P.R.]78 *An undated

painfing in a Calgary priyate collection, Canadian Rockies (Plate 50),

‘may be from that visit, In the work the mountains and foreground area
are depicted with a genera]ize&. thig} applicétiOﬁ“bf‘paint; while the
middle graund of rive; or léke is more simply treated. Such treatment
of the mountains evokes a feeliﬁg of rock and snow texture. The
situating of treés or shrubs to each side of the foreground, howeJEr,
suggests con?entions which 9riginated with the picturesque.

Before his sketching trip to the Rockies in 1914, J.W. Beatty

-



- < : T ENY 74
e 4w S
e Y

(1869-1941) had been one af the earliest paint.ers to pvlbao” atmrv‘ﬁ:’ |
school of Canadian “landscape painting. Bntty wag "tm ‘ih%orom.o inl

began to study art in 1893. He first attended th& G’clbrfith Acadm. i
| "a school of 'Paihung, Mode1ling and Drwing""g where he vns .
-taught by Frederic Bell-Smith. 1n 1900, he-studied in Paris at the ©
Académie Julian .thth Jean-Paul Laurens and Benjamin Cqstmt.. As the

+ Galbraith Academy had been affiliated with the Académie Julian, it Is
possible that this affected his@decision to study there.'80% In 1912
he oeba’n to teach at the Ontario College of Art and remained there
until his death, e 0

.‘
Jean-Baptiste Camille Corotayas a source Wy inspira

Beatty who adopted the French ,tist‘s feathery 'brush’ “".strovi:e,
silhouettled forms and the blurred treatment of the landscape 181 In
his early €areer he was influenced by A.Y,. Jackson s use of shorter
"more unpresswmsnc" brush strokes.(‘82

Newton MacTavisk considered Beatty "one of the first if not the
very firot, to prove the merits of [northern Ontario] as a great field
for landscape .painting. 183 JHe was also i'nterested in other areas
and in 1914 he arranged a commssmn vnth the Canadian Northern Railway
for himself and A.Y. Jackson to vwsnt the Rockies.'84 The resulting
: pa’inting_s' were to be used for advertising by the railway which was then
building itsvline through the Yellowhead Pass. As the line went
bankrupt soon af ter, the acquisition of works never took placqle.]85
To "obtaio his .sketches Beatty usually stayed close to the"tmcks.l.86
The titles of his works exhibited in the 1915~Cana01';n National

.
Exhibition often include the words, “as .seen from the C.N.R.

A
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Hn,e.'ng7 Very few paintings from Beatty's trip have been 'ldcated.
That Jackson was critical of Beatty's work is seen in a letter to
J.E.H. MacDonald: "Bill started off with oyeruZOO;paneis and tried to
- cover them all,” he wrote. “The Rocky Mpun;ains-wererﬁo'prbblem to him
he just applied the rules . . . used by Beil-Smith and.all the

other buckeye manu¥acturers and only his freer execution places his

u]88

work above theirs. The following year, five paintings and nine

sketches from Beatty s trip were exhibited in ﬁhe Canadian Northern -

Railway Building of the- Canadianb National: Exhibition.‘?9 -~ Jacksoh
showed one painting. ’ “jﬁﬁy . h
L "

One of the works by Beatty was Eventng at Jasper V1gw from the

C.N.R Stat1on, presumab]y the pa1nt1ng tltled Even1ng at Jasper (Plate

51), now in the Winnipeg Art Eallery. It s a canvas that Beatty must
have worked dp‘ from one of his panel ‘sketches. d The dramag;p

composition’ suggests his 1dea1ist1c attitude toward the ganadian

"k

landscape. A snow-covered mountain. top,_bathed in. QVen1ng 11ght TS
\ A

s1tuated,above a ]arge area of loose}y pa1nted t¥ees through which may

be g]\mpsed a lake or river. It is not the usual wooded, more intimate
subject matter of Beaé;y u%gto&th1s po1nt nor is it-a typ1ca1 mountain
Mene with qunta1ns in the b;fkgrdund and water in foreground. The
painting is broadly handleq' gnd,/ like much of Beatty's painting,
maintains the use of réalistfc1co16ﬁr.

" When he travelled to the Rockies wath Beatty ?nr 1914, A.Y.
Jackson (1882-1974) had just begun his assoc1at1on with the grouﬂ*bf R
landscape artists which were to become the Group of Seven. Few of his |

mountain paihpjngs survive from the trip for he destroyed mqstj of
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them. 190 s

Jécksoq Tived jn:Montreal until 1914 wﬁén he moved to Toronto and
”i:began his associatiohvwith»members of the future Group. His background
in lithogtaphy - is well known.. In ﬁdnt?eé],“ he had studied qt Le
B Monument_nationa]evﬁith Edﬁona Dyonnet gﬁd also attended the ciassés of
‘William Brymner. During the§e'/;ears he may have been aware of
B(ymner's C.P.R. paihtings of the Rdcky Mou tains. Jacksén.reca1led
 that "it was through -Cullen \ahd Morrice that we in Montreal first

became, aware of . . .. movements going on in the art circles of
w191

France. He spent three and g .half years in Europe which included

SiX'months at the Académie Julian under Jean-Paul Laurens. Dgﬂnis Reid -
points out that he had the nmst thorough European training of any of

the Group except LawrenaHarr1s 192

A]though “he found the Rockies as ‘subject matter to be persona]]y
unsatisfying, Jackson - appreciated the symbol1c qualvty of * this
far-flung region of the Canadian landscape. In an article of 1924, he

wrote that,

thes pastoral landscape 1is petering’ out. Wire fences,"
square COws, pr1ze pigs and other breed stock offer nothing
to the artist. .But there are a couple of mi1tibn square
miles in the morth and thg.west wherg the artist can rgam
~undisturbed for some years to come. 193 o :
Y :

2N

. S . .

He résﬁpied ‘zhe hé;é?’ 5mportatiu&L;/f Dutth painti;g by Montreal
co11ectors, b1sifavourah\? assessmeht of MacDonald in 1913 was that he .
“could wallop the Dutchmen when occas1qn ca]]s +194

Naomi Jackson Groves has described the« arrangement with the

C.N.R. of Jackson and Beatty as ""tentative" because "they hever_
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recewed the hope-f'or corrrn"issmn."‘g5 No records’,.of ‘the coﬁmission

have come to light although, as mentioned some of their work .wasw

: , -
exhibited in the Canadian Nort_hern ‘Building at the Canadian National <~

Exhibition, '3 .

The two artists based themselves i‘n‘ Ye]’ldwhead“Passr.\ Jackson,
keen to explore the . helghts, recalled the thrﬂ]’ of learning “to get
_about in the mountains with neither blankets nor .‘Atent.y'.u.» 197 He
recorded little of rthi‘sv visit but aft’e‘r 'a'-.tr_‘i%. 1n 1924 .hé wrote .t‘he o

oy e
gntains" which reveals .

a,]ready—mentigned article, "Artists j:-_;_.
some of his gttit}udes toward pai’ntiri‘g ﬁkié&',« He dis‘c‘usses the
probiems of design “and c]eaﬂj : the : c:hangveef in .-artigis'
perceptions of ‘moun’tains. since pa‘jnt " "'i'rg? ;amé out on the C.P.R.
b less than 40 years before. “fArtists] are aware of the mounfains," he“r
wrote, "but the mounta;ns which, in nature, fill. us with ‘a‘we‘\.. aﬁd"
ecstacy, . 1n art become the mild picture that mi,ght soothe a"w,ea_ry
. stockbroker." ‘Likely thinki‘ng of the ear]ifer‘C.P.R. painters, Jackson' .
opined that "the artist has surrendered too completely to nature.. A
mighty mountain painted with pﬁqtﬁograp‘hic accuracy may be a _tr‘ivfling'_
a{‘fa{r as a'work of art. The mere representation}of nature is nowhere.
so ineffective as in pa1nt1ngs of.mountams "198
L _ Jackson re;_a]]ed painting on]y one canvas on the trip ‘and't;ha‘c’
one Was later painted over.T99 Reid staAtAes that this .was the C-anx{s
»he'exhibited in the Canadian National Exhibition which was titled

Night, A View of Mt. Robson fron Berg Lake. A sketch | which fs

considered to be from 1914o is m\st1t1ed Mt. Robson P]ateﬁ in the )

McM1chae1 Conservatmn Collection. The mountams actua]s? gppear to. bé ',

»
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the Three Sisters which are near Canmore: However, as dJackson is not
“known to have visited that region during this period, the subject, if .
| not the date, of the sketch is uncerfain. The sketch revea]s not only

an. 1nterest in painting the mountains more d1rect1y without emphasizing

depth, but also a desire to depict them in clear light rather thghvmn

the background 5urfounded by mist, a device seén in works by Lucius

0'Brien and Frederﬁc Bell-Smith. In the 1924 article, Jackson wrote

that he "1iked&lthe clear §Unny days and .the grey days whén the
mogntains cut ; ky like an iron. . . . There w%s enough'mystery in
the mighty ranges without resorting to mist as an écteSSory."zoo
vgackson had recently returned from his thirq trip to Europe during

which he had experﬁmented with Post«Impres§ionism. The sketéh,
‘unfortunately, is not a é]éar indiéatiOn of the painter's skill at this

time. His A]andscape paihfing by 1913 has been placed within the

trad1t1on of northern Symbolist paint1ng Terre . Sauvag@ (National

Gallery of Canada), of that year, contains elements which R;;TE\\y
" r

NasgaaFd points out became standard in paintings by Jackson énd which

relate  his work to northern European * and North American

./ .
Symbolism.zo] Relevant to the McMichael Collection sketch _is

intensified colour, simplified forms -and frontal orientation.
. . ‘ R . N

_ Suhmarz

An exam1nat10n of painting in the Rocky Mounta1ns an th1s chapter
' 0
has revea]ed a continuation of some of the trends seen ‘in prevwous'

chaptefs The evidence of the picturesque as a concern in alpine

landscape pa1nt1ng in the twentieth century is suggested by paint1ngs

.1‘
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by, for 1nstance. T.W. ?ripp and Thomas Wilkinson. Fripp's depictions
of the Rocky~§2pntdins paipted in an‘English watercolour style found a
ready market throughout most df his career. He is reported to have
c expreséeg resehtmeﬁt near'the end of‘his career,/ét all the time he
had spent “mak1ng [the mountains] pretty for other peopue."z02 As
| would be expected, the influence of European Qa1nt1ng and ‘training
becomes apparent in this chapter by the turn Qf the century. Except
for the English watercotourists and painters such as Verner and Innes,
the_effbcts of the by now widely spread inf]uences of French painting
are revealed in most of the works in this chapter. As suggested, many
of these art1sts did- not frequent1y pa1nt alpine landscape. Their
_ experience of 1andscape painting would have centred on more 1nt1matq
‘subjec€1%atter than the cold, rocky expanses of the chky Mounta1ns.\
Most came only_cnce or twice, regardless of the possibility of free
rail transportation.  With some knowtedge nof Impressionist = and
'Post-Impressiontst “techniques, these painters approached thevta]pine
lagpscape equipped.with different conventions than their predecessors.
They'app]ied such techniqpeé as freer brush strokes, inten§ffiedjco]our
and tepded» tc flatten’ the images. In the work of Jackson, a
modernistsjnspired’:conception -of landscape contrasts wjth the highly
representative work of some of the painters in'the‘chapter. As.fer
choice of subject, the artists who paintedjspecific mountains, rather
than generalized conceptiods,'of the Rockies tended to either pe under
obligation\\to the railways} 1ike Simpson and Kenderdine, or 'to be
fatrly freQUent painters_ofrthe.nmunteins. The latter group included

"Fripp, Haukaness, de Forest and Thomas.
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Western scenes representing the-disappearing life of the ‘Canadian
West also depicted the Rocky Mouhtains. . As seen in the second chapter,

this tradition began ‘with Paul Kane. En‘ this chapter, it s

represented by Frederick Verner, thn Innes and the American painter of .

the '01d wes§', Frederic Remington. Innes' exhibitions bf "The Western
Epich b‘eg’an in. 1915 and continued into the 1930s. Related to the
production of these Scenes ‘was the nineteenth-century -passion fdr
representation., fhis desire for'apparént truthfulness to nat;re tended
to preclude a su;cessful interpretation of mountains. As A.Y. Jackson
wrote, '"the mere representation of nature is nowhere so ineffective as
in paintings of mountains. 203

The use of photography as aid in painti;g has been seen in- the

[ ]
work of several artists in this chapter. In particular, Verner and

Remington and, probably, Innes, painters of the '01d West', frequent]y.

relied on photography. Besides these painters, the work of less

significant artists such as E.J. Hutchins and John Pedder also suggests

the use of photography. However, existing documentation suggests that

photography played a less important role in this chgpter than it did in

the previous ohe,Awhich included the artists encouraged by the C.P.R.
to make use of photography. Besidés these factors, fewer art;sts_in
this chapter had prgvious]y been employed in pﬂotographic studios than
artists in the former one. l

Amohg the»».American artists who vi$ited the area, thé
topographicaj tradition, combined with a picturesque mode of depiftjng

'mountainélis'Suggested_by the painting of Cleveland Rockwell. Frederic

_Remington_?%presents the popular painter of the '0Old West' and Leonard”

-
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. Dayis' Roéky Mountain paintings suggest a late influence of Luﬁinism;
John Singer Sargént's strong and accoﬁpliéhed rendering of the’
mountains around Lake O'Hara réveals his own particular tregtment of
ihe Rocky Mountain composition. hd |

The ‘disffepancy' between artists' descriptions of the mountains
and their visual depictions of same is less.apparent in this chapter.
This s1tuatiqn is partly due to the chang1ng times and gsre 'painterly’

'.Ettitude toward alpine painting by artists who had trained in Europe.

One interesting exception is the case of Emily warren. who attempted ‘to
visually describe the nmuntéins in the fiterary terms of Ruskin., The
disrepancy between descriptions of works in reviews and the works
themselves was seen in the cases of Leonard -Davis and Charles John
Collings. Thomas PFipp, who produced -so many “"pretty" pictures of the
Rbckies, described the “grandeur" of the mountains and their "wildness
and primitive savagery that grips the heart of the traveller,"204

As also seen in SKhapter III, one of the motivations which
enéouragéd artists to paint in the Rockies was the c]imatg of
nationalism which is evident in writings throughout the periol. At the
beginning of worid War I, the spirit of nétionalism is. particularly
apparent in the attitudes of Homer Natsbp,“A.Y. Jackson a;d J.W. Beatty

_ who promoted the Canadian landscape whennthe prevai]in§ taste was for
Dutch landscapes. |

An examination of the paintings of the Rocky Mountains in this
chapter has also revealed that significant railway patronage of
landscape painters continuéd well into the twentieth century. By 19i4,

the railways involved included the Canadian Northern and Grand Trunk
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Pacific., It appears that almost all the p’ainters who came to the West -
from central Canada, as well as’ s@ from the West, rece?ved help from
the railways. Jackson and Beatty, Emily Warren, and proba.bly Homer
Watson received free passes from one or both of the comnani’es Charles
__§1mpson, as an emp]oyee of the C.P.R., would have been guaranteed
passage and Florence Carlyle }wou1d likely have also recewed,\ a pass.
Of artists who lived in-the West, Sheldon-Williams arranged for
assistance from th® company whi]e'he’ was in Montreal in 1913 and
Augustus Kenderdine was commisswoned by the Canadwan National Railway
to paint in the mountams Amcmg the Amerlcgn artists, Remington
apparently received a free pass from the C.P.R. and it .is Tikely,
knowing the C.P.R.'s previous: en‘t‘husiasm for ~w;3]1-known Ameri‘can
artists, that Sargent was assisted by, the company. Leonard Davis' link
with the company is revealed by the fact that his pa%ntings of the
Prince of Wales' ranch were exhibited in ‘the C.P.R. 'section of the
British Empire Exhibition in 1924, - B

It seems likely that many of these artists would not have visited
-the Rockies were in not for railway patronage in the form of free or
reduced costs of travel. The situation of Charles Simpson is more
obvious: hé was an embloyee of the C.P.R. It is unlikely that Emﬂy’
‘Warren could have afforded to come West were she not given free passes;
the same may be suggested for Leonard Davis in 1923. It appears that,
had Beatty not been able to obtain free passage on the C.N.R., he and
Jackson would not lfave painted the Rockies in 1914. It thus becomgs

clearer that the patronage of the railways def1’rfite1y increased the

number of artists who painted in the Rockies after the turn of the
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century. The third chapter dealt with the situation of C.P.R.
patronage as it existed in the 1880s and 1890s. This chapter has
revealed that this patronage continued, albeit without the enlightened

leadership of W.C. Van Horne.
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Collier's, 18 March 1905, p. 16; as quoted in Frederic Remington,
exhibition catalogue. text by Peter H. Hassrick {Fort Worth: Amon
Carter Museum, 1973),

2 peter H. Hassrick, Frederic Rehington, Paintings, Drawings
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39 1bid., p. 12.

. 40 rTthomas W. Fripp, autobiographical art®cle in Museum Notes
[Vancouver] 2, No. 1 (Feb. 1927), p. 11.

-

"- 41
1‘:‘ ]’homas ‘W, Frmt, %10 ‘
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n.E ’}Mbitlon in 1924 and the
s MGgge 1 LExPIbT tfow of 1930, Fripp put
- sCoept mor'¢ western Canadian work. See

GDP also gave lectures from time to

“

- 45\ Pmuips. 'm ahd vArtists." Winnipegq Tribune, 6 June 1931;
as ‘guoted in PQ]HES 4 Print, eds. Maria T1pp€tf and Douglas Cole
) (winnipeg “‘The nitoba Record Society, 1982), p. 111.

b

AR »Ibid., p. 112,

,:

4 . 47 Co]Hngs may have first met Baird in Devon in the 1880s.
[; .During that period .Baird produced picturesque illustrations for the
};publication. Antiquities. of Exeter. See J.N. Wood, Dictionary of
,British Anima) Painters (Leigh-on-sea, England: F. Lewis, 1973).

48 Ph{1Tips, “Art and Artists," Winnipeg Tribune, 15 Aug. 1931.

149 AnQrew Scott, “Mountain Master, the non- conformst genius of
harles. John’ Eollings,” Antiques and Art, i.ept ./Oct. 1978, p. 34.

¢  cott was . couﬁnentin% on an extensive exhibit on of Collings' work at
the Uno Langmann Gal ehy. Vancouver, June.1878
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- 80 Maris T9 pet\t "Chafles John Collings, 'The Recluse of the
Rockies'," Beaver, utumn 1975, p. 4.. . P ) -~

5" See Frances Spalding, “Changing Nature: British Landscape
-Painting, " 1850-1950," in Landscape $n Britaf 1850- 1950, exhibition
catalogue, texts by Spalding, lan JeflIrey anH Donald Davie {London:
- Arts Council of 6reat Britaim, 1983), pp. 9-21. o ' ‘
b . M . v, .
‘ 52 Linda Heath, “John Charles Collings, 1848-1931,* 'M.A.
thesis, Univ. of Victoria, 1982, pp. 21-2. "

53 va) Davis, ‘"The Art of Charles John Coliings: An
appreciationy” Studio, 15 Oct, 1912, pp. 21-2., . .

5 Heath, p. 41, - '
55 Phillips, "Art and gmkists.” —

5% Tippett, 0. 7. se..-%"~ Saturday Night, 6 Dec. 1924. g' g
57"‘Da-v15,“pp’.’~21" e - | g

-4

. 58 Nancy TouS]ey, "Visual Arts," Calgary Herald, 4 May 1978.

59 e work,wi§ purchased from the Carroll Gallery, Colling$’
London dealer, in 1918}  (Katherine Enma Maltwood, Artist, 1878-1961,
exhibition catalogue, text bygRosemary Alicia Brown |Victoria: Sono
N;glgfeSS fg; the "Maltwood Art™WMuseum and Gallery, Univ. of Victoria,
1981}, p. 52). - . : ’

. . . v ". 3 . . " ‘ R
. .60 constance McRae, ‘The Light Must be Perfect, the Life énd Art
of Emily Warren (Toronto; Dreadnaught, T98T), pp. 50, 64 and 9.
‘ 51 Constance McRae, "A peglected Canadian artist, Emily Warren,
RBA, 1869-1956," Canadian Collector, Nov./Dec. 1977, p. 45. One of
these letters and a telegram are in The Ruskin Galleries, Bembridge

School, Isle of Wight. Copies of three letters are in the Thomas
Fisher Rare Book Library, Univ. of Torogto. '

62 Joan Abse, John Ruskin, The Plssionate Moralist (New York:
Alfred A. Knopf, 1981), p. 3Z3. ’

§3 John Ruskin, Letter to Emily Warren, 30 Decy 1885, photocopy
in Thomas Fisher Rare Book Library, Univ. of Toronto; Constance McRae,
“Monuments to Mountains, An Artist's Journey," -Antiques and Art,
June/July 1980, p. 28. , _

64 McRae, The Light Must be Perfect, p. 34; McRae, "A neglected-
Canadian artist,” p. 4b. ‘
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65 Warren's thes1s was t1t1ed "The cathedral of Chr1st Chuﬁch
Canterbury, a 1ife history and description.” (McRae, The Light Must be
-Perfect. p. 29). In 1913 and 1916, she ‘exhibited paintings of church -

Tnteriors in the Royal Academy. (Royal Acade Exhibit rs, 1905 1970 «
ﬂ Oictionary of Artists and_Th ir WOrK 1n the . RSALT s

66 -6he produced the 111ustrat1ons. many of whwch suggest a
picturesque mood, for E.T. Cook, Homes and Haupts - of John Ruskin,
ATlus, Emily Narren (London: George K11en, 1912)(“«Aftervﬁer arrival
in Canada, Warren illustrated other publications siich as Frank Oliver
Call, The Spell of French Canada (Boston: L.C. Phge, 1926)}and Frank
Oliver CalT, The SpeTT of Acadia {Boston: L.C. Page, 1930).

" e
K

67 £.B. Warren to Constance McRae, 4 Feb. 1952; as quoted in
McRae, The Light Must be Perfect, p. 91.

. 68 Lectures on the Rockies, Emily Warren Collection, Thomas
Fisher Rare Book Library, Univ. of Toronto.

69 McRae, "Monuments to mountains,” p. 30.

70 Madgé Macbeth, “"Canada adopts ,an English Artist, Miss E.M.B.
Warren," Saturday nght, 4 Dec' 1920, pp. 30 and 39.

71 Warren's b1ographer states that Pthis was one of the
pa1nt1ngs -done during her first year in Canada. (Letter received from
+ Mrs. Constance McRaé, 15 Oct. 1985).

, o, |
72 Ottawa Citizen, 22 Nov. 1920.

73 Ruskxn, Modern Painters, Is p. T136; as quoted in The Art
Cr1t1c1sm of John. Rugg1n, ed. Robert L. Herbert (New York: ~— Anchor
Books, 19541, p. 3U. .

78 spectator [Ham11ton] 9 Aug. 1929, p. 7.
75 . 14 Oct. 1931, p. 23.
76 pringle, "Artists of the C.P.R.," MS, p. 209.

77 Letter received from® Virgina G, Berry, The Winnipeg Art
Gallery, 21 Jan. 1986; Mrs. Berry is presently working on the
- exhibition catalogue, Vista of Promise: Manitoba 1874-1919, which will
accompany the exhibitfon to be held in late 1987 at the N1nn1peg Art
Ga]lery See also Historical Watercolours from the Glenbow Collection,
*exhibition catalogue, text by Christopher E. Jackson‘(Cé1gary Glenbow -
Museum, 1985), p. 24, Hutghins is described as "another of the 1oca1
painters who endlessly repeated views of Upper and Lower Fort Garry
(150 Years gf Art in Manitoba, p. 84). Some of these were h1stor1c p
An 1874 view of Fort Garry, for instance, was painted about 1910,

¢!
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work by Hutchins, Great I11Yecillewaet Glacier, 1n the Glenbow Museum.
is less skilled than, but similar 1in deta11 to, works by w1111am G.R.
Hind. . ,

78 The medium suggests that the work was intended “for

publication. Pedder exhibited watercolours in the Royal Academy during
the 1880s and 1890s and was a member of the Royal Institute of
Water-Colour Painters. (Image of Canada, Documentar waterco]ours and
drawings from the permdhent collection o ‘
Canada, ed. Michael Bell [QOttawa: Information Canada, 1872], np}.
Another artist whose watercolours of the Rockies are in the Public
Archives Collection, is Goddard Gale (Act. 1883+92), who may have come
from England in the early 1880s. He is known to have travelled as far
west as Rad River. (J. Russell Harper, Early Painters and Engravers in
Canada (Toronto: Univ. of Toronto Press, 1970), P 124,

79 see Joan Murray, The L&st Buffalo, the Story aof Frederick
Arthur Verner, Painter of thé Canadian West [loronto: Pagyrian Press,
T984); William Colgate, C*had1an Art, ts Origin and "’ Develog@eg&*
(Torontoy” 'Ryerson, 1943), 18, repeats the accepted version that-
Verner “spént many years in the foothills of the Rock1es reproduc1ng vn
watercolour thé scenes of Western 11fe."

80 colgate, Canadian Art, p. 11 A B

81 Murray, p.,19. _ .

: 82 1bid., p. 36; Margaret Annette, Paintings; Watercolours, *°

Dramings, Frederick Arthur Verner, <Jour. no. 20 (Uttawa: ~National -
Galleyy of Canada, 1976), p. 2, cites Verner as Asking -(and being

refusgd) Kane for art 1nstructwon when Verneriwas- fifteen years old. :

83 Murray, p. 37.

4 Reid, Our Own Country Canada, pp. 246-7.

- : , | .
85 Murray, .p. 66. Murray states that the buffalo herds weret
west of Verner when he was in Manitoba-in 1873.

86" A reviewer of the Royal Academy exhibition in 1881 referred
to him as an animal painter. (Art Journal, 33-[1881], p. 221).

87 Dominion Illustrated, 27 Oct. 1888, p. 259. Twenty years
Tater, he “was sStill well known in ada.  “"Nowadays," wrote a
reporter, "when® one sees a picture . . of buffalo life, the first
impulse is to compare it with the work of Verner " (G]obe [Toronto]
18.April 1908).

i &

88 Murray, p. 54. .
89 1bid., p. 97.
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‘ 90 Murray ‘noted that Verner copied landscape sybjects from
P1cturesque America. (Ib1d s P 92). - .

'R
9 Calgary Herald 11 Nov. 1885.

92 John Bruce Cowanaﬁﬂ hi' 1nnes.
atta, 1

attended Dufferin Military Academy. :'
, 93 Colin S. Macdonald, A- D1gglgnary of Canadian Artists
(Ottawa: Canad1an Paperbacks, 1968) ” - . T

94 wJohn Innes, H1stor1ca1 scen1c pa1nter " June 1931, authore

" not stated, City of Vancouver .Archives. Also see "Ca1gary 1ooked good

to ‘this man in 1884, " Calgarg;Herald 13 Oct. 1923,

]\9 95 See Macdona1d Dictiona_x, Pra1r1e illustrated News, 31 Jan |
891. - ‘ L

-~

96 see 'C.P. ’ScJater,. Bell Telephone Company, Letter to’ E :

Rawlings, Montreal, 6 Dec. 1887, Bell Telephone Company of Canada

Arghives, photocépy in John Innes file, Nat1ona1 Ga11ery of Canada. .

- The Calgi‘z D1rectorx for 11888 cites Innes as manager of the telephone

company. By 1 he was a resident of Banff and a member of "Halpin. & .

1Innes " In 1890, he was §till in Banff; his occupation was c1ted as

"artist." (Henderson s _Nor th West Territories Dlrectqu)

97 He was also involved with The Hornet in New wes€%1nster in
the late 18905. (Cowan, p. 14). ""‘jl"" ’ :

98 Cowan, p. 16, Innes apparentiy studied art 1n New York and
had friends such as the sculptor, George: Gray Barnard

. 99 1Ibid. Innes later recalled that he spent six gears in New
York. (Provwnce [Vancouve , 17 Mar. 1929 mag. sect., p.

100 See Interv1ew w1th John Innes, 30 June 193M,. interviewer not

',recorded City of Vancouver Archives; Evening Free Press [London,

Ontario], 17 July 1936. .

| 107, Ce1gate{ p. T87; o » Q
._102"Cowaa,_9pﬂ 178,

| 103: Cowan, p. 21.

" 108 "Picturing the Pioneers in Historiea}‘ vein;“ Prorince
[Vancouver], 17 Mar. 1929, mag. seck., p. 3. -

105 These included eight large pa1nt1ngs dep1cting the history .
of the province commissioned by the Nat1ve Sons of Br1t1sh Columbia. and

Painter of the Canadien Hest B
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funded by a grant from the Hudson's Bay Company. Tpgy were donated*to.
the Univ. of British Columbfa and are now on loam, .to”Simon Fraser
. Univ. Also ten murals for the David Spencer Store, thcouver, in 1926,
in collaboration with G.M. Southwell; ?See ProvingF [vancouver], 5 Ju\y
1927, $. 22); and a ‘work depict1ng the first mset ng of Vancouver city
counci ,

106 "John Innes, 1863-1941,W uns1gned essay in John Innes file,
National Gallery of Camada’ Library.

107 see Scarlet and Gold. Annua] Royal Northwest Mounted PokRe -
Veteran's Association [Vancouver], 7nd. annual, 1920.° , Innes ‘@%Eb
provided several 111ustrat1ons for the pub]1cat1on ;
. . Lo

108 The _Epic | of Western Canada; exhibition catalogue
(Vancouver:™ Hudson's Bay Company, 1929), p. 15. The catalogue ends
with. the following Tlines, - revealing an expansionist sentiment
-reminiscent of the 1880s: "The twentieth century is Canada's--It is
yet only morning in the North west-—Come in on the Flood tide of
0pportun1ty'" L

L 4

109 Frederic Rem1ngton, Four Masterpweces .in_Color %New York:
. Collijer! S, n.d. ). Remwngton deStroyed this work in T1908. - (Hassrick,
pp. 160-1. : ' ‘ ‘ :

—

}10 He\ worked. for -the Montrea] Star at one time under Henry’?
Julien, who hall" vis1ted the West ‘in 1874.  (Standard [Montrea]), 1 Oct.
1938). , o —

» ]1] See ‘Eharles W. Stokes, Round About the Rockies (Toronto:.

. Musson , Book Co., 1923); Betty TRornley, Lanadian Pacific. Rockies

(n.p.); . Canadian .Pacific Railway Company, the Spirit of Canada,

DOm1n1on and‘775v1nces, ‘A Souvenir welcome to His Majesty‘ilng George
' ;.,J'S y ueen-Elizabeth, ‘%oronto, 1939)

]]2 JasgAr Park Lodge; Tanada's Distinctive Bun dlow . Hote]
‘Jasper National Park, Canada's Rockies, (C.N.R., c.1935)] and Klaska and_
the. Yukon: Land of the denlgbt Sun (C N.R., C. 1925) zf

1]3 These included a mural ceTebratxng,anc1ent Scottish hlstory,
for the - “Montreal Museum of Fine Art (then, the Art Association of
Montreal) and a series of paintings titled, "Historic Canadian Council
" Meetings." (Sta IMontrea] 19 Ocy. 1927).

114 30mn ~Murray Gibbon, unpublished TS. M454-1, 91-92, Archives,
Whyte Museum of the Canadian Rockies, Banff. Part 'of this text has
been. obl1terated N ‘ :

]]5 See ‘Exhibition of Pa1nt1n s by Charles W. Swmpson, A.R.C.A.,

- The Arts Club, Nov lfﬁ-zgﬁa 1916 (Montreal: The Arts Club, 1916).

Simpson aiso 1nc1uded “studlés for Rocky - Mountain etchings” in this
exh1b1t1on.~<- .

.‘.
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16 More than one Of his 11lustrations for the above pub]ication_
. appears in the that ‘of 1923 :

. nr- In 1is She1don-w1111ams, exhibition catalogue. text by
Patricia Ains je (Calgary: . en oW Museum. 1982). P 18. Co

s Willtam, Gaunt,
(L0ndon Thames & Hudson, p.
was’ also a student at the Slade at the t1me.

ns Ingl1s She]don Nwlllams, p. ]2.

120 Ing]is Sheldon-Williams, Letter §¢ Ina Sheldon-Williams, 7

April. 1913, Glenbow Archives. If he visited the Art Association’ of

‘Montreal wh1le he was in.Montreal, Sheldon-Williams likely could have

seen paintings of the Rockies. by Bel1-Smith. (Art Association of

Montreal, 30th SFr1n? Exapb1t10n, from March 26th; as cited 1n Frederic -
ariet -3mit - , exhibition cata]o%ue, text g) Roger

EEUTéff1V1ctofTa KriGallery of Greater-Victoria, 977], P 13

121 Ing}1s Sheldon le]iams, p. 38.

122 §p01don-W1111ams notebook Glenbow Archives, Calgary

123 fB%11 -Smith was firsb in the Rockies via the Yellowhead Pass
route in 181 Frederic Marlett Bell-Smith, p. 114. However, subjects
listed in the notebook suggga; that SheldofWilliams was on the C.P.R.
route ' ' A

124 Augustus Kenderdlne, exhibition catalogue, text by Maeve
Spain (Calgary: Glenbow Museum, 1986), p. 10.

- 125 paron Scharf, Art and Photograpbx' (1968; rpt. »Penquin,‘
1983}, p. 90. ‘ . ‘

126 _Augustus Kenderdine, p,V13.

V127 "Our Own Art Exhibition," Blackpool Gazette News, 1902; as
quoted~jn 5ugUstus Kenderdine, p. 16

128 Augustus Kenderd1ne, p. 23
—

129- The guest book for Mount Robson Ranch, B.C., lists
Kenderdine -as a guest in July 1923 and Sept. 1924.: A 1etter to the
Alpine Club algo suggests that he was in the Banff -area. (Walter
Murray, President, Univ. of Saskatchéwan, Letter to Secretary, Alpine -
Club, 15 July" 1924 Walter Murray correspondence, Univ. of Saskatchewan
Archives. S atoon. With thanks to Maeve Spa1n for bringing this to

my attention
_ ‘ - :
130. 1 IBZS Newton MacTav1sh wrbte that the Canad1an Nat1ona1

;’
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" Railway had already begun to sent’ aftigis‘vgx the modhtains “as a.
valuable method of publicity." (NSwtdh MacT

4 vish, The Ffine Arts in
- Canada [Toronto: MacMillan, 1925], p.'470).. An articTe @Y 1929 refers
to Kenderdineé as having been .commissioned by the railway "at one

time." (Star Weekly, 16 Nov. 1929). - _
131 Letter recefved from Patrick Starcosta, C.N.R., 19 Nov. 1985.
132 Augustus Kenderdine, p. 28.

133 Lars Haukaness, Exhibition List, compiled by Helen
Collinson, property of Helen Collinson. N 4

134 He]en’Collinson, "Lars Haukaness, Artﬁst ‘and Instructor,".
Alberta History, 32, No. 4 (Autumn 1984), p. 13.

135 1bid., p. 14. - 4 ?
=218 N )

136 Ibid. ,

137 nyen Known Artist Dies in the Rockies," Calgary Heraid, 6
Sept. 1929. o '

138 Daily World {Vancouver], 6 Mar. 1900, p..1.

139 Harpef cites that he studied under J.D. Moultray in
Edinburgh; Daily World [Vancouver], 6 Mar. 1900, p. 1, refers to de
Forest's "training under a royal Scotch academician."

140 giographical notes, H.J. de Forest file, National Gallery of
Canada. v . e

141 Wylie Thom, "The Fine Arts in Vancouver, 1886-1930, An
Historical Survey," M.A. thesis, Univ. of British lumpia, 1969, p.
15; de Forest was in Hawaii in 1891. (Guide and Handbook- to the
Museum, Vancouver, B.C., written and compiled by J. Frances Bursill ands
H.J. de Forest [Vahcouver: 1908], p. 41). In a photocopy of a jouknal
kept by Forest between—Dec. 23, 1892 and Jan. 7, 1893 (Glenbowi .
Archives), Forest indicates that he returned from Australia in Aug.
1891, He submitted a New Zealand landscape subject to the. 1893 R.C.A.
exhibition and the Chicago Exposition. (Canadian Department of Fing
Art, World's Columbian Exposition, Chicago, 1893). _ *For = both.
exhibitions, his address 1s listed as Saint John, N.B. -

142 Daily World [Vancouver], 14 May 1893, p. 4; 21 Oct. 1893, .
' y» Pe 9. R ‘ ’ ,

" .. 143 For example, Wauganni_ River, New Zealand, 1891, oil on - -
- panel, compared.to Black R%ver Falls, 1898, o1l on panel, both in o
private co]ledtion.EEdmonton. : o o

: * _Vx.‘
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)

144 New—Ag!ertiser [Vancouver], 26 April 1900. p. 8, as quoted
in Thom, p. R

\Cb )
145 Thom, p. 27. The collection included m1nera1ogid§1 items as

- well as paintings by F.M. BelleSmith, H J. de Forest and others.

146 British Columbia §$§1 %& of Fine Artg, First Annual
Exhibition, Vancouver, Apri -13, .

5

147 Daily World [Vancouver], 6 March 1900, p. 1.

148 Arthur Mowbray, "With the B.C. Artists,” Daily Province
[Vancouver], 27 Sept. 1916, p. 6.

149 province [vencouver], 2 Oct. 1919. .
150 1bid.
151 Thom, pp. 81 and 85.

132 calgary Birectory, 1921, 1922, 1923, 1924.

| 153 Centennial Exhibition, 100 Years of Paintin? 1n‘Ca1§ar¥ and
Vicinity, exhi on catalogue, by un algary, p.
Y. K pﬁotocopy of one of de Forest S bus1ness cards (n.d., in Glenbow

Archives) states that his stud1o address in Calgary was 226 - 8th
Avenue West. ~—"

154 Calgary Hérald, 24 Mar. 1924, ( o

. 155 Besides the located sketches, a recent sale to an unrecorded
buyer by a Calgary antique dea]er was an oil, Lake Agnes Above Lake
Louise, dated 1912.

156 J. Russell Harper, Early Paipfetrs and Engravers in Canada.

157 Ontario Society of Artists, annual exhibition catalogue,
1901; Evelyn de R. McMann, Royal Canadian Academy of Arts, Exhibitions
and Members, 1880—1979 (Toront0° Uﬁ?v. of Toronto Press, 1981).

158 Zgogas' address at_the. time of the 1915 RCA exhibition is
listed as’ NS Y _couver (NcMann). .

,q".’] S ; x

S t1ser [Vancouver], 9 Dec. 1904; as quoted in
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162 News Advertiser [Vancouver], 20 Nov. 1903, p. 8; as quoted
in Thom, p. 22. The exhibition was held in the Hicks and Lovicks Piano
Store.

- 163 , [Vancouver], 29 Dec. 1904, p. 3; as quoted in
Thom, p. 56. - : ’

154 » 24 March 1905, p. 8; as quoted in Thom, p. 24.

165 , 18 Nov. 1906, ?s quoted in -Thom, p.-33;
See B.C. Saturday Sunset [Vancouver], 0 Nov 907; and Thom, p. 34

166 British Columbia Society of F1ng Arts, First Annual
Exhibition, Dominion HalT, Vancouver, April  20-Z3, 1909; British
Columbia Society of Fine Arts, ‘Second Exhibition, Mercant11e Bul laing.
Vancouver, Novl, 1909. _

167 g.C. Saturday Sunset [(Vancouver], 11 Dec. 1909. -~

168 Exh1b1t1on of Water Colors and 0il Pa1nt1ngs, by Alice Blair
Thomas, Empress Hotel, Victoria, May 15-19th, 1974,

169 McMann. A .

170 Florence E. Deacon, "The art of Mary Riter Hamilton,"
Canadian Magazine 39, No. 6 (Oct. 1912), p. 558. 'The article also
Tists other art teachers: ‘“drawing from Mercon . and Gervais"; Mar
Riter Hamilton, 1873-1954, exhibition catalogug, text by Robert mos
(Victoria: Art Gallery of Greater Victoria), p\ 20.' The latter, who
Amos cites as "employing aggitated brush strokes," is likely Claudio
Castelucho (1870-1927) who taught in Paris and exhibited at the Salon
des Inl¥épendants from 1904. (E. Bénézit, Dictiomgaire critique and

documentaire des Peintres. Sculpteurs, Dessinategrs and Gkaveursnp
(Par;s Librairie Gruna’ Iggﬁ 1976), p. 370,

171 The Ladies Review, supp. to The weéE"'fVictoria], 6 Dec.
1913, p. 1.7 This reference comes from TS of the art1 Le, not original
source.

172 plbertan [Calgary], 9 Dec. 1912, p. 4. The over 100 oils

and watercolours were exhibited in the public library and organized by

" the Calgary Art Association. Exhibitions of her work, partly sponsored

" by the Duchess of Connaught, wife of the Gowvernor- Genera1 of Canada,

“were also held in 1911 and 1912 in Toronto, probably: Mbntrea] and
“Ottawa and Vancouver, (Mary Riter Hamilton, p.,7). e

173 she was sponsored by a magazine, The Gold Siz\\e/'A Book of
War, Peace and Reconstruction. It was published by the Kmpu%afion”CT‘B
~ of British Columbia and,* according to Robert~Amos, was to feature
, ¢ contributions from veterans and to record valiant deeds by local men.

See also Province [Vancouver], 15 April ]954 22;.of the war sketches
are in the Pu 5|1 Archives of Canada. ST -
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. text by J. Russell Harper TOffawa
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174 See Madge Macbeth, "One of Our Last War Workers Comes Home,"
Toronto Star weekly. 20 Feb. 1926; as quoted in Mary Riter Hamilton, p.

1.

| 175 Besides the 1929 visit, he may have comé west again in the
early 1930s. See Carol Moore-Ede Myers, “Homer Watson, (1855-1936),"
in Lives and Works*pf the Canadian Artists, ser. ed. R.H. Stacey
(Toronto Dundern Press, n.d.), n. pag. 1his publication states that
Watson's first trip to the Rockies was in 1921, but does' not provide
documentation. Also see Homer Watson 1855- 1936, _exhibition cata]ogue,’

ﬁat1oﬂ‘1 Ga]]ery of Canada, 1963),

n. pag. A\

]75 See James Kerr-Lawsorn, A Canadian Abroad, - exhibition
cata;ogue, text by Robert "J. Lamb (Windsor: Art Gailery of Windsor,
1983 N '

177 Quoted in Moore-Ede Myers, n. pag..‘ .

178 see Appendix 1I, in Pringle, "Artists of the C.P.R," MS,
Watson's name appears in a list of now missing correspondence df Van
Horne. The subject of the Watson/Van Horne correspondence is "Passes."”

179 Toronto , Directory, 1893; as quoted in ' J.W. Beatty,,

1869- 194% exhibition cata ogue, text by Dorothy M. Farv !Kihgsfo%f
gnes erington Art C(Centre, 1981), p. 16. Besides this training,

Farr states that it is generally aecepted that Beatty studied with, at
least briefly, J.W.L. Forster, William Cruikshank and George Reid, all
of whom weas associated with the Centra] Ontario School “of Art and

Design. Bgatty, p. 16).

180 For affiliation of the two academies, see Saturday Night
[(Toronto), 18 Feb. 1893. Further periods in Europe,befween'lsﬁﬁ and
1908 included study at the Chelsea Polytechnic with Ernest Borough
Johnson. .

. 181 Hoover, p. 10. The relatwonsh1p to photography of Corot's
Qlattened and b]urred forms has been noted in Scharf, pp. 90-2.
182 J.W. Beatty, p. 28. ‘

183 MacTavish, p. 123. See also J.W. Beatty, "A Canadian
Painter and His WOrk " The Canadian Magazine, April 1 06 p. 546; as

quoted in J.W. Beatty, p. 44.

184 5 w.\ Beatty, p. 28. Contrary to some sources, C.W.
Jefferys, —TYESUEEF_FT§ work was later exhibited with Beatty's and
Jackson's “in the Canadian Northern Railway Building, did not accompany
them on the trip. RatRer, the work shown was likely from sketches done
in 1910-11. (Letter from Robert Statey, C.W. Jefferys Archives,
Toronto, 25 Now. 1985).

: [ 4

[}

.




-

.- | | | D

185 Jackson, A Painter's Country, p. 37.

186 5. Y. Jackson; as quoted in Naomi Jackson Groves, A.Y.'s

‘Canada (Toronto Clarke, Irwin, 1968), p. 148.

y. LF g P
Artists: ' J. w Eﬁafty, A C.W. Jefferys, A.R.C.A., A.Y. Jackson,
A.R.C.A., Exhibited in- The Canadian Nationad Exhibition, 1914, (With
gratitude to Robert Stacey. C.W. Jefferys Estate Archives, Toronto, for
the photocopy of this catalogue)

188 A.Y. Jackson, Letter to J.E.H. Macdonald, 5 Oct. 1914; as

.quoted in J,W. Beattx,.p 30. As has been noted, Be11 -Smith, too, was
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Chapter V

" ARTISTS WHO LIVED NEAR THE MOUNTAINS: PROFESSIONAL /
PAINTERS AND ARTIST/TEACHERS ’

Introduction

L I
The artists who actually lived in the province and painted in the

Rockies before 1924 tend to fall into two -groups: profesgisnal
painters who lived among the mountains.or foothills and artist/teachers
who were the earliest art éducators in the province. The first
professional artists to live in the province and‘paint'full time as a
means of livelihood arrived near the end of the period under study.
They sett]ed_in Banff and Cochrane, in the foothills west of*f!?g!ry;
and had come from Germany, the United States and Great Britain.

Although Carl Rungius lived in Banff for only five months each
year, the Rocky Mountains became central to his work and he returned
for many years. For this reasoq‘ his inclusion in this chapter as a
resident éftjst seems justifigg;;'lt also seems apﬁropriate‘to include
Roland Gissiﬁg; who was just éstablishing himself as a pafnter in the
early 1920s. His highly papular depictions of the Rockies ané
foothills, in an unchanging style apparently unaffected by awareness of
modernism, exemplify a naturalism which was representative of an
earlier period. Although A.C. Leighton, who first arrived in -the
province in 1925, is officially excluded from the study, hjs influence
was such that occasional references to him are ineQitable and necessary.

Since the grrival of the C.P.R. and subsequéht erection Qf the

Banff Springs Hotel in the late 1880s, Banff has been a mecca fdr both

\
\] s
. .
"
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alpjne climbers and more sedentary tourists. Although théég was little
in the way of a professional artists' community during the period, the
ure of the Rockies meant that pain&ers frequently. v1s1ted the area
'during the summer months. ‘k‘i"ow. in Chapter III‘ ,tg‘ from
central Canada and the l‘ﬂtéd States often travelled on free passes
from the C.P.R. A few, such as Frederic Bell-Smith, came repeatedly.
From time to time, exhibitions of the work of these painters, £ well
as the resident artists, were held at the Banff Springs Hot_elz .ff,‘ ‘
For tne artist/teachers of Calgary and Edmoiton before Ngr1d Har
I, there was also little artistic community. ?n both cfties,.where the
populations were about 72,000 in 1914, the earTy‘stage of‘settlement
did not accommodate a real interest in the v1sual art; 1ﬂithe local
- newspapers "the visual arts were reporteg usua11x Veryqbrif::y,iaﬂd
consigned to the women's page, reinforcing the ptdnee.nqttftude that
_ paintings were of interest to.women to a mach greater‘degree than to
men MV The ‘Art Departments' of the Calgary and Edmortéh emh1b1tmons
were the only consistent exhibiting spaces for artists although
exhibitions were organized by the early art a55001at1ons and . werea
occas1onal1y sponsqf/d by A]exander Calhoun, thefﬁl1brar1an of the.
Calgary Public Library. Unlike the situation 1in Vancouver urban
Alberta seems to have enjoyed little contact with artii}s from central
Canada. As mentioned, T. Mower Martin exhibited his work in Vancouver
?airly rfgularly'by 1903 and Bell-Smith Waé AISO'known in the city. As
fgr the local collections in Edmonton and Calgary, it is likely that
for a young aspiring artist, the situation in Edmonton was similar to '
Calgary where 'feu « « « had achss to the Edwardian collections of the

w?

local baronry.' ‘. There*_wég neither strong public interest in the
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work' of local artists 'in Ci‘lgary or Edmonton nor much concern amonhg
resi&ént‘“.a‘rtjsts for exp'erimgntation or absorbing t’he new work tr;lt was
{1lustrated in art magazines or occasionally exhibited locally. Thé
'\969, (adgary Ethbi%on, for example, host¢d an important exhibition

which included current. work of Maurice Cuﬂen.3

The poor situation
for artists did not change after the war when, as Jim Nicoll has
pointed out, "our troops came out of World war 1 untofnched by either
‘Marx'ism or P;Sy'st-'lmpres_sionism."4 British institutions, political and
cultural, were established by this beriod and- it appears that artists
" trained in Britain were more readily accepted in both citi_es. Frances
Kh’ngle" stdtes that paintings “sent ’6ut by the R.C.A.' during the 1920s
tended to perbetuate the British landscape tradition.s Most of the
artist/teachees to be dizcussed had come from England or Scot}and and a
large pércentag_é ‘of . the Calgary and Edmonton populations had come
directly or inairectly from Great:Britain. |
Calgary seems to have developed a larger and more influential
early support for the.arts‘ thangdmonton. Besides the sponsorship of
the 1909 loan exhibition, support for the~>Ca1gary Art Association,
estahlished in’ 1911,.is apparent. At least' 150 people attended the
first meeting which had be‘caﬂed due to the impetus provided by Mrs,
"Roland Winter, an early Calgary patron of the arts. However, such
supporters represented a@smal] segment of socié,t‘y.r )‘As‘the Art,
Supervisor for the public schools stated in/HHZ. "Art i\sﬂcomparatiwdyv
rare in this west, The 1.nterest is confér)ed within "3 comparatively

small circle."6 .

The .Ca'lgary “Art Association does not appear “to have continued -

€« .

3 i
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beyopd 1912 an.d it was not unti}’lgz-z-that\ a-‘b‘e'manent association, the

Calgary . Art C1ub was formed. After the Art 'Assowation, the next

,;,_

,stgn‘fhcant local activity 1nvo?vmg the visial, arts ‘ the city was. a
_192_1 Group_ of Seveh exhibition, organized.,b.y the Calgary Local ‘Councﬂ

of Women. The exhibitipn’ nad dlready been shown in, Edmonton a few

weeks earher On. thws o;\aswn, it was Edmonton, and specif?ically \the

: Un1ver51ty of Alberta s Women's C]ub“and a pr‘ofessdr James Adam, who

initiated the 1oan of paintings. to the province.
In Edmonton, as 1in Calgary, ‘the earliest art assocxat'fon was

formed in 1911.\ This was the Edmonton branc;h of the Momen' s Art

Assoc1at1on 7 The group seems to have had little 1oc$al sunpprt, .

%
“wﬁ'

When they exh1b1ted the1r work m thf Edmonton Exhib\tion o¥ 1912 ‘hey .

were pr5v1ded with only a tent, whﬂe a loan exh1b1t1on frdm 1dkal

\ 3

co]lectwns waE shown in the new Manufacturers Building.
"~ That, as Khng]e states, the most h1gh1_y%ransed paintings in the

]912 1oan exh1b1t1on were BI"]t]Sh s a further remmder of the

3 strongly Bmtash outlook .in the provwnce at that time. 9 Another loan

exhibition was he’ld in 1913 wmch tncTuded the work. of 60 members of -

3

the 0.S.A. 10 Among them,»qmte hke]y, were Rocky Mountain pamtmgS'

-

. _b_y Bell- Sm1th who. contrinued vnumg the Nest up untﬂ the F1rst Nor]d

. War. Anothen art assoc1at1on was estab]ished in - the c1ty 1n 1914,

.pAccorﬁng to a 1927 artic1e by Maude Bowman, . Cu'rator of the. Edmonton

Museum of Arf& the Edmonton Art.Assoc1at1on was org%mzed that g year .

¢ and was/ﬁaded by R.Ws Hedley, Art Superv1sor in the pubhc schoo]s

The group proﬁded art instructwn, mamly to- schoo'l teachers,” .and

*

“in 1918 Wt held an ambitious exh}m’non which. 1nc1uded paintings from-

a

P
S ~
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the Natwnal Gallery of Canada. In 1921, a further exhibition fegt'nred B
the Group of Seven .apd woodcut prmts by Walter J. Phnhps.‘2 This’

{ﬁrst’xhﬁntwn of the Group' s work m Alberta had been seen earHer”

(]
.

L ti(&m;k at. the Umvgrsity of Albertay Its Calgary appearance has
been mentioned. The’ follawing year the Edmonton Art Club was
" .

L _ , o
established, followed by the Museum of Arts two years later.

»

As' has been se‘en in the previous chapters‘; visiting artists whag

painted in. the Rock1es during the perwod on]y 1nfrequent1y exhibited.
» the1r.‘,work in the province. Edmonton, w1th its greater d1stance from

the -mountains, se]dom saw Rocky Mountain landscapes by?sswna]

PR

. arfists. In (‘,a]gary probab]y the best known pamtmgs of The subject
) ¥

* hung for:/?a in the Pa111§er Hotel: The Three ters (P]ate 27) by

John HammoAd, and Ge_grge Horne Russell’s chkmg Horse Pass (Plate 29).

‘ Even in the first ektensive 1oan exhibitign in .t > province in 1909,
. whith included 113 pamtm%s by well known/[anaA»aPn painters,' only one
Rocky \Mountam sub,],ect appears to have been included.- The ért‘ist,"
,-predu:tably, was Frederic Be]] Sm1th '3 ,The 1912 exh1b1g10n of work ¥
by Mary R1ter Hamﬂton,,.arranged by the Ca'lgary Art Assoc1at1on.

@nc‘iuded several Rocky Mggintain’ pamtmgs, as dkd Leonard Davis' 1917 -

- exh1h1t10n.‘ On a...m6re bizarre note,. suggestmg the endurmg attraction

2§

- qf the sub,} Ny v‘the 1517 Ca]gary Exh.1b1t1on included a Rocky Mountain
;panorhma.‘thf%tyi% 3 envm the mneteenth century Con51dered to be
- 13

4 : thq “best of ,@T’f' tRe exh1b1ts* the C.P.R. presentatxon cons1sted of a

moving landstape which re%a}ed "the magical beauty of the Bow Valley,
Lake .Louise, Mount'a§tephen and Field and the glories of Canada's

w14

2

: splendid harbour, beautiful Victoria.

%
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Igindmg pamtings by artists who have been largely forgotten has

been d1ff1cu1t Therefbre\‘ somet1mes only one pa1nt1ng, and that

perhaps not real]y representatwe, 1s al'l thgt is available as  an
examp]e of an artist s work. For th1s reason also, paintings/ dated

gter 1923 have had to be used. where earher works c0u1d not be /found

- N nfvf,‘_w [
.. Lo
s

~The Art\sts I,f

It seems a]most certam that the earliest professmnﬂ artist tbv

settle in ‘the provmce (although for on]y part of Was Carl

Ko e

Rquws (1869- 1959) An 'ammal pamter who exce]]ed vin 1aadscap/e/"

\

-

; Cooper s. The., La.st 0

certam emigré artis in th

-
pamtmg, Rung1us pamted in the Canad1an Rock1es for almost, 50 years

‘. \
From the"“!ime he arrwed 1n Banff in 19]0 for the rest of his tareer,_
accordwng to s recent - art1c1e by Jon whyte, amma]s and the 1ands<:ape

constvtuted 90 percent of the subJect matter of h1s work ISV The fact

- that ‘he has been htt]e known in Canada (h1s work’*s first exh1b1ted.

»
1n Canada 1n 1930)]6 is partly due to. “the ]ack of recogm}mn "of

17

bodies. 'Like ‘Remington's, Verner's * and Innes , Rungius’ subJect

’

matter was the d1sappear1ng West In Rungws’ 'case, however, the Hest'

was represented by the game ammaIs, whwch were t%atened w1thf-'

extmct\on, and their gradua]]y dwmmtshmg wﬂderness haunts.]8

Rung1ﬁ pamted gmde range of areas in the Rockies. Even durpng h1s
f1rst mmer there, in ]910 he travel]ed b_y pack tram from Lake
Loui%e tzgﬂ.the headwaters of the Brazeau R1ver. '

u@%ws was born in Germany., Of 1nterest is the fact that his

‘family H ry conlamed such translated works as James Femmore

the Mohu:ans.‘9 which reveals a concern with the

e . ‘ . te -

..
1

V_West"%;w ‘ eastern Canadlan‘ arit
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'threatened American wﬂderness df the m1d-n1neteenth century., His
~ urly 1nterest in amma] drawmg Jlead to traming at = the Bean

Kunstschu'le before attendance at the Kunstakademe, where he stud1ed

: ‘wth Paul Meyerheim 2 port%at genre and animal palntert _ 1‘3 R

In 1894, an unc]e ero Hved in New York 1nv1ted Rungws to hunt
Wi

. an mvitatwon which Rungws took w fro? wmch

pesulted V"dec\snon to em1grate to the United States‘&fﬁ S Ourfng ‘
'h1s early ‘period in North Amemca, he hunted among the Rocky Mountamsd
of Nyommg. He 5qon wrote that h1s l‘heart was in the west w20 . His
‘_1nterest in mountains at that time focused on the hkehhood of the1r'
‘being inhabited by game amma1s. he began then his practice of
sketc‘hing amma]s, after he had killed them, by stringing them up with
lwwres and ropes in hfe-hke positions. ‘ e A .

| In 1895 William Hornaday, d1rector of the Ne% York Zoologtcal
.J'Society and a member of the 1nf1uent1a1 sportsman/censervattomst'
’ movemant, saw a pamtmg of a moose head b_y Rungws 1n Knoecﬂer S New‘:
.York galleriés and soon became arimportant patron of the ‘yo’ung_
artist. For sportsmen conservatiomsts lf‘ke Hornaday “the pursu1‘ of
mﬂdﬁfe A ‘spawned a cormntment to its. perpetuatwn "2] The
Boone and \Cro'ck_ett Club, (named after - two weH known hunters), whtch»,',
_' both Rungi’us (in J-'927) agd ‘Belmore*'Browne .vwere to JO'tn, was one of the
most powerful forces 1n the con rvatibn movement. | Paradoxtcaﬂy, ’
~man could not gain fu]l status Q "Club member until he had killed at
g]east three var1et1es of wild game It is mth -this background in mind

" that one reads of ubrnaday S 1907 description of the effects of the

Canadian R_ocky ,_Mountams 'where he had recently hunted. - It - suggests

"that even hunters - were. not tmmine: to ,p'erceotjons of ‘the sublimity .of

—
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. mountains. The "myst1c spel] of- the Mountains," Hornaday wrote, can .
cause one "to feeT so awed by. the panorama of the world that you 1ose

half your desire to find kﬂlable game, and for a few hours cease to be

»

L] predatory mimnr?? |
Durmg these years Rungws worked mainly as an 111§trator "or »

sporting magazmes and books on hunting. and v{ﬂdhfe. ‘.Un]&e

Remington whose work featured the hfe of the Nest and was i'l\ustrated

in gegﬂ c1rcu1ation magazmes such as Harper's, Rungws w11d11fe

. paintings appealed to‘ more restricted aud1ence After h1s arrwa] in

Alberta, he ‘also did posters apd 111ustratrons f' e C!P'.Q.23

b&:' : ‘ﬂungws"‘ role as[«.awpain‘ter of the disappear}ing West ‘\?is

"’ exemphfied by the |'912 commsswon .by the New York Zoological Soc1ety
of a series of- larde: pamtmgs of endangered animals. A few years -

) before, Frederwc Re?niwn, cons1der‘?"ng h1mse1f a feHow recorder of..-

| the Old Nest wrote to him, "There is not likely to be another
feﬂow," Remington wrote, "whp will; have the opportwtyaoﬁ,sgudy tng
game as you are doing, and I th1nk records of us fe'llows who are domg/

;5.
the 101d- Amerlca which -is. so fast passing mH have an aud1ence in

<

_ poster1ty « . ."_24 : _A T ' s e
e | Athough he remamed a natur&ist pamter, Rung‘lus made chafs .
' in. h1s work and a]so expermented with the use -of colour to indi -

&

'space and volume A recent article has pointed ):)ut that the. re]atwely
dark palette and trad1t1ona1’ glazmg techniques of ms ear]y work had
given uay. by 1905 to heavier. more textured canvas, thter colours
" "»and, looser brushuv,’skrokes.zsl However, he apparently d1d not view
"md.e_rn"art k.favpourably;’ J:E.H. Macdona'ld recalled that in 1925 his

5
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Opimon pf modern artists was shat “they were al\ 8015heviks."25

That rest‘,ictwns were placed onst by Ms eastern American pat.rons is

revealed in a 1925 letter from Hornaday, who objected to Ms use of

er  brush strokes and actused.shim ‘of being “an jbut-'and~out
; . ‘. ! 4 “
'ressionist.“27 ‘ E 4y ) ) .

. LS
A

Rungius' preliminary aids in the preparation of pa#stings
1nc1uded landscape and- animaly sketches, photographs,‘wd dead game

strung ¢yp in the prevwously descmbed manner He does not seem to have -

relied heavily on phetographs. L1ke Verner, ‘Rungius would paint
landscape sketches for later use as background He once wrote of the
dangers of putt1ng an1mals in the wrong”?etting such as “an elk’ wwth

growm-g ant]ers among fa]hng leaves."28 By 1926, he sometwmes
h
employed a system fm the pr'ortwomng of areas known as 'dynamit

symetry' 29 . ' - ,j : ' s

Rungius’ 1910 visit to Banff came at the invitation of Jimmy
: S1mpson weH known trapper and guide in the area. Simpson had seen-an

ﬂlustratwn by Rungws in the New York Zoo]og1ca1 Society Btuﬂetin and

had written thepamter and offered to be his guide if he would come to

—.  Banff for hunting and sketching Rungius'arnived in -early August 30.
. ruaving( been pr0v1ded with free p(asses on the C.P.R.3V This seems to
haye been the first of many tm"ps he Jook-gn such passes. One year, it -

: ‘appears »from corresponuence, ne had '-{sovgesitation in approaching the
company and dec1ded that he  should "not attempt to get passes and pay
er a good 11;t1e man, “32 .However, by the next year he had managed

oo

. .to arrange for a freg pass with John Murray Gfbbon. pubHcity officer

for the. company. in exchange for a sheep picture "33

VW ‘ \

.. »
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Lil’ his patron. Hornaday. Rungius seems to have reacted to the A
power of the Canc’}m Rocky “Mox;ains. In an undated artic'le,
apparentiy from th&l”?eriod hg ;:;gd thnt.
) for ?m [I have m: nothin&‘m d! SR Pl a2 Ll N
- .. thest last fe: months- T have b sisly
in landscape work. ' There is Hp sfaying the fact® that out
. there em the hills, among the gredt giauers And the snow-

capped mountains, the most magnificent animal seems gwa”
, compared with the mighty nature that crddles hjm. . .

o

ol

As a”painter, Rungius reacted to the nature of light in the R0ckies

. which was“*unlike that of prevw)gs areas he had painted. Like Remingt‘

"‘before h.itm, he wanted to be ‘accepted as a landscape painter. 2'12

he began to exhibit paintings.,whoge titles suggest -they were pure
iandst'apes; the predominant sub}ecé was t\hejanadian Rock’tes.35

* Camlrcd to, earlier work, Rungius' pictions of mountains after‘
% 1910 arrival in Banﬁe‘”'e direct approach and emp’ioy

" angular, forms to stress their ‘monumentality. Unii’ke most paintets of
the Rock ies d‘ur:ing the pemp“un:ier conSiderat‘ion, Rungius often
depicted high are?s. Un.for'tuanteiy, ~his 1andscp,ge pa'int'lngs are
usuany undated’ and it is dif t to ascertain which wae/done before

1924 “The ches in  Rungius' treatment of mountain iandscape in

s

animal p‘aintings are suggested by the two pain%ings Three Rams (Piate “

53) of 1911, and White Mquntain Goats (Plate 54) of 1919,. both e

\ Glenbow Museum. Both works are set high up in the alpine zone.. I~n.
. Three Rams, the animals are the focus of the picture, with “the.
landscape arranged around them like a diorama The mountain cliff and

f f‘ .
‘ .
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foreground ar‘e‘as tend: to be treated in a’generalized- way, and the

~

. palette is subdued In White Mountain Goats, one of the lar v"‘ s,
"fo'r “The Gallery of wild Animﬂs," the animals seem united !?’ the ,;
1‘kﬂdscme The mountains are gWen 2 strong, . angularized treat ‘ |

no longer serve merely as backgrounds for the ammats. “The wto S
,’1@ ) ){ \w

] yntain on hich the goats stand denti ed by Whyte an - ’
ot eyntain on which the goats stand y Wnyte ang-fhyt, as
Maunt Athasbasca, seem tor be reflected in the animals whose t

are also ecﬁeed in the mountains around ‘then.. Regardless of »E,
that Rungius was workmg under constrams, auch .as"the‘ X
d1sp1ay of the whole animal,. 1nc1ud1ng the feet. ré hls p:qddcctl ork, b
which portrays the maJesty of the . moun'ca‘{ gpat an‘d ﬁ‘.stn—s: c‘;f )tg, -4
oneness with the high aTpine areas which it. thabi}s. o ,
For Belmore Browne (1880- 1954), e ung‘s . the Rocky
Mountains represented more” than. merely a compel]ing.sketih?ng g’M’udd.
He came to know many of the1r areas a,pd ranges, spending weeks*az A
time hiking amongvthem He first \risitéd the area 1nw1§05 it appears, .
and made his home in Banff in 1921 for about seven years and' during the
summer months for many years after that. % The Rock ies represented
thHe Pmmary ‘subgect matter -m his painting. '
Browne lived in New York until® 1883 when his father -took his
family for- an extended trip to Europe. Poyhood -Summers spent in
Switzerland have been suggested as the ' source of his love of
. mountains. As .a young man, Browne lived on the west coast‘ where he
worked;or h'lS father m the lumber industry. There, he 1earned about
/hvﬂng in the wﬂderness--riding,, f\SMpg,' hunting, boating and

ﬁduntaineewg in the Cascade and 0lympic mountains. In 1898, he

il
-

-
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retdrned to New York and attended the Chase Art Schcﬁ (later known is
the New York School of A ), recent]y established by wi'lHam Merritt
Chase (1849-i916).37 Chas: had taught at the Art Studenta _League,
where ‘ had &cmck f,‘ Ms reJection of w1ct{"'§

instruction in favour of .deawing on canvas with the brush.38

According to diaries of Mré*,,Belmore Browne. her -husband spent four
years at the Chase Art School, Qtudm with George H. Clements,.a

landscape and genr’e.paintﬁ, who was also a »family‘friend.” His

bther instructors' included Chase, William DuMond, and J. Carol

Beckwith.0' Besides this study, he spent a few months at the

Académie Julian in Paris during 1908.4]

Browne's love of wilderness and, particularly, high mountgins,

v : ) ,
seems to have pecome established during his twenties, when on at least
' 2

two occasions beginning in" 1902, he visited Alaska as a  hunter,

,prepaciior of specimens and artist.42 Betwden 1906 and 1912, he was
s ’ p

involved in several attempts to climb | . “McKinley, the highest

mountam in Alaska. His 1913 pubhcat'non, The Conguest of Mt.'

McKin]ex, recounts the decision, made near the surmnt durmg the Jlast

attempt, to turn back, due- to the force of the wind and snow. 43

>

‘Besides his Maskaﬂ exped1t1ons and many years n the Canadian Rock1es,
" Browne worked as an advisor on wilderness survwa] for the American and
British armies duxing the Second Wor1ld Nar.

L]ke Rungius, Browne was involved in the American conservationist

V]

movement, although he played a more acéive part anfl .displayed more of a
: N s ~ *

‘commitment to conservationist philosophy than Rungius. In 1916, as a

member of the conservation committee of the Camp Fire Club (of which

4 &

1.
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Rungius was also a member), Browne™ was instrumehtal in the

':._‘establishment of Mt. McKinley National Park.*® Although he '“g-,:ts*

acttve in the sonservaﬁon movement and its attempts to preserve wild
,“imals and their® hab1tat$.. Browne dges "not seem to have regarded
hvmself as a pa‘fnter of the- '0ld Ir;gt' 'with a desire to preserve-

through his painting the dtsappear{ng western hfe and 1an3’scape. - ;J"

v
Like "Rungius, Browne worked .as an i]lustrator. Ca1endars and’ -

. - S M .
sporting magazines as well é's Co]Her's Heei]l (a frequent employer of

Remmgton) were ﬂlustratéd by h1rrl\ He also wrote articles on mountain
IR

chmbing and wrote and 111§trate‘mas for boys as well as’ the

already mentwned The MSt o? Mt. McKinTe_y.j After h1s move to

-a-
Banff . he prov1ded illustrations for C.P.R. pubhcatmns, such as

cov_ers for timetables, in return for free pas;ses.45 He also @inted

dioramas for museums such as the S$anta Barbara Museum of Natural
ﬂistoryland,'aMng with Rungius. in 1939, the American Museum of Natural

History. Although durivng the_ﬁ}ﬂ'\ he directed the Santa Barbara

School of Fine Arts, he maintained hlS connectxons with Banff, living

- e \
there between Ju]y and September. 40 After the wag he had a st‘o at

Seebe, on the ananaskis River, which he apparently used’
. nask 1 , | »

summer months. SR A
. . hy o M ‘ »
Browne's artistic associations and his markets, 1ike Rungjus',

were mainly in the eastern United States. He apparently exhibited

s/

the National Academy of Design in the mid 1910547 and durmg th’e
1920s, heldr occasional exh1b1t_1ons in New York and Boston. The Macbeth

Gallery, New York, which also sold western works by Remington, held at

least two one-man exhibitiBns of his work, in 1923 and 1928. The

A

ing the '
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latter was 'titled "'Tho Canadian Rockies," revealing Browne's
concentratidn on Rocky Mountain landscapes after he moved to Banff in
1921.48 3 1926, Catherine Robb (later Whyte) wroto of seeing
Browne's "01ls of the Canadian Rockies" in a Boston gallery. |

Brovme became part of the small artistic community of Banff which

i L)

developed well before the time of the Banff Summer Schoo!. He taught
art Elass;s during the 1920s with Norah Dnr-umnond-!)a_vis.50 In 1928,
‘the painter, Peter ﬁhyte__ §1905-19$6), described Browne as an early
source of encouragement.s1 In 1925, at 1é"ast. Browne painted in the

untain; wit.,h R:mgius’ Whyte and Hart suggest that they were working

“on sketches to give the C.P. R‘\in retur_-n for [railway] passes."52

(‘.,"’. e PR M;qn .
Browne's subject’ matter. as Lorne Render has written, differs

from Rungius' in that "he generany co’noen'tr’atéd*On panoraha, and only
,ver/'y se'ldom on speg’mc detail. ”53 Also, yuglike Rungius, he did not
often paint: in the upper alpme areas‘- althoygh he loved ‘the high
p1aces' and could evoke that love W his writng. H}is paintings
sométimes possess a fine clarity of light. Although he /Seems to have
somet imes adopted a simﬂar p‘glette and brush stroke to Rungius, ;e
adhered to a- naturaﬂst’ic rdpresentatwn of the 1andscape whiich

included K seeangw tra@twnal v1ew of what an a]pine gompositwn
should constitute. He was not an experimental pamter, he advised that
“almost all colours eminate [_g_i_c_:_] from greys. 54 Litt'le
Yafprmation is available regarding his workin§ methods. Although he
Azlly sketched in- the summer and worked up his paintings #h the
winter, his wintes. paintingsr revea]qthat he also. made sketches during
that season. That he ’Iov:‘ the aesthetic experience related to
- . - .
\
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. painting in the mountains is suggested by both hfs‘ paintings and his
writings. His Hterary descriptions sometimes vie with his visual
descr1ptions in the feeHngs they evoke such as when he wrote of the
thrill of standing "1n Nature's _]aboratory watching the c]oudf forms in
their making, the buﬂ mt:ose with head submarged rop1ng thé floor of a
sapphire lake and othe’- forms and co1ors bewﬂdering in their numbers <
and beauty. w35 p paiF;ing which was er'ly executed in the early
1920s 1is Mt.' Rundle, Banff (Plate 55), in the Glenbow Huu‘.

F
illustrates Browne's erwphasis on naturahst,uc concerns. The claguy of |

light and the concentration on iue masswe proportions and detaﬂs of

Mt. Rundle contribute to “the effect» of . th1s otherwi“ trad1twonal. :
. ' oy ..,
'paintmg. Mt. Rundle portrays Browne 3 competent draughtsmanshm and_ -

careful technique. Precise depictwn of mountain details ;ucf. as

stmatwn and flora are a reminder of his first hand knowledge of the *

-~

a'lpme 1andsoepe

e S

Ahother e/a‘ﬂy Banff artist was Norah Drummond-Davis (1862 1949)
who came from ‘Great Britam about 1919 A 1921 article refers to her
as . having "made her home in Banff formast couple of years n36

r

By 1921 she, had painted two seyies of large paintings for 1local
veﬁues--ont J,f‘:z‘ ‘ ' .« fig h1§2r1ca1 Cahadwnz. |
‘ ' ' res s, background.f» She

)
to become JMustrations for calendars

;A
bzfyers and sent works to Eng?an

3
a

and pgst cards.

“Information about Orummond-Davis (she signed her work N.

Drummond) derivés mainly from newspaper artic'les: Irish-born, she was .
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aﬁparé%t " out by & British firm, Raphael Tuck, whom she was

expe;ted

use as. | r-a'ci'ons.%'8 It s not knowl if she travelled on a free

+

pass f
strapped dur1ng hen approximtﬂy eight years tnro and m‘//ms

assisted by local residents, although. she was regarded as eccentric and
did not seem” to be close to the Banff community. ' Part of this
reputation seems to relate to her practice of u&ing her Airdale dogs on
shopping trips to pull a wagon or sled. She lived in a shack Jjust
outside the townsite until -about 1925 whens sheﬂbed to Victoria,
B.C. By that year, sr'\e was exhibiting with the Isﬁnd Arts and Crafts
Society A0 iq the early 1930s she‘ taught art for it.%9
Drumond Davis had apparently worked as an animl illustrator and
painter 1in EngIahd A small work in the Nhyte nuseum of the Canadian
Rockies depigts an awkwardly pdinted plough horse” in"a pastoral setting
. wi‘th ¢oft diffused light and romaﬁiic moo\d.‘. Her paint'ing’obviously
: 'ch:i!ged@fter her arrival in Canada, becoming bo1de‘r with looser brush

strokes. This change would have been partly 'due to the demands of her

subject matter and likely to the influence of Rungius who Was well ’

movm b‘y the tj,me of her arrival. One of the&series of largge works was.

131 the Mount RoyaI Hotel. and was destroyed wheri th{;hdtel burnt. down
1n‘ 1967. H.G. Glyde, the Alberta painter and” educator, recalls the
paintings as belng “sombre with heavy ¢™ns," and as indicating the

artist's great interest in aftimals but also as tending to be stiff

without capturing the atmosphere of the area.b0  The -other serites,

the ten paintings for the. Lux 'Theatre, depict’ed the means of mail_

.
hS

»o
P

)1y with paintings'of the game animals of the West for

the C.P.R. when she came to Bdﬁ'f S?u was financianyl
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delivery, by canoe, dog .toh and pack Mrie. to Hudson's Bay Company
forts. The commissioning of large; Mstort‘cal paintings on t‘ho theme
of transportation 1S‘reminiscent of 'thn Inms";work. particularly the
exhibitton, "Epic of Transportation,® of ‘xhe 193;)5. ' A
In 1923; Orummond-Davis sppatently rganized a sketch clup.S!

She also taught art; one of her ‘s,tudents as Peter Whyte who became a
well known western Canadianv ;ainter.& Classes, where Belmore Browne
also sometimes taught, were held in: the evening at’the Banff Public

A3

School and weekly as part of the public school curriculum.

(R large painting in the Kélovma Museum is Gri’zily Bears Below Mt,
Rundle (Plate 56). The painting originally hungv; in 'the Royal A'nr'te
Hotel in Kelowna. Phptographs reveal that the hotel lobby was: hung'
with' typical large paintings of western th'emes. In the uork : ﬂount'ﬁ--"
Rundle and surrounding snow-cgyered. mountglns provide  § backdroa for,.;f
the anfmals, which are the focus of a carefuny arranged scene. ‘Thé ‘;}
stage-1like setting 1is provided ni.@.picturesque props, - suth‘
sidescreens of tr‘ees,} and .for;gfo'und détai 15' of rocks and"fa]ﬁe‘n ,t"e”,"

- A Banff yamateyr artist/ho should' be mntioned 1s Jtnﬁy Simpson
‘ (1874-1§(72) An ;utfitter m Banff Simson knev thé Roekres well At
the time of his death, it was stated that "there {was] hardl_y a trail
in Banff National Park. which he did not blaze orlginany in 3 76-year
period spent in the outdoors . . ."53 Some of his «aterco]our '
landscapes are in the _GTenbow Museum. ' One of {ﬁém a collatforation
with Rungfus depicts mOuntain sheep in a high nbuntain setting.

A painter of the, Rocky Mountains. who. at the time of h1s death,
was gonsWered "wes’tern Canada's most popula_r landscape painter,'sf

4

- e LN
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was. Roland Gissihg (1895-1967).. Although no Rocky Mountain paintings
by this artist dated before 1924 have been located, he likely sketched
~in the Rockieé by 1920‘65 His pa1nt1hgs of the Rockies, foothw!]s
-and prairies of Alberta are owned by many early Albertans.

Gissing was born in Gloucestershire, England aﬂd was the nephew

of the English writqr George, GiSsing.66 Between 1908 and 1911 he

attended George Watson's College in Edinburgh where he likely studied

.the rudiments of \art. 67 In 1913 he emigrated to Canada, coming’

directly to Alberta. For eight years, he worked ma1n1y as a cowboy,
first in Alberta, then ‘in Montana, Arizona, and pessibly farthér
afield, during which time he developea a strong feeiing for. the West.
In Montana he apparently was encodraged by'the American painfgr~of the
'01d West', Charles Russeﬂ,68 who had exhipjted paintings in the

Calgary Exhibition in ]912.69 ~Quring this period he is known often

companions.

to have sketched figures of western life fa<\\:he amusement of his

The date of Gissing's permanent return toxAlberta is uncertain
but- seems- to have been between 1918 and 1920 He 11ke1y worked as a

cowboy until 1923, when he acquired his own homestead on the banks of

70

the Ghost River near Cochrane. In the summers he rode into the

mountains on sketching trips, which increased as he became able to live

off the proceeds from his painting. He seems to ha?e concentratgd on
|\
0oil painting early in his career. In the 1950s, he moved to Okotoks,

south of Calgary.
One of his early paintings was a large scene of a buffalo hunt,

suggesting that he had considered becdming a painter of the 'Old West',

S

]
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perhaps encouraged by the still lingerihg populéfity’of.Verner.7] By
1924, Gissing's correspondence reyegls that he had‘begun “to.stdﬂ,'art
-lseaépusly"72, and that he had been painting long. enough to have
"developed ?awportfolio@\be;ketches.73 Moreover, hg‘had sold some of |
his sketches to an Englishman, Captain Mortimer, who had built "a large
club house” near his proper"ty,74 énd who knew. artists 11ke C W.
Jefferys. Jefferys, who had f1rst painted on the fpra1r1es in. 1907

Y

stayed with Mortimer in 192475 and apparently encouraged G1ss1ng to

. continue to pamt.76
Gissing gradua]]}‘ devé]oped :his paintjng. His ﬁeagre tréining'
was to be augmented in the late 1920s by "; few lessons" froﬁ Lars®
Haukaﬁgsé and A.C. Leighton at the Provincial Institute of Teshno1ogy
and &}tj77 He . also held exhibitfonsx in Calgary during the late
.19205.78 In 1927, his work was compared to that of Leonard Richmond,
"~ an English landscape painter who had been on_ a‘sketching trip in the

'y
province two years ear11er and who had encouraged Gissing to paint the

mounta1ns.79 Richmond also pub11shed books on watercolour and 011
palnt1ng and it appears that the ‘sketchy, loose modelling of some of
G1551ng S pa1nt1ngs may have been influenced by the demonstrat1ons of
techniques in Richmond's pub11cat1on.80 Like Rungius, Browne and
Drummond-Davis, Gissing augmentéd his income by doing ilustrations,
.turhing out Christmas gprds, calendars, posters and book*i]1ustrat16ns
during his career. By the mid-1930s, he was apparently able to live
off the earnings of his paintings, probably the only artist {n»A1berta‘
to do so at that time. His sales were limited to the western provinces

but, py the .1940s, he was represented at the Laings Gallery in

»
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Toronto.81 His outlook towards painting wa$ always ¢
' N

*

ive and
" near the end of his life he remarked that "75% of all abstract is
junk. It'!s art that doesn't make sense."’82

Eariy in his career, Gi§§ing apparently tugned to romantic
1and§tape subjects devoid of figures. His early work was apparently
more expressive Ehaq much of his later painting. It appears that this
change was caused by customer demands. A cfitic who visited his stgdio
before 1944 wrote ﬁhat his work "showed signs of st;uggle and deeper.
searching"83.ahd abq;i that time, Colgate wrote of hfs paintings as
"clear and soft in their tonés and ]i{ by a calm subdued
radiance."84 This more} expfessive quality 1in his work :is also
suggested by exéant correspondence from the late 1930s. In»1938. he
wrote that a painting of kicking Horse Canyon in which the mountains
were . "in an ugly mood, and cold and grey“85 was "one of my own
pictures . . . péinted because ! had wanted to try to give Eo ofhers
the sombre, mighty almost fearful feeling I had had when I saw it."
However, he added bitterly that although the work was praised when it
was exhil;ited, it mas.ﬁ unsold while "maﬁy others of the 'gaudy' or
'pretty’ type" had been sold. | _

In order to recover his{losses after a stﬁdio fire in 1944 which
destroyed much of his wbrk, Gissing apparently became more cOmﬁercjaﬂ
in his outlook. He developed what becgmé formats in his work. One of
these consisted of foreground foliage of fairly ibose_brusﬁ strokes,
simplified, somehhat flattened trdes placed to one side of the
foreground ®and middle distance of prairies or lake or riveri and

background of blue mountains below, blue, cloud-stugded or sunset

4
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' sky.86 It has been suggested @hat, for his western Canad1an patrons,
Gissing's -paintings portrayed a viewv of naturé that was less
devastgfing fhanvthe reality, particularly that of the 1930s, of 1ife
on the prairies. As an Edmonton art critic wrote -at the time of his
death, his.landscapes were without me;ace and "they ignored the hafshe;
rea1ities of frontier 1jfe.?3zw

‘As no dated Rocky Mounfaﬁn p&1nt{;gs by Gissing from before 1924

have been located, an oil on panel work, dated 1926, will serve as an

examﬁ‘l of his work. Titled Mountain Landscape (P]atg 57), théﬂ
appa.rently; unfinished sketch in the Glenbow Museum reveals a similar
composﬁtioh to many of Gissing's later mountain scénes. Thus, we See
foreground of. water and flat land with fairly loose brush strokes,
middlé distance of flattened trees and more carefully ‘deIineated
mountains hnder a clear sky in the background. The paint}ng, likely
the result of a summer sketching trip, reveals that Gi§sing adopted
some of his well-known formats early in his career.
| Besides the péﬁfessional painters like Rung;us, B;owne and
Gissing who had a close association with the -alpine landscape, other
\artists ]iving in the province painted in the Rockies. These were the

A )

artist/teachers whoﬁhpd'arrived to take dﬁﬂ!he early bositions with art
associations, school boards and normal sch061s. There'wgfe, of course,
no art schools in the province before the 1920s. Some of these artists .
were fairly well trained énd others less so but they shared a
conservative outlook and even after the First World Naf, which had
provided some contact with Europe, tﬁe predoﬁinaﬁi attitude seems~£o

have changed little.



In Calgary, one of the artfst/te;;heis'was Adéline Baxter (active

. 1905;1941) | Although she apparently 11ved‘ fn Banff .in ~191188 and
exhibited Rocky Moyntain 1andscapus Jn the Ninnipeg Exhibition in 191}

a‘ ‘and the Manitoba - Society"of Artists in 1972, 89 no, alpine sketche5~
_.,before 1917 hav been located. Baxter was . born in Scottand and a5 3
smai] child emigrgted with her.fam11y to w1nn1pe9190 Her wqrk seems
to have been maiﬁTy portra{ts,'miniatures and still 1ife$ although by

1911 she had"begun summer visits to 7Banff;9] one =of.‘the earliest

Winnipeg artists to do so. In the 1908 Winnipeg Directory she is
listed as a sghool teacher. Some time after this she attended "the

92 and in July, 1911, she lived in Banff
93

Boston School of Fine Ar
and exhibited watercolours and pastels in ihe Calgary Exhibition.
In Calgary during September of 1911, Baxter helped formvthe Calgary.Art

Association.?% - The main object of the club was "the encouragement of
w95

o

1nterest in art in the west " both "aesthetic and applied arts,
In 1912, the Association provided classes in drawing and painting, tﬁe
instructors of which were Baxter and E.:?/ﬁrooker, Supervisor of Art in
the Calgary Public 3chool system, 96 |
: In April of 1912 the Calgary Art Association held its first, and
apparently only, exhibition of members' work. Among the approximately
200 - pictures, Baxter'§ portraiturelwas praised.97 Soon after April,
.. when she was still mgntioned as one of the association's teachers,

Baxter seems to have left the province and returned to Hinnipeg In

1913, she is listed as port: ait artist in the NinnipegﬁDwrectQ_y and by

1915, as supervisor in drawisg for the winnipeg Pub11c School system

" The fact that she exhibited with the R.C.A. in a special 1914
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exh;bition in winnipég may have ass1s€ed her in ougpfning this position
which she apparently held until 1929.98 She moved to Vancouver
Island at some point for by 1925 she was a member of the Island Arts
and Crafts Society and exhibited, mainly portrairs. it appears, with

that group until at least 194499
A. small watercolour, The Three Sisters (Plate 58), from c.1917,

in Lhe Glenbow Museum. fs the result of one of her summer sketching
trips to Banff. Although she was a member of the Alpine Club Baxter
does not seem to have been an ardent climber.'00 The work is a
| typical mountain scene, viewed'from below. The foreground of The”Three
Sisters consists of a road (rather than a lake or river, seen in meny
‘alpine scemes in ‘this study) leading into the work, without any
particular foreground interest or use of the framing devﬂces often seen
in eariier watercolours. However, 4t is abtypical sme11, waterco]our
: alpine scene w1th mountains ranged benignly in the background

Another early artist/teacher in Ca}gary was Arthur Hutton (active
1904-¢.1960) who taught at the Provincial Normal School in Calgary
between 1911 and 1944, In a 1921-22 school publication, Hutton was
referred to as an instructor in Industr1a1 Education.'9'  Two undated
watercolours of Rocky Mountain subjects bj}him are in the Alberta Art
' Foundation. They reveal Tess ability than his later works and
therefore probably fit within the per1od of this study.

Hutton was born in England and attended Birmingham University
between 1899 and 1901.102  His art training appears to have been
related to design ur commercial art. He emigrated to Canada soon after

'1901'and‘between 1904 and 1909 was'Superuisor of Art and Penmanship in
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’ the'Edmonton.Public School system.]°3 He also taught art 1? msnual

training at high schools('in Vancouver and Owen Sound Ontario and in _¥

1911,  began to teach at the Calgary Norma] School.‘oq Hutton does
not:séem'to‘the pfqygd a bart in tiHe gar]y development of art n
Calgary. He is not mentipned_in newspaper‘accou;ts'of the‘formatiod of
the ‘Calgary Art Association. 1n-'1911 and 1912. His early pawnt1ng
ref%ects the draughtsman that he was and has Jittle expressiveness. By
the 19305. he produced some de}icate watercolours, including mountain
~ scenes, which suggest thaf he took advantage of the artistic atmosphere
in Calgary which by the %ate 1Q205, sa%TEhe establishment of classes

taught by Lars Haukaness and A. C Le1ghtoﬂ}\ A watercolour in the

Alberta Art Foundatfon, Collection, Yamnuska Mountain (#ﬁate '59),

revea]s the hand of a draughs;man. Picturesque sidescreens of “trees

! C 188

. provwde compositional elements in a topographical work whmch depIcts . S

" rock face wgl] known to‘ciimbers
- Reginald Harvey {(1888-1973) was another Ca]gary art1st/teacher
who, 1ike Baxter and Hutton, had come from Great Britain. Arrxving in
~ Canada in 1912, "he moved to Ca]gary in 1917‘where he was Supervisor of
Art in the‘pub1ic. chool system from 1922 ﬁntil 1931,105 Harvey had
trhil d at Hart1e£i)University Col]ege, Southhampton, the Yarmouth

School of Art and the Regent Street Polytechnic in ‘London. 106

By
1919, he was exhibiting in the Calgary Exhibition,'07 and by the late
1920s,. in exhibitions of the ‘0.S.A. and the Art Association of
Montreal.108 Such exh{biting practicés may réflect his’ association
with 'Haukaness and “Leighton, with whom he ofte:’ ;ketfhed in the

mountains and foothills. | Harvey, who was influential in the
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dévelopment4of art in Calgary, had recommended Leighton as art teacher

at the Southern Albert* Institute of Technolggy on the death of
. ¢ . . v
s in 1929.‘09 Since pafntings by Harvey known to be from

LN

cated, a Glenbow Museum watercolour is used
as an example of s stylistic similiarities to the\work of
Leighton suggest that it was done in the late 1920s or later. River of

the Mountaim (Plate 60) is a competent and well composed alpine scene

with mountains framed by'trees. Elements which related to Leightdn's
i style include palette and decorative flattened treatment of trees and
H mountains. - '
‘ Another Calgary artist7teacher who likely painted in the Réckies
‘wifhin the period‘was Lbo Earl Pearson (1883-1952). Unlike most early
hC@ﬁgary arti%ts, Pearson's art education had taken p]a%e in the United
States, at the. College of Fine Arts, University of Southern California,
and at the Art Students' League in New York. He came to Alberta fin
1913 and became an instructor at the Provincial Normal School in
Camrose. He also served as instructg' at the summer school for
teachers at the University of Alberta énd, beginning in 1916, .at the
Provincial Institutg' of Technology and Art. Thus, the
artist/teachers—from the Art Association, the Normal Sghoo] and the
public school ‘systems--were the earliest of the artists who settled in
Calgary and painted in the Rockies. As there was not sufficigpt
support for professional artists in the city it was necessary for them
to work as teachers, _

In Edmonton, a similar situation existed. A British-born

artist)teacher who painted in the Rockies during the period is William
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Johnstaone (7-1927). :;aﬁktone came to Edmonton in \512 from Edinburghq
where he had apparently studied art at Watson's College, the same
school that Gissing attended. In the Edmonton Exnibition of the
following year, he exhibited éfchings which fncluded Tandscape
subjects,"o Some of the etchings were accompanied by the copper
plate, thus illustrating the ‘“process of producing prints.”"]

John QQE doés not seem to have worked as a printmaker for- long after
his rrivafiin Edmonton. - Although he exhibited etchings in the 1923

[y

Art Club exhibition, the titles almost al) suggest Scottish or European

‘subjects. The 1914 Edmonton Directory 1lists Johastone {i‘ an art
teacher and intermittently thereafter as an "artist." He taught art at
the tdmonton Technical School, at the high school at Hetaskiwin,‘iz
and in his own studio. For many years he exhibited in the Edmonton
Exhibition, often winning prizes for his portraits and landscapes in
watercolour and 011.]]3 He was a f6undin§ member of the Edmonton Art
Club whose first annual exhibition in April, 1922, included at least

=

seven Rocky Mountains works by.him from the Jasper and Yoho National

parks.”4 -

. Although Johnstone was known to have paintéd frequently in the
mountains during the summer months, _ﬁo works before 1924 have been
located.'!5 A wateércolour Jn the Univérsity Collections, University
of Aiberta. is Mt. Robson (Plate 61), dated 1924. It is possibly the
work of the same title exhibited in the 1925 exhibition R the club.
Prices in the catalogue suggest that this was the least accomplished of
Johnstone's ggbmissions.1]6 The well composed watercolour view of

Mt. Robson reveals the careful draughtsmanship of Johnstone's
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printmak ing backgroond. The by now well known format of body of water
leading &o the . compos1tion. backed by mountains, {is depicted with
1 ynited hues.

Another early artist/teacher in Edmonton whose early paintings of
the Rockies have not been located, was J. Gordon Sinclair (1889-1980).
Sin‘clnr took private lessons from‘NHHam Johnstone between 1913 and

1918 and\hs' art‘instructor at the Edmonton Technical School between

71919 and 1941. Me was secretary of the Edmonton Art Association and a

founding member of the Edmopton Art Club in whose first exhibition he
showed -at least one watercolour of a Rocky Mountain subjc\ect. Victor
Reid (1879-1936), who was a school principal in Edmonton for periods .
between 1914 and 1919 at 1east,]17 and likely taught art, also
exhibited mountain paxintings in the 1922 Edmonton Art Club exhibition.
Like Johnstone, he hqd exhibited in the Edmonton Art Association's
large exhibition in 1918 when his work was :ifgnred to as “decidedly
different in technique."’”@_\ He taught art a‘t"'/ﬁount Royal College in
Calgary during the mid 1920s and Teft the prov:ge in 1927119

Rn. early amateur painter in- Edmonton who did not teach art was
Robert,Campbelr(1883-l967). Although he 1ikely painted in the Rockies
before 1924, most of his Rocky Mountain paintings date from a Tater
period. CampbeT™ came from Scotland where he had studied for'iwo
sessions at the Dumbarton Acaden?y Art Class.'?0  soon after his
arrival in the province in 1906 he began hdohesteading at Minburn, east
of &dmonton, Hhﬂe in England during the First World War, Campbell
took lessons,? Victor W. Burnand. an English portrait and landscape
_painter who had studied at the Royal College of Art On his return to

*
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Canada, he Yived in Edmonton where he ibrkcd as 2 plasterer and dentyl’
technician, and‘-painted in his spare time. In 1919, he began to
* exhibit Mintings and drawings in the Edmonton Exhibition'?! and in
1922, 1ike William Johnst J. Gordon Sinclair, he was a founding
. mémber of thé Edmonton Art Club. Later, he became a sketthing partner °
of A.C. Leighton; and some of his‘ Tater watercolpurs bear the

unmistakable influence of that Anglo-Canadisn watercolourist.122 A

=

watercolour of a Rocky Mountain subject which is likely to date from

g

the period, is The Bridge, Athabasca Falls (Plate 62),\in a private

collection. A small watercolour, like many of ijpbell's works, it
reveals a soft wash treatment of the mountains without the stagéd ’
feeling freﬁuéhtly a\]udedAto in this study. Cool greens and the white
of the paper showing through lend charm to the work.

Alban Cartmell (1871-1957),°who arrived in Edmonton from Englgﬁd 4
in 1923,]23 1ikely painted in the Rockies. However, he pqeférred
atmosﬁheric snow scenes. Titles of works by him in the Edmonton Art

Club exhibition of 1925 do not suggest alpine subjects.

Sumparz A

" As outlined in this chapter, the first painters of the Rockie§
who settled in the proViﬁce, were naturalist‘pasnters witﬁ a suspicion
of trends in modern art. Rungius and Browne produced paintings of the

mountains and the animal$ which inhabfted them for a conservative

3

“eastern American clientele. That some of‘kungius' attempts to paint fn‘
a freer manner were rebuffed by his most important patron has been

revealed in correspondence. Gissing, too, worked under the constraints

.
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of & conservative -public in Alberta, although the period’ of his
popularity 1s beyond the time frame of this study. The painting of
Drumond-oavu. who came to the province w((h commitments to paint
animals for later {llustration .in England, also remained vnll within
the .bounds of .naturaliswm. Thus, these artists may be seen as
natura‘ﬂst painters whose clientele demanded such representations
Although Rungius continued to live in New York for parts of the year,
he, 1ike Browne, was not part of the experimental groups of painters in
New York. Neither painter s known to have belodﬁed to artistic
organizations which -pursued new directions in art. In fact, they were
more likely to belong to conservationist or hunting organizations.

For the mainly éritish artist/teac_hers, \the Rd_ckiies with their
sublime and picturesque associat'ions; would have been a compelling
subject. Most:of these artists had 1imited training as painters but
.were familiar wlith Englishvudtercolour styles. Klingle states -that
R.C.A. exhiblitions in the vpro'vim during the period dlso reinforced
the British landscape ygradition.lz‘ The presencé of these
artist/teachers, with their background of English watercoldur painting,
and the arrdval of' A.C. Leightdn in the late 1920s meant that the
Rockies continued to be portrayed in a romantic €nglish watercolour
‘style well into the 1930s.

The Banff painters also shared the fact that significant parts of
their careers were spent as 1'Hus"trator_'s. Both Rungius and Browne
produced 111ustrations" for spdrting magazines and books and both
produced Hlustrative material for the C.P.R. Drummond-Davis was sent

“from Great Br‘ltain 4s an animal illustrator of calendars. post cards



and similar material. Gissing produced calendars, Christmas cards and
posters during his career: Thus, images of the Canadian Rockies
continued to be widely disseminated. |

. These artists shared a love off the muntuns and 2 familiardty
with the1r “terrain wijich could not be experienced by most oreviods
"painters. After -living in ,the Rockies, Rungius turned more attention
to landscape painting. -Browne made clear his feeling f_or ‘the Rockies
in his, painting and writing.' Both he and Rungius Seem t.o have felt an
endurmg attraction to the Rocky Mountains as romntic sub_)ect‘ This
attraction is emphaﬁzed by the fact that they both lived in Banff for
- leng periods even though there was no artlstic community there. It was
nof until 1933 that A,C. Leighton first began to teach students at
Seebe, near Banff, . ' '
‘ The Banff artists saw tr.\e Rocky Mountain landscape not only as a
compelling landscape subject but also as the h.abi'tat of the wild game
that they painted and sometimes killed. Like Drummond-Davis, Rungius
was for much of his career primarily an animal painter. Belmore
Browne, in his illustrative work, often painted animals of alpine
regions. Both Rungius and Browne had been humters before they arrived
in Banff. Rungius had originally come to North America as a hunter
and, throughout most of his career, to him the lure of the mountains
included the thrill of killing anima’i_s' .under dangerous circumstances.
It might be suggested that he was a consumer as well as a painter of
th_eA Canadian alpine landscape. Both painters were closely connected to

the powerful conservationist movement in the United States, as today

the animal painter, Robert Batemen is a supporter of the Canadfan
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movement. Rungius was supported by the movement_ and quéne‘uwas an
active ﬁarti;ipaﬁt ‘and _worked towards the establishment of national
parks ;1 the United States. Neither hunting nor painting of animals
was a reai concern of Rbland Gissing. It is likely, however, that had

’there~’n a conservation movement in western Canada, he would Qav'e
‘ N
been an avid supqpn;er for he had a strong aff{eetion for the landscape
_ N
in which he lived for much of his life.

, The role of the railways; in particular, the C.P.R., in assisting

artists to reach the Rocky “Mountains is evident here as it is

throughout the period. Both RungNus and Browne travelled on C.P.R.
passes. The ava{1abitity of free passes for artists and others who :
might promote the railway was well known im Banff. Jimmy Simpson

~ likely obtained a pass for Rungius in 1910 and it is known that Rungius

soon caught on to the p(actice of requesting passes from the company}

The painting of these early artists doesT not seem to have
influenced later Alberta béinters. Rungius \and Browne's connegtion
with the eastern United States Hgs been outlined. Beginning in 1921,
the landscape paintings of ~ceJkra1A Canada by tHe Group of vSeven
gradually became known and accepted in the province. As mentioned,(:n
exhibition of their work was shown in both Edmonton and Calgary in 1921
and -such exhiSitions continued _intermittently during the decade.!2>
The 1924 arrival of Gfoup members in the Rockies “has been noted. -
Later, the estab]igﬂment of the art depavtmént at the Provincial'
Instifute o{ %eéhno]ogy and Art under Lars Haukaness, followed by A.C.
Leightob, made Calgary the centre of professional art instruction by

: ”~
the late 1920s. Leighign's prefénce, with his bighly competent English

-
~
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watercolour technique ,and strong confictions, continued the acceptance

among certain artists of the Brit}éh landscape tradition. Mus, other
and stronger influences were at,@%rk in the pfﬁvince. A]Lhough he was
initially influenced by A.C. y@ighton, Gissing seems to have worked in
stylistic isolation from otyér professional Alberta artists dur{ng his
long career. He did not’ggnsistently incorporate into his work a sense
of expressive colour gf/ design, but continued the tradition of the
naturalistic 1andscape'view, a kind of 'prettified' Alberta landscape.
His "pot-boilers" and popular paintings contributéd to thé'fact that

eventually many artists came to consider Rocky Mountain paintings as a

cliché. N .
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- + Chapter VI
CONCLUSION

The art:fts who painted in the Canadian Rock fes during_,thg :
C* period, 1845 to 1923, ranged from qf:teurs travelling through the
'Jquntains during the pre-railway era, to painters within the mainstream'
of westérn European and North American landscape painting. The
earliest are representative of the late Romantic and the latest, of the
Modern peripd when artists, as Kenneth Clark writes, were driven“by *a
| common and powerful impulse . . . to abandon the 1hitation_of naynrdl\

appefranceiiﬁ] - \
Many of the paintings examined have revealed that, throughout the
‘périod..the use of picturesque codventions was considered appropriate
for the .depiction of alpine scenery. The. way of seeing alpine
laﬁdscape in terms of such formats, related to the eighteenth-century
British' development of viewing landscape as scenery, meant thgt certain
specific views or prospects came ‘to be considered® more worthy of
attention than others. To varying degrees, artists fo}lowed
picfuresque conventions as well as the tenets of a watered down
classical composition which had as it forebear the well-known formats
of Claude Lorraine. Thus, by the early nineteenth century, "a peaceful
scene, with water im the foreground reflecting a 1um1npus sky and set

off by dark trees,- was something which everyone agreed was

)

beautiful."2 Amateur artists were particulérly prone to these
cénventions. Without intensive training or stimulation of fellow

artists, they often furned to instruction books which -advised an
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adherence to such formats.d : '

Throughout this study, instances may be found of paintings of the
Rocky Mountpin llkU$CIDQ which di;play. to varying degrees, the format
of mountains in the bickground; middle distance of valley, lake or
river, and foreground framed by fm(chh could eTso be in the
middle distance) and 'provided with déta%ﬁs iuch as rocks or typical
"picturesque elements like shattered tree sfumps. In the more Claudian
version, the ?oregrOund tends to cpntain less or no detail and the.
middle distance is emphasized. As a result of this adherence to
picturesque'convent;oﬁs. and its accompanying interest in the prospect,
few painters depicted such occurrences in the Rockies as the forest
fires fréZuent]y mentioned by artists. The main objective of most of
the early painters, it appears, was to bring back appropriately
romantic scenes ot.the wilderness of the North Ngst. As they did not
include a?ﬁ(rner\:ﬁbﬁg them, these artists chouxt to portray the
horrors of fire or avalanche in the mountains.

As the century wore on, specifically picturesque conventions
became 1gss apparent, and ‘1tﬁ is often particularly the mood which
remains ‘in many paintings. In the 1840s, H.J. Warre's watercolours
suggest distinct picturesque elements such as sidescreens of dark trees
silhouetted against the middlé' distance. By the 1880s, pictﬁresque
conventions are still apparent in the work of, for instance, T. Mower
Martin, Lucius O'Brien and Edward ﬁoper but are less Aobviouﬁ]y
applied. After the turn of the century, Thomas Fripp, for example,

painted the Rockies and coastal mountains in such an English

. wétﬂqcolour style. Some of his compositions, like those of Bell-Smith,

7



are of the upper alpine areas, Eut bot'h artists tontinued to produce,
“and obviously fOt.md a market for, set alpine views applying variations
of the .formhtioned conventions. Besides these painters, some of 'the
early artist/teachers in the province who ‘nint«! in the Rockies used a
typfcally English .watercolour approsch well bdeyond m nd of the:
pef i{od under censideration.

Tpe study has also expectedly revealed that by Yhe late 1880s
Frenc'h te;hniques and sensibilities \ge:e affecting the uay; in which
the Rockies were being~painted. An Bbvious change is the concentrzmon
on oil paiht, rather than watercolour. By that time severa! Canéian
painters, one of\Yhom was William Brymner, were studyihg in Paris.?
Bes_ides ;eceiving a firm academ\ic foundation, art students in Paris in
the 1880s would have been aware of an increasing interest in the étude
or sketch drawn from direct observetion of ﬂa:t'ur‘e.5 This practice
had peen encouraged by the admiration in France for BSrbizo‘n painters,
- which had slowly undermined the taste for Q‘studio-cona‘lved 1andsc apes.
Also by the T880s, artists of the academies were becoming aware of the
new -techniques .' being practiced by the‘lmpressionists. Thus, we have
seen in some .of the work by William Brymner., unusual viewpoi:wts. more
concentration on figures and an 9ttempt to paint the subject in a
broader and generalized manner. A » less attention to detail gqr
accurate depiction of depth and concentration on the 'effect' have been
seen in paintings by Mary R. Hamilton, Inglis Sheldon-Williams, Homer
Watson and J.W. Beatty. Be'H-Smith adopted 1loose brush strokes,
limited detail and a gtrong interest in at;nosphere in his later
paintings of the Rockies. Carl Rungfus f’bviously absorbed some

A
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Impressionist and Post-Impressionist techniques which he would have .
seen represented in Berlin and New York. Others who appear to have
been influenced by French p§i?;ing techniddes were the painters living
in Vancouver, Henry J. de Forest and Alice Bla® Thomas. However, b§
this time, near the end of the first decade o# the century, téchniqu@%
which had originated in France_éuere' bécomiﬁg genera1]y diffused
throughout centres in Europe and North America. By the second decade
of _*the century, some“’painters of the Rockies were turniﬁg to
Post-Impressionist ideas. “A.Y. Jackson is the most promineht;' but
Charles Simpsén's illustrations reveal exaggerated colour and a concern
with pattern. Jggkson, of course, further developed such elements
although the McMighae1 Collegtion sketch does not fully i]]usirate, for
example, the simplified forms and intensified colour that he was
employing by tﬁ?fjfime. Jackson's relation to the Symbolic landscape
painting of northern Europe has been related.

Mention must be made of the large mountain landscapes of the
18905 and early 1§00$ commissioned by the C.P.R. In the United States,
the importance of the sub]iﬁe in 1ands¢ape painting, among some artists
and theif patrbhs, persisted dﬁring the nineteenth century. Robert
Rosenblum describes this phenomenoﬁ as a "native tradition" and refers,

'expected1y, to Albert Bierstadt, Frederic Church and Thomas Moran.6

In Britain, the previously-mentioned 1arge’paintings by John .Martin of
bib]ical\“subjects set in catﬂgﬁysmic mountain_ settings' also stand
withinvAthis tradition as well as that‘ of the é?anorama and. diorama.
Howéver, by the time of most of the bainting in the Canadian Rockies

large paintings which evoked sublime emotions were no longer acceptable

a -
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to the majority- of enlightened patrons in the Uni;ed States and
Britain. Bierstadt had fallen from favour’by the 18865. Likewise in
Canada, such monumental depictions of sublime nature were not favoured
by col]ecto;s by laté century, which witnessed, for :exampTe, a
preference for Dutch painting by wealthy Montreaf.collectOrs. Thus, it
appears that the very large' canvases executed for -the C.P.R. were
'anoma%aq! among landscape paintings being produced at that time in
Canac gardless of their size, they do not seem to have been

consider2d as significant developments in 1andséape painting. Thus,

for example, the eight-foot wide Kicking Horse Pass by William Brymner,

of 1901, was not exhibited in the R.C.A. annual exhibition, but
presumably was shipped direct to the C.P.R. without coécern for its
appeal to public and critics. Paintings ]iké this were apparently seen
as peéu]iar to the tastes of the magnates of the C.P.R. and as
appropriate to tHe walls of C.P.R. hotels.

The study has revealed the influence of bhotography on  some
paintingi/of the Rockies. By the 1880s, the decreasing awkwardness of
photographic equipment allowed artists, many miles bem their studios,
to fake photographs as aids to future paintings. “The effect of
photography on the painters in this study, though difficult to
ascertain, was significant. This relation is particu]ariy true for the
early landscape pgihters sponsored by the C.P.R. Several had worked in
Nptman Studios in Montreal, Toronto, and Saint John. These inc]udqu.
John Hammond, Frederick Verner, John A. FraSer, George Horne Russell

and Robert F. Gagen. Painters of the Rockies who Vworked’ for other

photographic  studios included William Armstrohg and  Frederic

3
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Bell-Smith, The American artist, Frqderic Remington, made e}tqe
use of photographs.7 Artists working for Notman touched ubﬁ nd
actually painted photographs Some of them worked for the firm for
Torg periods. John Fraser's association, for example, lasted 20
years. The case of Eraser's commission from the C.P.R. to paint
photog%aph-derived 1andstapes, which were subsequently praised in
Eng]and as evidence of "a new ?choo1 of Art," has been related Ann
Thomas singles out certa1n Rockk Mountain painting$, such as those by
Fraser and Hammond, which were obv1ous1y based on photographs. The
elements wh1ch reveal this reliance include exactitude of deta11

uniformity of surface qualities, and exaggerated or unnatural co]our

as well as a composition which is not arranged according to pictorial

\
conventions of naturalistic painting. Moreover, the paintings often

ll8

exhibit the qua]ity of "a moment stopped in time. The close

proximity of photographs to landscape b;;ﬁiings by Be\1 Smith has been
described. Taking advantage of the availability of photographs, J.
Colin Forbeéﬁentered a painting of the Rockies in the R.C.A. exhibition
of 1884, before aﬁy paintené had visited  the region by train. Notman
photographs were—sold on the—trains, at all major stations, company
hotels and resorts a]oﬁg the line, as well as ai major stationery
stores and hotels across Canada.9 As the twentieth century turned
away from the naturalism that had been demanded of its 1mage‘makers,
photography ﬁﬁkygg less of a role among landscape painters.

‘ Both artists' and writers' accounts during the nineteenth centu:} .
and into the twentieth describe the Rockies as sublime or as havigg,

qualities of grandeur. However, except for the large works
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commissioned by the railways, the visual depictipn of the Rockies as

sublime was less apparent. warfe,'in Sketches in North America and the .

Oregon Territory, refers to the mountains as "grand in the extreme" and
A

~of his feelings of being in an ”Aiphitheatre of Mountains.towgring over
each other." In some of the 111ustratﬁo&$ he, attempts fd depict this
effect. However, by the ﬁ8705, the language of description and the
Qisua1 depiction of mountains seem to have moved farther apart. R.B.
Nevitt described the mountains as appearihg to "pierce the empyrean and
possibly to supply the ‘Fountains of eternal peace'," suggesting .a
Ruskinian attitude to mountains; yet he painted them in the: soft,
transparent watercolour of earlier English painting. O'Brien referred
in letters to feelings of "awe" in connection with the “stern majesty"
of the Selkirks. However, several of his paintings include picturesque
compositignal efements, with mountains gené?y shrouded in mist. In the
nationalistic publication, Canada, of 1907, the “grandeur" of the
Rockies is stressed by poet Wilfred Campbell (who had not visited the
Rockies), whereas they are illustrated as typical views employing
picturesque conventions by T. Mower Martin. In 1917, a Calgary review
‘ of the paintings by the American artist, Leonard Oavis, provides
another case. . The known examples of Davis' paintings of @he Rocky
‘Mountains suggest a sense of stillness and harmony reminiscent of
American Luminisnu"yet the reviewer refers to his paintings of the
Rockies as displaying "sublime grandeur." Thus, ‘the Rockies were
described within the tenets of one convention and visually depicted
within another.

Written descriptions of nature in language which seems prescribed
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are also discussed by writers_ of l%terary history. A recent. study of

o

the’applicafion of the picturesque: to North Amézifan landscape employs
the terﬁ "aesthetic baggage" to explain the landscape perceptions of
nineteenth-century 8¢zt{sh travellers. 10  The way in which these
visitors, who had come directly from England or were influencegwﬁﬁy
‘British aﬁtitudes, ‘saw the landscgpe was coﬁgured by the "aesthetic

!

baggage" which they carried to the -new country. The landscape in
Canadian literature is the sybject of‘another study'which refers to the
“conventionalization,” by way of picturesque and sublime "canons," of
"1andscape in Canadian prose. The authér writes that “"the
conventic- »#gation process is a major mode . . . untf] the twentieth.

wli

century, |

For some of the. English or English-trained artists discussed in
this study, it méy be suggested that the conventionalization of the
ﬁockieS' as carefully composed scenery was a means to control the
overwhelming experience of trave]lingAAmong the remote and little-known
mountains of the North west; They wished to see the wilderness become
civilized to meet English sensibilities. The fact that the
illustrations in travel books  such as those- of William Bartlett
revealéd a sihifarity between the .scenes in Canada wnd Switzerland
gives credence to this asser'cion.]2

In some respects, artists were lured to the mountains. The case
of the C.P.R. is obvious, but other factors were influential.. The fact
that prints and pzﬁlgshed_i11ustrations of the Rockies were producgd in
relatively large numbers since the area was first visited by artists in

the mid-nineteenth century, likely influenced artists. Not only Warre, \\
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but aristocratic travellers suth as the Earl of Southeék,'Lord Milton
and Dr. Cheadle, the Marquis of Lorne and Lady Aberdeen produced
illustrated travel books which included scenes of the Rocky Mou‘%%’qs.
Iﬁ the case of Milton and Chéadle, sketches apd photographs 'w;re
produced from various sources. The Canadian Pacific and Canadian
National railways céntinued to produce travel publications illustrated
with paintings and photographs of the Rockies well into ‘the twentieth
century. Besides these publications, from the mid 1880s photographs of
the Rockies were readily available. These various images would have-
helped to maintain the visual habit of seeing fAandscape by way of
previously-mentioned formats.

A consistent undercurrgﬁ% which accompanied the 1lure of the
.‘mouq}ains as visual subject matter was the climate of expansionism
which, by the 1860s, as Doug Owram states, was "interwined" with
nationalism. From the 18405 expedition of Henry J. Warre, who was in -
the West to obtain information for the British government regardipg
American western expansion, to Jackson and Beatty, whé.went to the West
to painf for the C.N.R. as it pushed its line westward in 1914, this-
ideal ;eems to be'ﬁnherent in the attitudes of most of the pa%nters.
In the 1880s, the C.P.R. artists produced paintings and 11iustrations

promoting western exp One of them, Lucius Q'Brien, had already

provided illustratigns forvthe nationalistic publicatiom, Picturesque
Canada. He 1is descAibed by Dennis Reid as setting out to motivate
other R.C.A. artists Jfto seek a supportive 'sbirit"in the énvironment,
which would express the new federal idea of/a nation linked in common

purpose from sea to sea."!3 “An 1891 review referred to 0'Brien and
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Bell-Smith as painting "our Rockies." S.A. Curzon wrote that their
- Rocky Mountain paintings bofe "a message to which we are not yet fully
awakened, 'Yours, Yours, Yﬁﬁrs. Ye Canadiéns'."’4 This attraction of
the idea:”bf expaﬁsion to central and eaﬁtern Canadiaﬁéﬁﬁfs' also
suggested by the continuing pppularity of the western paintings of-
Frederick Verner. The painter who knew the West first-hand, John
Innes, saw himself as the 'Canadian Remington' who was preéervi'g the
1mage$ of the disappearing life of‘the West. Expansionist sentiments

in connection with his’ paintings are found as late as 1929. The

exhibition catalogue of paintings by Innes, titled~The Epic of Western
¥ Canada, reiteratesmpaurier's assertion that the twentieth century is
Canada's: "It is yet only morning in the North~West-~Come in on the

flood-tide of Opportunity!"

“Nationalistic concerns were detrimental to aesthetic concern§ in
some cases. Referring'to post-Coﬁfederation Canadian poetry, Northrop
Frye suggests that poems such as Charles G.D. Roberts' (1860-1943) “An
Ode for tﬁe Caéadian Confederacy,“ are examples of works in which the
poet is not sincere, "and the clue to his poetic insincerity is the
remote surveying vision that “is really focussed on nothing but a
map."]s In this, Frye appears to mean that the poet has become
caught up in the nationalistic and expansionist enthusiasm of the day.
,‘ His criticism of post-Confederation poetry may also be applied to some

- of the landscape paintings which have been discussed in this study. In’
particular, some of the large, bombastic paintings commissioned by the

C.P.R. in the 1890{i§eem devoid of expression qnd "focussed on nothing-

- but a map." THe insincerity of these paintings has been shown to be
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lérgely a result of C.P.R. directives which emphasized the need for
propaganda, rather than art. The'paintings of John lnnes, who stressed
the importance of accuracy -over aesthetics, also are examples of
artistic( ixpreésion being diminisﬁéd in favour of nationalistic
concerns. “ e ,
The pdtronage 'Sf the - C.P.R,;, associated as it was with the
nationalism an® expansion_of'the late nineteenth century has been dealt
-with in- Chapter IIl. Besides Frye's suggestion oﬁﬁﬁtheF "obsessive"
nature of the concern"with railway building and exploration in the
Canadian imagination, for landscape painters the reilway was a means of
.reaching”diﬁtant landscape subjects. In ]87§g a reviewer pointed out’
the need for a rai]kay which woqu allow painters access to the "vaster
fields of the significant but, as yet, too inaccessible scenery of the
North-west." 1 Not only did the C.P.R. provide this access, but
during‘the heyday of its patronage, the cdmpany assisted arﬁﬁfis in a

wide range of activities. These included the providing of railway cars

to photographers and painters, the distributing of railway passes to

artists for trave’ ~ - 2ockies, the prescribing of subject matter,
the purchasiné L « - some of which had been commissioned), the
arranging or una=—a. € - 2xhibitions, the soliciting of favourable
reviews, and, mo: - ‘'-- ly, the influencing of art. institutions

through the membership of the C.P.R. elite on boards. Thus, a
substantial number of paintfngs of the Rocky Mountains would never have
been painted without the involvement of the C.P.R; This situation was
apparent to some contemporaries. In 1888, the writer for "The Week

lamented the f}arbe‘ number and . lack of variety of paintings of the
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Rockies at the R.C.A. Exhibition. The role of the C.P.R. was noted
when the reviewer referred to the mountains which were "named and
designated to suit the inordinate vanity of thg’ directors and
projectors of the C.P.R." The painters themselves complained of the
C.P.R. demands. In 1886, William Brymner expresseg dismdy at the large
sizé of paintings he was expec&é&-to produce and John A. Fraﬁer had

- . difficulty in meeting the demand for paintings based on photographs
supb]ied by the company.

Artists were not the only recipients of passes to th@ mountains;’
‘elite' travellers were also given this privilege on the condition that
they write and have published 1ettérs pr ybooks relating to their
travels. Edward Roper seems to have comp]iek‘with more than one of
these conditions; publishing a book, 11iustrating it and providing the
company with paintings. . For writers who could nof furnish their own
illustratibns the company supplied them with photographs. . 4

Allan Pringle's valuable study on the pat%onage of the C.P.R. up
until 1900 made extensive use of C.P.R. correspondence during the
period. Little correspondence from the post-1900 period remains
extant. This is partly due to the different modes of artist support
practiced by the company after the retirement of Van Horne. Pringle
states that in 1896 the company reduced its commissions of pafétings of
the Canadian wesi:17 However, as has been revealed in this study,

_the company continued to support painters of the Rockies. In 1914, it
was joined by the Canadian Northern Railway and, it appears, the Grand
Trunk Pacific Railway; and by 1924, by the Canadian National Railway,

which had incorporated the latter two.
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It has become apparent that, from thg mid-1880s until as late as
the 1960s, painters who wished to paint in the Rockies cuStomarily
approached the railway companies to obtain free transportation.
In1t1a11y. as Pringle has noted, members of the R.C.A. and those with
" international repu;ations were the most successful. The .painters who
are known to have received assistance from Canadian railways after the
turn of the century included the Americans, Frederic Remington and,
probably, Léonard Davis, as well as Charles Simpson, Inglis
She]don-wiljiams, Emily Warren, A.Y. Jaékson and J.W.. Beatty. In the
West, Carl Rumgius and Belmore Browne, the early professional artists
living in the province, were frequently issued passes by the C.P.R.
The fact that they both sold their works in New York and thus promoted
Canadian scenery in that city, likely acted as an added incentive to
the company to provide them with assistance. The. question arises of
whether or not they would have spent less time in Banff were it not for
the C.P.R.

By about 1915, the C.P.R. seems to have preferred to commission
murals and panoramas rather than easel paintings. The murals for the
C.P.R. station, 1likely commissioned in 1916, have been mentioned.
Large panoraé; "views" were exhibited by the company in the 1917
Calgary Exhibitjon and the 1920 Canadian National Exhibition in

Toronto.]8

The company continued to commission or supply passes and
other assistance to artists up to the 1950s. A;cording to her
biographer, Emily Warren was still péinting for the railways in the
1950s and in 1964 the company commissioned 18 artists to ‘paint scenes

of the Nationql,Earks«£er‘(be interfors of observation cars. '’ ~

\
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Thus, the C.P.R. and, to a Jlesser extent, the other t'?:ree
railways, played a significantly large 'part in the proliferation of
paihtings of the Rocky Mountains which was partdy reSp?nsn:le for the
subject eventually béing considered a cliché by artists. From the
moment the company first sent photographers West, through the heyday of
patronage of lahdscape painters, tb the production of publications,
posters, pamphlets and brochures, the C.P.R. and other Yailways placed
before the public a Lonﬁtant streams of phdtographed, painted and
printed images of “the Rocky Mountains. Thys, it is-. impossible to
. separate painting in thee Canadian Rockies from the role of Canadian
railways.

The fimst resident painters, ‘it has been seen, tbok a
naturalistic approach to painting in the mountaips. Browne and G%ssing
are seen clearly in this light. Rungfus' use of expressive colour and '
colour areas suggests an interest in Post-Impressionism. The f:ct that
paintings of Rungius and Browne for the most part were sold eutside the
brovince is a reminder”of the economic and demographic make-up of the
province during the period. Neith;r pamter played a dirgct role in
the development 'of alpine\ painting in Alberta, nor did Gissing, who
worked in relative isolation from the developments in landscape
painting in the province?r . iz'

Thesg early resident painters also reveal a relation with the
alpine landscape that went beyoﬁd that of most of the visiting
painters. Rungius and Browne were hunters, and the mountains to them

also meant the habitats of wild game. Their paintings and writing

about the subject_ofgﬁf reveal an intimate relation to the mountains.
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By the turn of the century. the Rockies as subject matter was
losing its appeal for most central Canadian landscape painters. qucﬂﬁ'
Stacey points ogut that the generation of C.W. Jeffebys '(which

immediately preceded that of the Group of Se%;n) rebelled against the
. ’ /

Rocky Mountain or C.P.R. School that waé identified with
the original Royal Canadian Academigians) not only because
they had a hard time escaping from their ‘elders, . . . but
because they wanted to establish the4r own priorities of
subject matter. . . . The Rockies had been ‘claimed’ by
the older Academicians.20

Certainly by the turn of the century, other than Bell-Smith, few
painters who saw themselves in the forefront of Canadian - landscape
painting‘ worked in the Réckies regardless of the “oppgrtunities for
assistance from the railways. - |
Another 1likely reason for turning away from Rocky Mountain
landscapes for modernist paiqters who spurned the traditional alpine

view, was the difficulty of the subject. C.W. Jefferys, who painted

112%5}f111ed ‘and delicate paintipgs of the prairies, wrote that when®

asked why he did not paint the Rockies he replied that "it Jjust isn't
possible to put on canvas the beauty of those mountains, particularly-
when they have so many different moods or effects. . . . They dwarf
one's ambition beyond reca]]."z‘ A.Y. Jackson, too, had viewed the
Rocky Mountains as wunsuitable subject matter for his talents.

Jackson's original reluctance to paint in the Rockies was partly due te

the cannotations attached to the subject by 1914. He was conscious, as

Naomi Jackson Groves points out, of the "big, bad mountain scenes" of

the C.P.R. painters. That this attitude had changed by 1924, four
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years after the establishment of the Group of Seven, is seen in an-
already-mentioned article by Jackson. That year, he wrote that younger
Canadian. artists could once agaim paint the Rockies, "confident in
_the}r knowledge of design and colour, and in their freedom: from
rebr;scntat1ona1 limitations which were so long accepted.“22

Jackson is, 6f course, referring to the fbrmal vocabulary, by
then adopted by the Group of Seven, which was partly derived from
Post-Impressionism. Hhen'he had attempted to paint the Rockies in such
a style ten years earlier;//ﬁe_ had found the subject somewhat
overwhelming (he pronounéed them "less paintable than  northern
Ontario").23 However, in 1924, with the success of the Group of
Seven already est2911shed and supported. by the presence of Lawren
H?rris. he approached thé' subject more successfully. This }924
appearance of the two Group members signalled a new interest in Canada
in painting the Rocky Mountains. » |

' This examination of the paintings of the Rockies between 1845 and

1923 has not discussed a particularly outstanding period of Canadian
landscape painting. The study's value resides rather in its
compilation of paintings of a particular subject during a particular
time in Canadian art history. Bringing together examples of the works
of most of the known painters of the Rockies during the period has
permitted certain trends to be observed anq‘conclusions drawn, Some of
these trends have already been accepted as elements in the deve]obmgnt
of Canadian landscape painting in general. ’

Of the themes that have come to light in this study, some are

sty]istic“and others are contextual. Some of these themes, such as the

L 4
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gradual appearance of French styles of painting fellowing a
predominantly English style adopted E? the 1éad1ng painters, uill‘be
»familiar to studénts of Canadian art hisgory. However, other topics
have also presenxed themsewes for possible consideration in future
studies. These would include. a comparison of the development of
landscape pajnting ih central and western Canada with particular
_embhasis on the paintems who settled in Banff before the establishment
= of thé Banff School; a further examination of the relation of landsc ape
photogréphy and painting jn western C(anada; and the roles of
expansionisﬁ; and nationalism in western Canadian landscape painting
before the First World War. Besides these themes, the sign{}icant
influence of the C.P.R. on landscape painting in the West seems to
merit further study particu1ar1y as it relates to the twentieth
century. As part of a st111 larger study, namely the history of
corporate patronage in Canada, beginning with the Hudson's Bay Company,

the C.P.R.'s role\could be further defined.
| The study has revealed that there was a large body of work

produced 1in the West which sprang from its own aspirations and

. v ‘ . :
‘motivations. This understanding necessitated Tt§“p€%ng examined in a

context separate from the study of central Canadian landscape painting.
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12 see William atty, Switzerland 1llustrated, 2 vols.,
- 11Tus. William H. Bartlett (London: Virtue, 1836) and N.P. Willis,

Canadian Scenery Illustrated, 2 wvols., illus.™William _H. Bartlett
(London: Virtue, 1842)

/
13 pennis Reid, "Our Own Country Canada," National Gallery of
Canada, Journal, 31 (24 Nov. 1978), p. 6; as quoted in Pringle, p. 35.

14 “S.A. Curzormy, Dominion Illustrated, 4 April 1891, p. 336. A
recent study of the short-Tived Tanadian periodical, Arcadia, also
points to- a conscious "“development of nationalist sentiment" in
editorial policies of 1late nineteenth-century English ;i €anadian
journals which was reflected in art commentaries. (Carol HMowrey,
"Arcadia and Canadian Art," Vanguard, 15, No. 2 [April/May 1986], p.
20). Fdr nationalism in Canadian literature, see Karen C. Altfest,
"Canadian Literary Nationalism, 1836-1914," Diss., City Univ. of New
York, 1979, ' :

15 Northrop Frye, “Sharing the Continent," in his Divisions on
a Ground, -ed. James Polk (Toronto: Anansi, 1982), p. 61.

. ’ . : .
16 The Globe [Toronta], 21 May 1878; as quoted in Dennis Reid
Our Own Counfry Canada ((ttawa: National Gallery of Canada/Nationaﬁ
Museums of Canada, 1979), p. 236.

17 Donald Atllan Pringle, First draft of “Artists of the
Canadian Pacific Railraod, 1881-1900," M.A..thesis, Concordia Univ.,
1984, Montreal, p. 212.

18 See "C.P.R, Exhibit One of the Best," Morning Albertan -
%Ca]gary], 4 July 1917; "C.P.R. at Toronto Fair," CTrag and Canyon

Banff], 11 WSept. 1920, p. 1.  The Calgary panorama was also - -

apparently shown at expositions in Sah Diego and San Francisco
(presumably the 1915 Panama-Pacific International Exposition).

19 A Wildernesss for All: Landscapes of Canada's Mountain
Parks, 1885-1960, exhibition catalogue, text by ETizabeth Brown and
Kllan’lr1ngle {Banff: Whyte Museum of the Canadian Rockies, 1985), p.
15, Many of these murals have been restored and .were part of an
exhibitign, titled "Murals from a Great Canadian Train," organized by
the McMichael Conservation Collection and the Vancouver Art Gallery in

1986. .
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20 Letter received from Robert Statey, 25 Nov. 1985.

21 C.W. Jefferys, quoted in "A great Canadian: West meets
« “fast," The Mercury [Estevan, Sask.], 16 Jan. 1939; as quoted in
- Stacey, letter.

22 p.y. Jackson, “Artists in the Mountains," Canadian Forum,
Jan. 1925, p. 113. .

"23_ A.Y. Jackson; Letter to Dr. James MacCallum, 27 Aug. 1914;
as quoted in Naomi Jackson Groves, A.Y.'s Canada (Toronto: Clarke
Irwin, 1968), p. 148, - :
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49th Parallel. ~Highest Peak KintTa Range Bears S5.35 W.,
J860, watercolour, 25.4 x 34.3 cm., National Archives "and
Records Service, Washington, D.C, : ) .
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Plate 3:
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@

Charles .W1lson,” Bowadary Pass, view from the summit

east,, July 29, '1861, watercolour,

SO ox 15 cm.:
Archives of British Columbia.
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Plate 4: Richard B. Nevitt, Rocky Mountains from Fort Calgary, c.1876,
watercolour, 50.8 x 76.2 cm., Glenbgw Museum, Calgary. .
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Artist unknown, View from the hill opposite Jisper House,
c.1863, illustration, 8 x 15 cm., in Viscount Milton ang W.B.
Cheadle, The North-West Passage by tand (London: 1865)¢# p.
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Plate 67, Ishbels
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7, Cascade Mountain, c.1894, watercolour, .
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Plate 7: A.P. Coleman, Mount Robson, c.1907, watercolour, 15 k' 9.6
- : cm., Glenbow Museum, Calgary. ) \;
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late 8: Josephine Crease, Mountains, 1923, watercolour, 25.4 x 35.5

. cm., Public Archives of British Columbia.
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Plate 9: H.0. Bell-Irving, From Above Stewart's Camp, Tunnel Mountain,
1886, watercolour, 16.5 x 24.2 cm., Glerbow Museum, Calgary.
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Plate 10: J.D. Curren, Mt. Ryndle, Banff, n.d., 0il on canvas, 30.5 x
*41.3 cm., Glenbow Museum, Calgary.
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Plate 11:

Paul Kane, Boat tncampment, Rocky ° Mountains, c¢.1847,
watercolour, 13.3 x 22.5 cm., Stark Foundation, Orange, Texas.
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Platé 12: Paul Kane, Boat Encampment, Rocky Mountains, n.d., oil on
canvas, 34.3 x 5Z cm., Glenbow Museum, Calgary.
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Plate 13: William G.R. Hind, Jasper's House, c.1862", watercolour, 28.3
x 39 cm., Public Archives of British Co1u¢b;;.
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Plate 14: William Armstrong, Rocky Mountain Gorge, n.d., ‘watlgrcolour',
72.4 x 58.4 %, Royal Ontario Museum. . . '
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b{ Mddgtawn Landscape, 1886
nhreal Mhseum of Fine Arts.
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Plate 16:,John/0611'n Fofbes, -In_the Rockies, 1884, oil on canvas, 52.4
X %@3 c¢m., Glenbow Museum, Calgary. .
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" | enchoil, Canadian Pacific
x 91.4 cm., Private

Plate 17: John A, Fraser, Mt. Stéphen,ﬁ
Railway, 1886, watercolour
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Plate 18: John A. Fraser, Rogers Pas;, 1886, 0il. on canvas
,» National GaHery of Canada.
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158.8 x 76.2
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Plate 19: Frederic M. Bell-Smith, Glacier Stream, Selkirks, B.C.,
: c.1890, oil. on canyas, -38.1 x 54 cm., Glenbow Museum, Calgary.,
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‘Plate 20: Frederic M. Bell-Smith, Mists and Glaciers in_the Selkirks,
1911, oil on canvas, 84.1 x 125.7 cm., National Gallery of
Canada. - L . . .
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Plate 21: Albert Bierstadt, Rocky Mountains in the Selkirk Range, near
Canadian Border, Mt, Sir Donald, 1889, oil on canvas, 212.1 «x
146 cm., Free Public Library, New Bedford, Massachusetts.
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Plate 22: T. Mower Martin, Landscape, 1887, watercolour, 512.7 x 33.3
‘ cm., Glenbow Museum, Calgary: 4
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Plate 23: T. Mower Martin, Train in the Mountains, n.d., oil on canvas,
© 91.4 x 139 cm., Glenbow Museum, Calgary. ° :
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., Whyte Museum of ,the Canadian Rockies, Banff. _ -

2

Plate Zdzyrmaduke Matthews, Bow River, 1887, oil on canvas, 33 x 67.8
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Plate 25: ’ForshaW'Day, Glacier, Mount trlébps, c.1889% 1"0‘1‘1 on canvas, 88
x 135 em., Collection of Or. and Mrs. Donald Grace, Calgary.
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Plate 26:
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William Brymner, Mount Cheops, Rogers Pass, c.1886, oil on
canvas, 152.6 x 213.6 cm., Robert McLaughlin Gallery,
Oshawa. *+ On permanent loan from the Ontario Heritage
Foundation. * '
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Plate 27: John Hammond, The ThréQ.Sisters, 1892

-

182.9 cm., GlenBow Musedw; TaTqary.
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Plate 28: John Hammond, C.P.R. Station in the Rockies,
canvas, 152.4 x 243.8 cm., Winnipeg Art Gallery.

1901,
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Plate 29: George Horne Russell, Kicking Horse Pass, 1900, oil on
canvas, 97.5%ex 50.5 cm., Glenbow Museum, Calgary.
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Plate 30: Edward Roper, The Valingo? the Kicking Horse, and to the-Van

Horne Range 1n the Canadian Rockies, c.188/, watercolour,
35.8 x 73.9 cm., Public Archives of [anada.
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Plate 31: w'i]h"am C. Van Horne, Mount_ Cheops  in the Canadian Rockies,
n.d., oil, 121.9 x 86.3 cm., Collection of the Imperial 0il
Company, Toronto. .
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Plate 32: Frederic Remington, An Indian Trapper, 1889, o0il on canvas,
124.8 x 86.9 cm., Amon Carter Museum, Fort Worth, Texas.

v-



~y

Plate 33: Fredemc Remington, éanff 1891 0il on board, 95.2 x 64.1
Frederwc Remington Art Museum Ogdensburg, New York.
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Plate 34: John Singer Sargent, Lake O'Hara, 1916, oil on canvas, 95.3 x
111.8 cm., Fogg Art Muséum, Cambridge, Massachusetts.
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Plate 35: Leonard Davis, Mountain Landscape, Bow Valley, 1918, oil on

canvas, 91.4 x 137.1 cm., Glenbow Muse m,\CJEJgary.
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P1ate" 36: Cleveland .ROCkWe]],« Banff Springs Hote?l,
36.8 x 52 cm., Glenbow Museum, Galgary.

1904,

watercolour,
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Plate 37: Thomas W. Fripp, Emerald‘Lake, 1905, watercolour, 35.6 x 45.7

cm., Art Gallery of Greater Victoria.
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Plate 38: Charles John .Collings, ﬂearing' the Glacier, 1918,

watercolour, 12.3 x 18 cm., Maltwood Memorial Museum of
Historic Art, University of Vicooria. '
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Plate 39: Emily Warren, Bow River in Moonli h“t. ¢.1920, oil on canvas,
51 x 81 cm., Collection of Mrs. Shirley Johannsen, 01d
Chelsea, Quebec. :
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Plate 40: John Pedder,\ Forest Fire in  the Rocky Mountains, Canada,
c.1887, grey wash, pen and ink, 16.1 x 276.8 cm., Public
Archives of Canada. .
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Plate 41: Frederick Verner, .Buffalo Foraging in a %izzard, 1909, oil
on canvas, 97.4 x 142.2 cm., Pagurian Coltection, Toronto.
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Plate

I
r

: John Innes, Scarlet and Gold, <¢.1920, oil on canvas,
measurements not available, Hudson's Bay Company Collection,
Lower qut Garry National Historic Park, Selkirk, Manitoba.
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Plate 43: Charles Simpson, Lake O'Héra, n.d., illustration, 10 x 12
cm., in Betty Thornley, Canadian Pacific Rockies, (n.p.,
c.1930). -
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Plate 44: Inglis Sheldon-Williams, In the Rocky Mountains, c.1914, oil
' on panel, 15.3 x 21.7 <m, Glenbow Museum, Calgary.
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Plate 45: Augustus Kenderdine, Mount Robson, 1924, oil on canvas, 34.3
x 40.6 cm., Collection of Mrs. Ishbel Cochrane, Mount Robson,
g.C. ~ :
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Plate 46: Lars Haukaness, Mount Temple, ¢.1922-29, oil _.on canvas, 24 x
' 30 cm., Uniyersity Collections, University of Alberta.
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Plate 47: Henry J. de Forest, Lake Louise, 1908, 0il on canvas, 64.2 x
"~ 104.1 c¢cm., Public Arcﬁ1yes of British Columbia.
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Plate 48: Alice Blair Thomas, Mt. Sir Donald, 1908, oil on board, 29.5

x 19 cm., Art Gallery of Greater Victoria.
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P]ate 49: Mary R. Hamilton, Mount Rundle, Banff, c.1912, oil on board,
40.5 x 27.4 cm., Glenbow Museum, Calgary.
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Plate 50: Homer Watson, Canadian Rockies, n.d., oil on board, 23.8 «x
34.3 cm., Collection of Or. and Mrs. Donald Grace, Calgary.
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Plate 51: J.W. Beatty, Evening at Jasper, 1915, oil on canvas, 89.5 «x
102.8 cm., Winnipeg Art Gallery.
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Plate 52: A.Y. Jackson, Mt. Robson [sic], 1914, oil on board, 21.6 x
26.7 cm., McMichael Conservation Collection, Kleinburg,

Ontari?. (This painting appears to have been incorrectly
titled).
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Plate 53: Carl Rungius, Three Rams, 1911, oil on canvas, 66.3 x 97 cm.,
Glenbow Museum, Calgary.
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Plate 54: Carl Rungius, White Mountain Goats, 1919, oil on canvas,
152.4 x 190.5 cm., Glenbow Museum, Calgary.
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Plate 55: Belmore Browne, Mt. Rundle, Banff, n.d., oil on canvas, 76.2
x 101.9 cm., Glenbow Museum, Calgary.
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Plate 56: Norah Drummond-Davis, Grizzly Bears Below Mt. Rundle, n.d.
oil on canvas, 117.5 x 186 cm., Kelowna Museum, Kelowna, B8.C.
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Plate 57: Roland Gissing, Mountain Landscape, 1926, oil on panel, 39 X
. 46.9 cm., Glenbow Museum, Calgary.
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Plate 58: Adeline Baxter, Three Sisters, c¢.1917, watercolour, 11.9 x
16.8 cm., Glenbow Museum, Calgary.
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Plate 59: Arthur Hutton, Yamnuska Mountain, n.d., watercolpur, 26.9 x
36.2 cw., Alberta Art Foundation.




i ‘. ’ 3]‘

Plate 60: Reginald Harvey, River of the Mountain, n.d., watercolour,
33.8 x 27.3 cm., .G1enbow Museum, Calgary. .
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Plate 61: William Johnstone, Mt. Robson, 1924, watercolour, 55.2 x 43.8
cm., University ColTections, University of Alberta.
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" Plate 62: Robert  u-si- ., The Bridge, Athabasca Falls, n.d.,
watercolour, 16 x 23 cm., Collection of Mr. and Mrs. Allan
Campbell. :




