
728 State Street   |   Madison, Wisconsin 53706   |   library.wisc.edu

Canadian landscape painting, 1670-1930 : the
artist and the land.

Hubbard, R. H. (Robert Hamilton), 1916-
Madison, Wisconsin: Elvehjem Art Center, University of Wisconsin,
1973

https://digital.library.wisc.edu/1711.dl/L2XYLNGKJVDIN9E

http://rightsstatements.org/vocab/InC/1.0/

The libraries provide public access to a wide range of material, including online exhibits, digitized
collections, archival finding aids, our catalog, online articles, and a growing range of materials in many
media.

When possible, we provide rights information in catalog records, finding aids, and other metadata that
accompanies collections or items. However, it is always the user's obligation to evaluate copyright and
rights issues in light of their own use.



Canadian Landscape Painting, 1670-1930 

= So} | 
CSR | 

A 
a tm 

OU |\ SS 

Poe Lee BR a 

= ot se 2 fas aoa it |





[ota rere a ‘as. < ots ee pik ee comes ae nie iy OME aee ge Neawee Sere aaa ges OY BEEN oe eA els ah eR a 
aa Se ae ae PS RS Eee Rosa Ty See ot ae 

Seas ees mete Ne ree tn ce oe ee a ay oe ye ee ans ee = tpt l= 
Pe fz oe ie mga Sia ee ee Dees a age Reena a 

EAS eae a ae Ue et a Aloe Sane eames phe Se a fe Saat Soe FP on crag 

pee er eae aie cha a a tS ae ee a ae ye ae ae a eae acetal T Oesef Yt ate eA agg eats ce ny Re ea 
See ky ie oe ee oe Pe eg ap gr Ek SoD Lops: pumas ye Waremeen ceed “ae le ee oe eee a =e atibee om He ee ee Se a ae Pa 

Ba ee... ee eee ee es oe eee = eee 
ae ee 8 ae ide “eae ae es Ba Ee geal ie 0 eee i 
a ie = Pay =: Sees Ogee = a4 a Dna aag> Pate esa ee 7 25 eee a . Q: Stag: een eer Eas See Se ee eels, shee mae Paes 

eo ela ee. ee 
eee 8 Fee irate OMe ee cee lo , : k= ir, Th ee AS a a ae 
so ee eee Sa Weis! as es Sere en io SS eee 

Reece: oe 7 ee Bere eR ele ee og 28 eee 

<a Sr gt ee ee are lee we gto ee eae ae erases Coeiases 
i pare | Suse el ei yo at Ro a Le gel ae SS Ae 5 eee = ee 

ec: ee — Ses ee a) oe eae 
ee S| seem 0 --— ia gee Hee a i erent wee eS Be fee 

aes. eee es eee spi ee ee a Cee ed a ait el ee iia see | pe ME RS Sarg, 2 Vs ae enna 
— > eS a rl =o Ree Re Ne aa ee ea 

Ae Seal ee eee ee tee is = ge a Jog SEDC” SD se ae aioe alee 
cee 1. el Sees ee feed eel ae a ry 

cues 1 eget ar ule en pie = Naga a eee 190 3 - MORI an ae eco: Grea ee 2 < ee ro > = == e = Sie olden! 2S ee vee 

«ng seed ES Sra 5 2 eS eee are 1 = eae <* Nes eee cae 
ee wie Re ee nd Oe Seg) Bie OO ee ee 
ee ys CS eee ese preys ti iss Pl gee oe eee eee 

oe Stee ea fs a 7 fle ins, ee ee ES 
oes ; “ ete "Ee =i as 5 i= ieee ee ees 
fis oui vi, MSS at lee gS tw ite cee, a a eee ew te aoe 

=i E SSS ek amne  or are S P Ta ee ae ; 
a Sea = ay 7 Le ie) J ae ee ee ee os oe eel a LS Le yi 
ae ; OGRE eee eat ae He nee s-  s - aeaiewee! cab ae 

a ZS 2 Pe Sa em ee Nc rae ras, Sete ee Es i it : oie = 2 he eagle Ale op SS SEN 2 Serer menegs 
ee a Sai eS RSE 5 Renee, tee aerate 
ae oe el esee ek cect gag Bae 9 Ne aes ee Sete Se eae ae 

pee poe eae <5 ies ee oad SE Ses meee 
ee on = a Di eAe ee. «ee Sy Rea Ss Bane ese Pe 

: ee ete hae ; 7 ee Ey = ae? ee gaa oP ae 
Piet ail ars! | = A Sac, pe mee tey, 9 ~ Se ie ren ho. toe eens 

ge carb Sa oti = Ass eer as sf Se 22 aera ao saat 2 ar 3: : =p en Pees ace Sl one a ae eae ey = tetera ase ie 
ae 7  igeiearts £ mat 1g eae ete das =o eee a ap epee er oa ce ee 

oe pg MMR ingen OP a ec ae eo ce ae 
mn 8 et rl, ee eS ag ee (ae ge a 

Rife fee ee ee ee a ee eee ‘Sg <r hie acre See es = ig, SR So eS ee ee ree 
a a ean Ge ee | ge eee ns ig ie ee oF sea 

: Betete st es. ; 7 om CR te aa tee ee Fa aR ieee oe OTe Reva aire 
= eet eS mS ee ae se Pee ee eae ee Aen Vee 
ee eo eer 2S eae See, ee aa a tot eae tera 

ees. eee BR ee PER NE ene te eee ee 

ee ER te Ty ap 
pest. eS © ee ae ee ie les “aos |i gat eee ae ie 

ale a Phe te NT i eh 0 SA ee ees ase 
a i 5 “ aE Rg eee ere 

i ic lza= ae 7 = i 7 3 eee ae Pa mre iatlin ta ee 
: ee ae ae can eerie eer ee a ee ee oe 

Br f= fre See eget eS ee en Ee eee ae ee eee 
Rea estoy saat ahr Maire 7 ¥ =e ie ce pe ts ea) ee a Beate. s ee oe =. ee A ee Oe 

a ee Se i SS et eee eee eg 
te ee eg eee oe eee elena a oi en Cua 

—— - Se Foe iar ie % Pig see aed par eta ara cee Ree al : 
a ogee NE ob. SE re 

Pa eae 8 =o so? Se oe ere). oe 
ae ; emer = lee =e Pe ey 

aed (! an erage | ee Re ie te ee er 
ae et ne Belge Fa 2 ges SB a aS eee ee 

a 7 ied ant ge el ie ag ae ets eh Re mance ek TSE Cai cs ere 
ee = is, Ge ee pne eee Ee a eee eee ee 

ae j See er) ae ee a erg ae et en gee eae 
a eee ae eat, ede ua Pees ter eee a aa 8 ; eet fphea es oo pret tigre ete a Nee as 

ne _-., : ete ae een oe Se OE UPURS es Fit £ eral ge eee ies 
: - See olan Peeing emer 2c le ee SRY aes: Se Tee. Pe cy ey os 
ae Oe ger ee ee ee moh See a poet er aie ay A ane ae ad 
. : : eee eee er ee ee ee ee 

— a x eat ees eS Se pers ee ee Le ees 
=: is me J Spaeee = = ueeaeeee! — ieee Eee = ; 4 = aka al 

: i. es ese os ee al eer rn ae 
a : Se ae ey eee a a oe. ea a 
J y is +: Se ge i ee ce 8 a eg | sgn og : ae See eS eg et ee eos Tae tseeietae SENGr eee as 
a a = a ne ee als See ee SOSA ag eens 

> ie ' ein 7 a2 - oc are 7 ©. Sia eS See 7 Be ah 

oe et Wes. Sine lr ne aD ge | Se ee nog Ste SE SY ee Sees oie | = a ee 
a az 3 eae ono ge. ~ ee Seeks ie at te ae = Tae 5. ees a 

an Sait Cage et een res se tet ie ee case | eee 
ee eS mses eee eres a Be eo ao a: ae ogee pee 

Ee nn eer bo erate * SRS ep Sa gee acti ye a Bea ree See eee he tines 2 see ae oe Pee “ye eteeiaaa? pM ees eS ee es oh fe of a Tn an pe oy a ee gal pees Ems ht 

Pac ae Sateen a pet aa Se eoeaee Sh pare te Sather oe Sangeet, eee eel 
a eee i eee eee ete gee SS akg aS ree He lee Rn eats ot eS be ak a eee 
eee ha ae a eta Rae surat Se nde. i tare cata RAT ete Se ng 

BS etal — 3 = 2 ee aos pa epedes chr ee. oe eee Agee petit ee Pies eee ee oe



ih Sian eS el ee am tnd) ee oe ee el ee ree ie WES.) rym eee to eS || 
alee st: <5 <5 im cae oo es OMNES cs acm aa et ee Seen ees Clee 
Fe et | pee enna peel pe oe ere ee 
ee ; eee ie Pere Sy es SL a ae ae : te Eee se ee ages Mien erkfic 1p oe rte a 
ee ei a SS ea eel ee 
Cael ees ee a ee ee gt 

ie ee ee ee 
a> ee ie Soars SA ori Sa rahe ec ange eee cea a see 
a Wate ean rel re gee ete a =, Sea 
a oe ; eto ee — See ele ee Sl a tates ae Scare eae so fe ee eee ea ee apenas se Se. 

a ie et eee ee a ete ce > ae ee 
i Pega MMe sre ne Ce eR) AE arg ic alee eg me ee 
fa. ee mei Rss se Bg te ee eet eS ae ee ee ee 
ee Rien fe a cece ay eT cay ee ee ance 

ee i 5 See en ee ae ee ee ee 
a ae eee ic; © 0 ee eg i a eel le eee ee 

ae Ree a a et ee ei es oC 
nor 7 ig eee aeRO Rin at eet os oe i Se Be ee ae oe a pee te cae el “ Eien 2 eee i — =a ak ‘a paso De 

a er ee a gees ls ap eee oe ee 
ae 5 as a eis Sins sane eae Se eesteene ete ay Foe ieieay = meee ee ee ee eee 
ae i ee ee re 
ST cement peg eS 8 Peper Es erica RN eee cee hea 
= ae Be eee ee oe epee a 
J oe Re ei Ae eae ame a pees ee) ee ee See 7 
ole en 4 Fala Ning tence sr —~ py | ee nny a eee re 7 
Se eee i a eee ae oe Sa ae re 
=) See pe ees a: 2) SaaS cee Des Seis a8) Ee 
Sate a te een cana oo St ES ee eS 

egal), nee eR eee Eee i ee ee ee ee ee 
=. ee ee a ee ae eee 0 ee 
ae cae eiees Ee NT a eer re nN a SM Saas gOS : 

A oer pia METRE ssc el ae eesti roc Ae aa 
Bape SMe ced ae ea a ee Soe ee 2 r eeg ciee e e  P ee  e 

eee eee 5 ea Ee ees 
Be cee ae GR, el ae eae ; ri a Ace anes ain ne ss iNdeets 7 lee aie egies ties qe etree 

= See Sie ie oni wa Cee lee 

a par aE at 1 meal eg 7 el ees ra er ee : a See SAR eee a cee ie eg Sear cee 
Se eee 5 each eee gee cg eR Se. a ae ee al 2 ga = ee 7 

Lesaa 1a em igs hares Oe eer ee eee i tee eee 
= > =e epee tee a sei ee at i =a aoe i atleer - Stoo om ao = ie oi 

ee Hey i a ee ont oe =e oA See se = 
Re ere ae ae ee ee ee 8 

eM hat ee el oe er orcee ot as Se ee ere ve = > a es 

Biot ene oe pete ee De cater = ral ce -jctre enirioe fot near 5 0 eee 
es Rese es ie ee ee jae ape a ae Boe RR i setecso nares | cab fy ie ik a es Seinen et = ae iS 0 ween ee 
ae see See nae - Sor ee ee a 2 oe ene See 
Sit eee . ea ies oe ie ee = or ra 
Pe a crrenl a p +e Bs SS 2 ie a ee Reema nn eye a ee 

esl ase SRR Pe oy te Z seas ee ie ene ee eee ree fis 
Pinta ie acc cat) ee ae cake Sager 0 =~ eee i 
a = gRE Sae Sse eae ie, ge a, See aie nie ken a 
a ee = atic peeing cae Sey asa rere Dei ae 
Pe ee at oc a a ae eee eee 3 

etd gree ay waa Se es (Sees a etal et 
Tie oe ae ee ae SS Sly Sa eee eal eee 
ee ee i ie ee ee a ror ered 

Peal = = = ¢ paee seats ae ee ie ee ee 
Bn e. . ee = io ee Meee on 
a rte ieee ee s as = ee SiS aie ee eae as 2 eg 

aig rete ee ae a a a bpp ee 

ct 5 = 2. Seti = ee ee ee gemtee oe |. ee 
a z = x oe. Sorel Etat - oi, i ee ann | walt = = 

<a = 7 : ese tite ee eee ne ea: 
suas : of Se Paetbeirant od er = y 

Es ee ee ee ee 
eet a pS Te) eee ge Seige ee ese cats = een tsi ad ce 

er ce =r tae ates eat SRE cee ore oe tae = 
ae : wet Gee Se i —— ce aenae ee are rea 

ee le rae : Be eae; 4 : Es



Canadian Landscape Painting 1670-1930



Distributed by the University of Wisconsin Press, Madison



The Artist and The Land 

Canadian Landscape Painting 1670-1930 

Text and Catalogue by R. H. Hubbard 

Essay by Northrop Frye 

Elvehjem Art Center, University of Wisconsin, Madison 

Hopkins Center Art Galleries, Dartmouth College, Hanover 

University Art Museum, University of Texas, Austin



Canadian Landscape Painting 

Published 1973 

The Elvehjem Art Center 

Distributed by 

The University of Wisconsin Press 

Box 1379, Madison, Wisconsin 53701 

The University of Wisconsin Press, Ltd. 

70 Great Russell Street, London WC1B 3BY 

Copyright © 1973 

The Regents of the University of Wisconsin System 

All rights reserved 

This project is supported by a grant from the 

National Endowment for the Arts in Washington, D.C., 

a federal agency. The exhibition and catalogue were 

supported by a grant from the Thomas E. Brittingham Trust. 

Designed by Richard Hendel 

Printed in the United States of America 

ISBN 0-299-97007-8; LC 72-11461



V 
x 

(V' 
1/7) 

{352 
Patrons ca 

Hg 

HIS EXCELLENCY MARCEL CADIEUX 

Ambassador of Canada to the United States of America 

HIS EXCELLENCY ADOLPH W. SCHMIDT 

Ambassador of the United States of America to Canada



ye ae te aes ee ee 

oi Be sie 
eee a et a 

> 
: 7 Sew as a es slags 

Bil se 

i" 
= eh oe aaa =e, = Soe 

4 

= 
: a et a —- ig ce 

: 

: = : a eee ed etry eal 3 : 

ie 5 oe Se ee ne c= Abe 

a ee = ES peste opel at oe a ; : 

iP - j Rade at En 
q i 

ei 
7 

<F 
j 

= us - ape a : t e 

= ie 
ee ee eee tee 

ae 7 : 

Lee 
. 

i = 
. Te 7 

oe se a =) " 

1 pars 5 a 7 stig mut re igo 5 Ea 
cali ame — ae eo 

pa ears ale = Sear ars oes = eae eee — a 

= Ui Sedo = 1 =e si a so 7 a | -- = coke. 

eee rat 
rs ed * : ; eee 

eee o | ; ss = A Bs ae : 

fear ofan reseecaeee ~_t mE nae = ; 
pale 

Sate gat i sa ee a a 2 = a 

i ea p ene a= 5-3 aon i 
sae 

eS - Ro coe Ss Reg etal a : iar 3 

oie? -= Tigges s a ee Pe a ten ares, Se ee 

ee eo Ge ieee 
ay cs a se ato gee ciel 

ate epee 
ee ot te eee ca aig eee te im 

a a oud Be eee Care Bins ae a 2 

“tis = 
Sines 7 

aoa or es = ee 

= ne Sc oe. eee ce cm 
Figeues) sata ah roe 

SS 2 eed ee ee Es 

2 ace Set oe ae — See 
ee a ae - E 

+ iis ee see 
Se ee ee ee " 

= reeeoe =) ee ee 
eS Se wo — a ms Ra 

¥ 

po eee oe a ee 
Tal (oe ee fas cee 

rT Sea 
ea ates aes fi a a - = “ 

; z at a 

ct a ee ee ge el, eae i a a ; 

ee 
ee fe ae a a Les 4 a in _ a 

Re ean et igs SIs SG nut Lance. Se = ei an 

he aes een =o con ieee aii oem aE? “= 
a3 2 Poon <2 0 

tee ee oe Fear ikl Sash 

= a = ar = 7: mc S a 
ae = 

See eee Sey a= ; a ee aoa 6 ae 

7 Keane eee 
z < Pa ing — oa oe 

Oe ete ck ee eS Ga. 

Raheem iar a - ie = Rice) eee 
ee Se 

fa = Soe ce A Fee Pe eee ase) Ogee - sini aa = ES et 

et en eee as a ae 4 oe a aS ee 

Os a ge ee uae 2 ee € oS estan eee 

5 2 eee 
ee |e iE Seen we ae eae ee eat ee 

ire : WEOTEH 3° States = ie ore th a Sea ee 

gs 
BE fa VMS 

is ~ i, eee 

ay ee ene er = = 2 = ee 

ied re =P ef ee a S. : = = 

ay ene
 | [laa Soa a - = = 2 [eee Polen 

aia 
Bei tS ee ie oe ea eee ee pa 

a = SS 
ee ee a eel, = aa iS ad ae 

at a — Emenee i oat i cadee at ee i ; ee pe A cae 

Sars eae eae ae —T a aia 
ae ee ee 

: 

Sera pes ne (Ear 
a pee =i = ee mee 

ere eee a pee Sees Ge oe 2 ooo =. ee p = ee 

at ie Spe ea me ee 
<i eae fl a alee 7 a on 

3 so ee . ar r easter ee eo ae va 2 zr en == 

es cai. et Ue eil Be Ee eet ie aa ee a =) [ee a 

= Ey : a es oe 
ine ig eo = Bae) a : oe ‘ sn ie 7 

2 Sees 
= i oe aly cereeee eS = oe = = - A. — 2 

a fees 
ee = ee ier as = fe ao 

y « * Sepaiecaiectes pipe aaa 
rg ce. pee ee aie : ieee: : 

af rae er Se 3 eee Oe 
ie <aaee 

: = a i == 
ee o> jee i ee le 

eee Rebig co Ss SS tees ee ce + Sa eener 

tte eee = : f z a : es 

te eters Se ses, Se eat Se a etie a Se! 

ae ark ay ar Peas eel re eee ie te ae "eet 

a ee ere eee ee a =) reales 

Se ee se Pa ora eters eet 
a. oe 

7 - in : eal a — a oe : = ae Si



Contents 

Ix Foreword 

XI Lenders 

R. H. Hubbard XII Preface 

Northrop Frye 1 The Canadian Scene: Explorers and Observers 

R. H. Hubbard 5 Landscape Painting in Canada 

R. H. Hubbard 33 Catalogue 

187 Biographies of Artists 

197 Maps



1a ae ee ener a = ee nae Te eee ee Epes = as 
eee I ee et eee la SO peso ee a i 

i Deira eee eee akc ora 

= ees eee a Se eee ie gee | 

= pe = a Ps! Tae tees a Looe ee ip nase Sa" fees Braces fie les es 

is ull ae Fone Tare a oe ie ee ener se a, bee oe eae j ee 
feet a See Sees Seteias Siete |e eee Be ereeae Les hae 

Pagees ee ee ene ieee ae aps eee pears 

ee oe eee 
eee ieee 

|r pw ee ae i et a pee See a 

Se aoe Pies Saree eae aa Beet eS 1 air nile ea ee ye aes eee 

7 ie Seri a ee) cee es ae HAs eee Eee Site Poe 

os aaa Se eae eo tea ea open Soe eee 

ee Reus: aoe hae, Pee re eee ne a eee Pa ee 

pe Pe ee i a Se ee a ea rR So ee Tee oe eee “ 

ae ees eae BE aero oreo eee SUL mihae ety a be: 

es SaaS atic Pon se eee eee fees a co kay eee s 

= eee an ee =f re = ey ee ares : a ee a 

tee ts esas Bier pater ee eS eae eerie eh Sree See [ieee 

i eae Sree cee eee eee Slee ore aoe ae rite = ieee 

ve Re clare Sete Ee tae a= Se ie a ene ea a ea iain 

ee ae eee See ee 
oes ie ees BS. Seen eee Paes 
Oa ey eee ee ete ee ae 

es =a ppt tee Pee a ie ee ire Ek Se in, ae 

ae St el eee en ae eke SP cea te baa eerie Fo ae 
eee 

a a ee oro a oe eens ee =e 

a a, pert tae me aoe Ee ie een re a 
er 

es a ee gee ee ee ae is ae Pree Bee ca 
ee eS ee aa ore eee: cee 4 

Ue eae So ee eg Wee oe Sa ers cate eb ec 

= eae ae = aah eA ar shoes 3h ee ae a a ter == =e) eee 4 

pice J ee pee ee a wi —— os eae SSro te ge ees eae = 

ite eer eee Petter aS in Sees ey ae ep see 

oa ae eee ie eee er ee ey ee ee 

cost oe eee Seam ch hoon er Ripcer ia = 

Pe ie ee a Mn at ee aege oes ae. cae meee ean ae ¥ 

oe ee ano Seay ie atc tee ss gop es Pas se chee a 

ae igi al 9 oi eae ee, Lea a re aie So ci aa 

oe ee Sos a pee Er ene Sake 7 sae iees cor The ia 

eee ie a ae eee ee ia eee la ae 

fe a ee ee ate aes Son: ae 

SS Ses een nee poe ey ttre ee ee =o Seca se 

SO me a eeiegy S =e a PT care = spate ee Sey eee al ae ae oe 
co a FS ek oan eee eee it zap See ees on aye 

pe ag eee o Semen years jo ieee eee ar Se eon, ake ee 

ieee Ee pit —arcat ee _ nee nee oie os oy apes ee ies este Roc as 

est ie err ae ae pres ak 9 las: Lee ers ct ae aod ap ee ee on Ete | eee 

ns ye aoe ied cas eieaee ey Siege feet eee Po ote oe ee eer ce ce Lee = 

ite ge aesaeg kane Peo a ee ee cae Sr a on Re eee ae on a= 

en eee ' = ae pipe ch ngs a Ss Se ts at ares 

ese og aaa Doe eee ee ee ee 
pan eee Siete Aaa Epa sto ee See Shera eee o5 teeters aed 

pat a See et ete BE ag eee ee oe Pere sae: poeta ee ioe sie 

ek cea eee Pelee ee eh eee ee loan eee ea Sea 

eee at see ae See ieee bs hee eer Snes sr ae 

Re gree het EA oe en teeses ee SS teams ae i ae ae aan F 

a eee Laer ee : a ~ oo 2 Fe cae ee ee ai et ee oh ee as ae 

=e 2 ee 2 ra aie chien gee acne ao eae e: = ra eet eee 

eee Ea) Woe eco a ual sae Rae Se eos DS ee 

ae Sue ae See St ee ae Be cs aap a Se a 2 Sees 

a Se a ecg a eee ee ee i Se een scl 

wae eto oal =o, pg Seen aa ee ee tir Seay Oe eels _ |i ea 

oon ie Gece 1a ie ame Slee garage tt awiee eee ae me 
Sa ee aa et eee age ss ee (ara ae ee 

Se ie pene ees fe : eet cate er eae pa Ee se 
oo 

ae ae 
er a Pumas Ease er eee a Po See 

=e re 

eee eee Soh ee es Be i eee 2 Smee 

a i re Ps Carrere yee eet ee Goat |) ee ear 
2) gence ee = Sets = PERS ae Set Eh! ene eer se er a 

re ee eee ae Se Dp Mia ee ee ee a Sle cee aan Bea = Pie pier leer Ses ee : 

eo ae ae ee Se eh 5 glee ae ee See ee aes ea 
pe oi ieee eae pee a age Phe ieee ee eee he oe 

RO ao ae ice ieee: Saree oleae aati initeeeeat eee See ane or oT ) Say ea ae 

ete Se ty eee ee = a Megs iceee org iatigwe Sel 

ie z paeeteigenere Sighs? 
eee Aig el astek eer Eee 3 ee i he 

fee ee ee foe anes eo ap ae ao at ue 

bs aa nee eae ae ve aa lars se ae aera irae ort : seat weve hee a 

aoa) Sea aie oes SL) eeerree et ci ares Pge Ta |ae = 
i a roe 

ee = Botte ee at ae ane) = as irhee ai sar . me ee os 

Pe eB tie a Tegitge pages = hbeete ee = 

ee See (er ees rig aie Soh aren ee eek eee aoe cod ee Fe 

eae part ete ae Hep ue ee 2 etl eee aye te i eee eet > 

eee tenis Enea aun Sane ; 77 eS ae ey aeteedl Siero =| eae ieee? So) 

oS ee aan sere: 7 see ia ao : de ace oie Se : ie ng a = > alee ies 

ones so Riese yl on 5 ecg =o eae Sine eee aa eal e 

ies 5 ee epee te eens te 2 See esas a a ied a= eee = eee 3 7 oo Eegepeee Seeker ee ee ates see 

rz a ee iss aed 
Ly ined ie == eg ee a s 

Sra eo eed tees te 8 ae 5 = >) ST ea 
io at = 

eee Pee a tl eros Ca ea oe Ae 

eet 2 ck ran eae mee pedis os ee lal eee fiero, aurea es: i: ; 

case it pacer cas ato et ; gear econ Ai See 5. oS 

Fie Sree pee ie fice eres cee =n ; pate a2. 

See ee So eae met ‘eerie eat Lise ere aa = ; =e 

ee ite ete 2 oe ee at Fe eee ee 

fe a ee =e Spence: ol eka. tag ae ein aaa. 

oie ie =:"7 ees te deeper ee ert i 
eile ee ee oes here ee a eee 

a | SS oe 

(ieee ea ee es aes ot - 
re 

ieee een bee ee ee ; geet eT = == |p ite



Foreword 

This survey of Canadian landscape painting, the first major exhibition with this 

special focus, has been undertaken as a tribute to the artists of Canada who 

have rendered the unique character of that vast country. It also represents 

something of a crusade to remedy the international neglect of Canadian art. 

The paintings, the lenders, the authors of the catalogue, and the coordinating 

efforts of our northern neighbor’s leading art museum make this a thoroughly 

Canadian exhibition. 

That the lenders are willing to part with so many “landmark” Canadian 

paintings testifies to the cooperation we have had in arranging this exhibition. 

Weare especially grateful to them for this sharing. As a group, these seventy-four 

paintings form a pictorial expression of Canada’s topography, and they encapsu- 

late three hundred years of what Northrop Frye refers to as “the backbone of 

Canadian painting.” The richest repository of Canadian painting, the National 

Gallery of Canada, is the principal lender. 

In 1970-1971 the idea for an important exhibition of Canadian art was sparked 

by discussions following a trip to Montreal, where Arthur J. Frank, an Elvehjem 

Art Center Council member, and the Director of the Elvehjem Art Center saw 

the impressive Group of Seven exhibition, which had been organized by Dennis 

Reid of the National Gallery of Canada, and which was then on view at the 

Montreal Museum of Fine Arts. In subsequent discussions with Jean Sutherland 

Boggs, Director of the National Gallery of Canada, R. H. Hubbard, its Chief Cu- 

rator, and Joanna Woods Marsden, its Coordinator of International Exhibitions, 

our plans for the exhibition took form. The rationale of the exhibition was devel- 

oped by Dr. Hubbard, who has prepared the catalogue. Without his magical way 

with words, his unparalleled knowledge of Canadian painting, and his enthusi- 

astic cooperation in this venture, the exhibition could not have been realized. 

The generous assistance of others on the staff of the National Gallery of Canada, 

particularly Mrs. Marsden who handled many of the international arrangements 

for the show, is acknowledged with gratitude. 

The exhibition and catalogue are supported by grants from the National En- 

dowment for the Arts, the Thomas E. Brittingham Trust, and the exhibition 

funds of the three sponsoring museums, for all of which we are deeply grateful. 

Truman H. Brackett, Jr., Director 

Hopkins Center Art Galleries, Dartmouth College 

Donald B. Goodall, Director 

University Art Museum, University of Texas 

Millard F. Rogers, Jr., Director 

Elvehjem Art Center, University of Wisconsin
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Preface 

At this time of heightened sensitivity on the part of Canadians to what our par- 

sons used to call The Great Republic to the South of Us, and of the feverish 

search for Canadian cultural identity, it is refreshing to offer three American 

universities an opportunity to contemplate the solid achievements of the Cana- 

dian past rather than confronting them with the polemics of the present. This 

exhibition is particularly gratifying to those of us who have a long experience 

of both our countries. Northrop Frye, whose perceptive essay graces this cata- 

logue, is a critic of international eminence widely honored in the United States. 

The present Director of the National Gallery of Canada, Miss Jean Sutherland 

Boggs, spent a considerable part of her career in the learned and lively circles 

of American art historians and actively maintains this association. I myself 

studied at the University of Wisconsin and cherish the fondest feelings for its 
Department of Art History and its new art center; and over the years I have 

given lectures at a number of American universities and colleges including Dart- 

mouth. 

High in this ambassadorial company we must rank the initiator of this exhibi- 

tion, Millard F. Rogers, Jr., Director of the Elvehjem Art Center of the Univer- 

sity of Wisconsin, and his colleagues at Dartmouth College and the University 

of Texas, who are its co-hosts: Truman H. Brackett, Jr., and Donald B. Goodall 

respectively. And there are many others who are like-minded in both countries. 

It seems to me that we who know the United States and Canada in this intimate 

if somewhat rarefied way are in a unique position to assess, and influence for 

the good, the relations between us as a whole, whether pleasant (as they usually 

are) or exasperating (as at times they may become). 

Curious as it may seem, after all these years, this exhibition is the first serious 

attempt to introduce Canadian landscape painting to Americans. In our turn, 

to honor the bicentenary of American Independence, we hope to present in Ot- 

tawa the first major historical survey of American painting that Canadians will 

ever have seen. It is through an intimate knowledge of each other’s “frailest 

leaves” and not through instinctive or erratic reactions to current events that 

we shall preserve our traditional friendship and advance the understanding so 

desperately needed among the nations of the world today. 

Ottawa, September 1972 R. H. Hubbard 

Chief Curator 

The National Gallery of Canada
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Northrop Frye 

The Canadian Scene: Explorers and Observers 

Naturally, many of the developments in Canadian painting reflect similar devel- 

opments in the United States. But an exhibition like this is very far from being 

merely a provincial aspect of American painting. Canada’s experience in both 

time and space has been very different from that of its neighbor, and the visual 

imaginations of Canadian painters are bound to show the differences. 

In time, the United States had a revolutionary war first, a struggle against 

European domination, and a civil war afterwards, a purely domestic affair. Can- 

ada had its civil war first, a struggle of two European powers on its soil, and 

a war of independence afterwards, which curtailed a thrust of aggression coming 

from this continent. At least, that was the point of the War of 1812 for Canada, 

so far as that incredibly bungling and inept collision in the dark had any point. 

One result of this difference in historical development is that, while the United 

States has made a “melting pot” of its immigrants, and has constantly struggled 

to become a more homogeneous country, Canada developed under the sign of 

Gemini, the twins, and has consequently made much less effort to assimilate 

its other ethnical groups. To show how this is reflected in Canadian painting 

would take a more comprehensive exhibition than this, but one can see here 

that the differences between, say, Quebec and Ontario painting are often closer 

to being national than merely regional differences. We speak of a British “con- 

quest” of Canada, but the French Canadian was never really conquered. The 

British army climbed the heights of Quebec in 1759 and defeated the French 

army outside the city: the French, following an “equal time” policy which has 

been observed in elections ever since, climbed up the heights the next year and 

defeated the British army. The conquest had to become a compromise, in which 

a good deal of French law, the French language, and the religion of the great 

majority of the French population were left without interference. As Canada 

expanded, it presented the appearance of “seven fishing-rods tied together by 

the ends,” as Goldwin Smith put it, and separatism has been a very vocal senti- 

ment ever since, not only in Quebec, but in every part of Canada. 

The development of Canada in space is equally distinctive. The United States 

is a relatively symmetrical country, and has grown from the Atlantic seaboard 

westward, pushing a frontier ahead of it until it reached the other coast. The 

Revolutionary War was carried through by a group of states extending from 

north to south. Canada, as a glance at the map will show, has no north-south 

coastline: the axis of its development has been a tremendous east-west thrust 

into its interior, down the St. Lawrence, through the Great Lakes, across the 

Prairies, and down to the Pacific coast. One wonders how Marcuse would have 

worked out his thesis of “one-dimensional man” if he had to live in a one-dimen- 

sional country, a country which for most of its history has been longer and nar- 
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rower than Chile. This thrust into the interior modulated from canoe to rail, 

and its economic motives from furs to timber and minerals. The imaginative 

movement that followed it forms the bulk of what is shown here. 

That is, the primary rhythm of English Canadian painting has been a for- 

ward-thrusting rhythm, a drive which has its origin in Europe, and is therefore 

conservative and romantic in feeling, strongly attached to the British connection 

but “federal” in its attitude to Canada, much possessed by the vision of the na- 

tional motto, a mari usque ad mare [from sea to sea]. It starts with the docu- 

mentary painters who, like Paul Kane, have provided such lively and varied 

glimpses of so many vanished aspects of the country, especially of Indian life. 

A second wave began with Tom Thomson, continued through the Group of 

Seven, and has a British Columbia counterpart in Emily Carr. (The romantic 

side of the movement is reflected in the name “Group of Seven” itself: there 

were never really more than six, in fact there were effectively only five, but seven 

is a sacred number, and the group had a strong theosophical bent.) One notices 

in these paintings how the perspective is so frequently a twisting and scanning 

perspective, a canoeman’s eye peering around the corner to see what comes next. 

Thomson in particular uses the conventions of art nouveau to throw up in front 

of the canvas a fringe of foreground which is rather blurred, because the eye 

is meant to look past it. It is a perspective which reminds us how much Canada 

developed as a passage or gateway to somewhere else, being merely an obstruc- 

tion in itself. Further, a new world is being discovered. There is an immense 

difference in feeling between north and south Canada, but as north Canada is 

practically uninhabited, it exists in Canadian painting only through southern 

eyes. In those eyes it is a “solemn land” as frightening and fantastic as the moon. 

For those who settle in the country, there is no frontier on the west: the fron- 

tier is all around, and the loneliest and most frightening part of it is the part 

that is within the eye and mind of the settler. Except in some parts of Quebec, 

there is very little in Canada to compare with the grafting of a European culture 

in seventeenth-century New England, New York, or Virginia, which then de- 

velops with its own traditions, so that the feeling of settlement is always there 

as a part of one’s being. In the earlier poetry of Canada, much more than in 

the painting, there is the sense of being completely surrounded by an indifference 

or a hostility that may take the form of human enemies, predatory animals, 

or of a desperately cold winter. 

Along with the documentary painters came other painters who were recon- 

structing the landscape in front of them into forms of vision which had been 

made in Europe. These painters were mainly looking for the picturesque, the 

novel subject that could be presented in relatively familiar conventions. They 
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correspond to the many examples in Canadian literature of a new life in a new 

world being transmitted through metrical and imaginative patterns derived from 

Campbell, Tom Moore, and the more solemn side of Byron. Some of them, nota- 

bly Krieghoff, had a sufficiently fresh eye to be able to combine the picturesque 

subject with the documentary outlook. But in general the picturesque eye was 

an idealizing one, assimilating past experience in Europe to a future when the 

new world would look more like the old one. 

After settlement had been accomplished, a different aspect of Canadian imag- 

ination developed, north-south in direction, and accompanied by a sense of 

strong dislocation, as the Canadian began to feel that he was on the fringes of 

a continent whose center is in the United States. This feeling turns into some- 

thing shrewd, humorous, observant, the attitude of a country which is on the 

sidelines of history. The consciousness of being part of a vast imperial power, 

oppressed by the responsibility that goes with that, which the American has 

from birth, the Canadian does not have at all. The result is something cooler 

in the Canadian temperament, in which such things as the American sense of 

malaise and moral failure in the sixties necessarily take a more muted and 

toned-down form. Politically, this consciousness is longitudinal, a feeling that 

Canada is split into a number of northern extensions of the United States. As 

Quebec will not fit into this conception, it eventually becomes as isolated from 

it as from the more romantic and federal attitude. 

Nevertheless, it is Quebec that has taken the lead in developing a pictorial 

consciousness which is cool, detached, urbane, and limited in objectives. There 

are many examples in this exhibition: the most important is the painting of 

Morrice, who turned the Impressionist and Fauvist techniques he had learned 

in Paris to very different uses from those we find in the Group of Seven. Later 

on, David Milne, and LeMoine FitzGerald, give us something of the same kind 

of feeling in English Canada. The Quebec tradition expresses itself also in some 

extraordinary variations of primitive painting that cannot be represented here, 

and it turned, more easily than English Canadian painting did, to the more ab- 

stract and post-Kandinsky structures which are also out of our present range. 

For landscape, which was the backbone of Canadian painting for so long, has 

largely gone now, in favor of more international developments with few local 

features left, although in some more recent painters, notably Riopelle, I can see 

what I think is a powerful sense of sublimated landscape. Great imaginative de- 

velopments seem to begin much as God does in the Bible, with a sense of the 

contrast between creation and chaos. As they subside, social conditions become 

more disturbed, and eventually the arts come to be preoccupied, first with re- 

flecting the chaos about them, and then with becoming identified with it. This 
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is happening in Canada as elsewhere, at a time when the future existence of 

Canada itself is still a matter of some doubt. It is a curious irony that, just as 

technology, with the jet plane, was beginning to make sense of the country, the 

political imagination, which always lumbers along in ox-carts many decades be- 

hind the world it is actually in, has become more divisive than ever. A sour little 

joke was circulating in Canada during the centennial year of Confederation 

(1967), to the effect that when Canada was formed, it was hoped to make it 

a combination of British political institutions, American economic buoyancy, 

and French culture; and that what it now appears to have, a century later, is 

French politics, British economic buoyancy and American culture. However, 

there are always more hopeful signs, and a study of the energy and precision 

of the Canadian pictorial imagination will lead us to one of them. 
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R. H. Hubbard 

Landscape Painting in Canada 

Sublimity is the characteristic of this western world. ...A landscape painter 

might here expand his imagination 

(The History of Emily Montague, 1769) 

I 

It is the common lot of the lesser country living in the shadow of the greater 

to be constantly occupied in measuring herself up to the giant in the land. This 

has been Canada’s experience vis-di-vis the United States over a good many gen- 

erations. But unlike an Austria or a Belgium she has had not only a powerful 

neighbor-cousin but two august parents, England and France, to look up to. 

This “monstrous regiment” of relations was enough to instill in the gangling 

Child of Nations a deferential attitude towards her elders and give rise to doubts 

as to her own importance in the world. Like a person suffering from an inferiority 

complex she at times reacts with outbursts of assertiveness. 

All this has affected Canada’s attitude towards her own past, making the study 

of Canadian history a self-conscious pursuit. Even more difficult has been the 

history of Canadian art. As recently as thirty years ago most Anglophone Cana- 

dians were accustomed to regard early French Canadian wood carving and deco- 

rative arts as peasant crafts unworthy of being classed as Art. The same oppro- 

brium would have been attached to early painting had anything been known 

about it. Americans had of course faced much the same obstacles to the study 

of their art somewhat earlier on; like them we have since won recognition for 

our early art. An artistic past, spanning three centuries and displaying an aston- 

ishing richness of production for so small a population, has been rediscovered, 

and Canadian studies in art are now going strong. The problem may soon be 

to counter the overenthusiastic inquiry into every minor artist with an insistence 

on some standard of quality. 

Involved in this study is an investigation of the sources of Canadian art, but 

little has yet been attempted along these lines. From a preliminary inquiry I 

once made of the backgrounds of early Canadian architecture and decoration* 

I well know how groping can be the initial pursuit of these sources and how 

elusive the appropriate comparative examples. The same should be done for 

painting, though this would be a bigger task. I can only touch upon it lightly 

here. 

* “The European Backgrounds of Early Canadian Art,” Art Quarterly, xxvu, No. 3, 1964, pp. 297- 

323. 
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One difficulty in the way of the historian of Canadian art is that of his critical 

apparatus or lack of it. A generation ago the Canadian art historian was obliged 

to go abroad for professional training, and even now that Canadian universities 

offer such studies, he is as often as not taught by foreign scholars. This colors 

his view of Canadian art. Thirty years ago I returned from post-graduate studies 

at the University of Wisconsin under the late revered Oskar Hagen, one of the 

few to analyze American art for its underlying “patterns and principles.” He 

allowed me to choose early Canadian topics for my theses. It was natural for 

me, in the absence of all but the most elementary literature on the subject, to 

apply the principles of the American development to our own situation. But 

like some American-trained political historians of Canada I soon had to alter 

my ideas in the light of the facts. As Northrop Frye points out in his essay 

in this catalogue, Canadians are up against quite a different heredity, environ- 

ment and history from that of Americans. Contemporary Canada as a whole 

has, for instance, but little operative tradition going back to the seventeenth 

or eighteenth centuries as has the United States. Her basic character was formed 

in mid-Victorian times, though it was pervaded with a faint fragrance from Old 

France—a fact that is strikingly symbolized by the style of the Houses of Parlia- 

ment in Ottawa: romantic reverie as against the classic pomp of Washington. 

And so we cannot expect any consistent parallels between Canadian and 

American painting—any more, for that matter, than between Canadian (or 

American) and Latin American—in spite of occasional and striking similarities, 

to which I shall refer later. Our formative influences were very different. First 

in time came that of French art, though with the odd proviso that painting was 

the least of the arts in New France, lagging well behind wood carving and other 

crafts in quantity and importance. But later waves of French influence were 

to strike responsive chords in French Canada from the early nineteenth century 

onward; and of course the later developments of painting in France affected the 

entire country as international influences. 

The other parental influence was from England. It came to bear on Canadian 

painting only after 1759, a century or so later than on American art. Thus the 

great portrait tradition of seventeenth and eighteenth-century England never 

became established here. The main impact came from English landscape paint- 

ing of the later eighteenth century, which entered fortuitously through the 

agency of amateur topographical watercolorists who were mostly officers of the 

garrison. These, in a country crying out to be painted, established the primacy 

of landscape, which by the beginning of the twentieth century was to grow into 

a monopoly. Meanwhile, French Canada, with considerable difficulty, main- 

tained a broader scope of art inherited from France. 
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American influences constitute a special theme in this paper* and will become 

evident as it proceeds. The counter-theme is the development of Canadian art 

along independent lines, beginning tentatively in the earlier periods and coming 

to a climax in the first quarter of the twentieth century. Here a general parallel 

is observed with American painting, in that independent trends appeared in both 

countries at about the same time; but they followed different courses, there being 

(for instance) little of “regional” or urban expression in Canada to challenge 

the hegemony of landscape. 

Il 

The two colonial régimes—the French (to 1760) and the English (to 1867)—wit- 

nessed both the establishment of European art traditions in Canada and the 

emergence of a local flavor. As for the latter, the Jesuit Pierre Charlevoix as 

early as 1720 noted the “air of liberty” that was breathed by the inhabitants 

of New France. This independence of Europe, though on a tiny provincial scale, 

set its mark on Quebec sculpture of at least that date. But wood sculpture was 

a craft. Painting was an art impossible of cultivation in a remote colony, and 

its few trained exponents were birds of passage. The best of them was Claude 

Francois, an associate of Poussin, who became the Récollet, and visited his 

Order’s Quebec house in 1670-1. Traditionally attributed to him is a very large 

canvas of France Bringing the Faith to the Indians of New France (1). Stretching 

like a backdrop behind its grand allegorical figure of France is an extensive land- 

scape of St. Lawrence scenery. Even this symbolic seventeenth-century use of 

landscape is virtually unique in Quebec, occurring in the backgrounds of a few 

other pictures and portraits; but in view of the majestic array of hills as seen 

from the rock of Quebec—one of the grandest city sites in the world—it is aston- 

ishing that there was no real development of landscape in New France. The only ' 

native evidence is found in several small ex voto paintings by folk-artists 

(Fig. 1). 

A change came with the British conquest. Wolfe’s forces in 1759 included two 

.officers, Richard Short and Hervey Smyth, who according to the practice of the 

period were trained to record their surroundings with the pencil. Their views 

of Quebec and Halifax were later engraved and published in London. Views 

* This discussion takes account only of American influences on and parallels to Jandscape painting 

in Canada. It thus omits, for example, such interesting topics as the influence of Gilbert Stuart 
on the portraits of Robert Field and the parallels between American and Canadian primitive por- 

traits or between the figure paintings of Thomas Eakins and those of Robert Harris. 
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drawn by French artists, dating before 1759, also exist but most of these are 

quite functional in character, having to do with the fortifications of Quebec and 

Louisbourg. It was Paul Sandby in England who advanced from lightly colored 

landscape drawings to what Gainsborough called “real views from Nature,” thus 

transforming watercolor painting into an art. Several of the military artists 

working in Canada in the half-century following 1759—Thomas Davies (2-5), 

James Pattison Cockburn (Fig. 2) and George Heriot (6)—had been his pupils or 

friends while he was drawing-master at Woolwich. These, during peace-time 

postings in Canada, painted the scenery from the Atlantic provinces to the Great 

Lakes. The odd one like C. R. Forrest (8) made such a response to the majestic 

sweep of the land that he must be regarded as a precursor of the Group of Seven. 

None in this respect could rival Davies, whose fullness of technique and personal, 

near-primitive vision made him the most perceptive of all. Military artists con- 

tinued to be active until the final departure of the British troops in 1870-1. 

One by one resident artists had set up shop in Canada. There had always been 

a few in Quebec, but these were joined by new arrivals there and elsewhere, from 

England and Europe. Some, like William Berczy of Saxony, continued the old 

tradition of including landscape as part of the backgrounds of portraits. Such 

was also the case with two neo-classic painters of early nineteenth-century Que- 

bec, Antoine Plamondon and Théophile Hamel (Fig. 3). Canada had, however, 

no exponent of classical landscape, as had the United States in Washington 

Allston. It was only the amateurs (Fig. 4) and the gifted folk-painters like Rob- 

ert Todd (13), Ebenezer Birrell (11), and the strangely expressive Joseph Légaré 

(9,10) who gave a new twist to landscape. They discovered aspects of the essential 

character of the land that so often eluded the professionals: its lonely mystery, 

its winter sparkle, and its autumn richness. Canadian primitives, in their French 

milieu, tended to be decorative in a somewhat more nervous and precise, or 

sometimes a more heraldic, way than their American counterparts. The Cana- 

dian environment indeed seemed to favor the folk-painter. The emigrant Cornish 

artist Robert Whale was capable not only of a relatively cultivated style (12) 

but also of something verging on the primitive (Fig. 5). 

Whale was one of the few professional artists who barely succeeded in estab- 

lishing themselves in pioneer Upper Canada by the middle of the nineteenth 

century. Another was Daniel Fowler of London (Fig. 6) who came to Upper 

Canada for his health in 1842 and painted in the newly cleared farmland of the 

Kingston district until his death half-a-century later. The Irish-born Paul Kane 

(14,15) abandoned an incipient career as a portrait painter in the Toronto district 

to travel down the Mississippi and eventually to Europe where he toured the 

galleries picking up odd bits of the styles of the Old Masters. After meeting 

9
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Figure 2. James Pattison Cockburn (1778/9-1847). 

View of Quebec with Timber Depot, c.1828-30. 

Watercolor. Royal Ontario Museum, Toronto
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George Catlin in London he returned to Toronto fired with enthusiasm to paint 

the Indians of the Canadian west. He realized his ambition in 1846-8 by accom- 

panying a Hudson’s Bay Company expedition to the Pacific and back. His many 

small sketches (which have unfortunately left Canada) are encyclopaedic in 

their coverage of the land and life of the Indian. They formed the basis of oils 

which he painted in Toronto during the fifties. William Armstrong (20) and Wil- 

liam G. R. Hind (24) are later examples of the explorer-artists who had their 

counterparts in the United States—though Thomas Moran and Albert Bierstadt, 

who first visited the American west, had greater resources of style and technique 

at their command than the Canadians. 

Cornelius Krieghoff (17-19) was a curious sort of artist. This wandering Ger- 

man was presumably trained at Diisseldorf, as were some Americans of the 

period like George Caleb Bingham and Eastman Johnson. On arrival in Canada 

in the 1840s he set out to portray the life of the Quebec habitant in picturesque 

and anecdotal, and often meretricious, terms and sold quantities of his pot-boil- 

ers as souvenirs to the officers of the garrison and visitors to Quebec. But his 

best works give unmistakable evidence that the giant scale and distinctive color 

of the Canadian landscape had made an impression on him. Two other Germans 

who settled in Montreal, Otto Jacobi (16) and William Raphael (25) in their own 

ways portrayed the wonders of the Canadian scene. 

iil 

The long careers of the last two artists bridged the gap between the colonial 

and Confederation periods. By the sixties, in spite of the occasional defense mea- 

sure, a minor war, the odd threat of annexation on the part of discontented mer- 

chants, and an American-assisted rebellion in 1837-8, the Canadian and Imperial 

authorities at last took the measure of their great neighbor. Fear of a victorious 

North after the American Civil War was what jolted the separate provinces of 

British North America into the uncertain union of 1867. National sentiment, 

which sprang up most readily in the old province of Canada (Quebec and On- 

tario), was reflected in the founding in Montreal in 1867 of the Society of Cana- 

dian Artists. In the two decades following Confederation two vigorous Ca- 

nadian-minded governors general played a critical part in establishing art on 

a national basis. As they travelled through the New Dominion, Lord Dufferin 

and his successor Lord Lorne conceived of an art that would portray the splen- 

dors of a great land stretching from sea to sea. Both of them invited Albert 

Bierstadt (Fig. 7), who had first painted the American west in 1859, to Rideau 

15



Hall and to meet and inspire Canadian artists. Lucius O’Brien (21-23) was the 

painter most directly affected by Bierstadt and the Hudson River School, and 

it was he whom Lorne and Princess Louise nominated as first president of the 

Royal Canadian Academy at its foundation in 1880. Canadians of this period 

evidently ran true to form by organizing politically against the Americans on 

the one hand and emulating them culturally on the other. 

The artists of the Confederation period exemplify the closeness of Canadian 

to American art that prevailed at the time. Besides O’Brien, whose style ap- 

proaches the luminism of John F. Kensett, Allan Edson (29) reflects the style 

of the Hudson River School in general and that of Asher B. Durand in particular, 

in the landscapes he painted in the Eastern Townships of Quebec. John A. Fraser 

(27,28) painted landscapes near Toronto, which are full of local flavor and repre- 

sent the closest Canadian painting ever got to the spirit of Winslow Homer. 

Fraser emigrated to the United States but returned to participate in a scheme 

to paint western Canada, sponsored by the Canadian Pacific Railway on its 

completion in 1886. Others of the period included Frederic Bell-Smith (Fig. 8), 

another luminist, and Frederick Verner (26), chiefly known for his many pictures 

of buffalo on the prairie. 

The closest approach to unanimity with American painting is provided by two 

Canadians who began their work towards the end of the nineteenth century. 

Horatio Walker’s (Fig. 9) elegiac interpretations of peasant life on the Ile d’Or- 

léans (someone has said) out-Barbizoned Barbizon. They were certainly best- 

sellers in New York. Contrasting with Walker’s “Europeanism” was the com- 

parative “nativism” of Homer Watson (30,31). His unaffected landscapes of the 

southern Ontario farmland owed a debt to the earlier style of George Inness 

whom he evidently met in New York. It was Watson whom Oscar Wilde, on 

a lecture trip to Toronto in 1882, proclaimed the “Canadian Constable, ‘‘thereby 

directing the young painter’s efforts towards an ill-advised emulation of the great 

English artist. Also in tune with Inness, but with the Inness of the later, “Swe- 

denborgian” phase, was William Brymner (Fig. 10) in some of his works dating 

from the end of the nineteenth century. 

IV 

The turn of the century witnessed one of those periodic resurgences of Cana- 

dianism, which alternate with the periods of strong outside influence in Canadian 

history. The Canada First movement, Sir Wilfrid Laurier’s resistance to Imperi- 

alism, and Sir Robert Borden’s defeat of Reciprocity with the United States were 
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Figure 7. Albert Bierstadt (American, 1830-1902). The Rocky Mountains, 1863. 

The Metropolitan Museum of Art, New York
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successive political manifestations of this many-sided and often contradictory 

attitude. Canadianism in the painting of the period before the First World War 

was its artistic reflection. 

The irresistible impact of Impressionism was felt at this time equally in Can- 

ada and the United States. To Canadian artists, paradoxically, it offered an 

escape from dependence on other European and on American styles. Two Mon- 

treal painters, Suzor-Cété (37) and Maurice Cullen (35), not only revealed the 

true light and color of the Canadian landscape through the application of the 

techniques of the Impressionists but to their credit rediscovered the strong con- 

tours and broad planes of our scenery, especially in winter. They were probably 

less dependent upon the French than was, say, Childe Hassam in the United 

States. 

It was Post-impressionism and subsequent European movements that touched 

off the first significant developments in Canadian painting. Here, however, we 

encounter the complicating factor of expatriatism, which is not unknown to 

American art in the period of Whistler and Sargent. Canada’s best painter thus 

far in her history, for the sheer quality of his work, was the Montreal-born 

James Wilson Morrice (33,34). He spent most of his life in Paris though making 

periodic sketching trips to other parts of Europe, Canada, North Africa and the 

West Indies. His early development was affected by Harpignies and then by 

Whistler, and he later developed affinities to Bonnard and finally to Matisse 

and Marquet. In the paintings he regularly exhibited in Canada, our painters 

and public had their first baffling taste of the kind of painting produced for aes- 

thetic enjoyment rather than for the sake of representation or the expression 

of national feeling. The near-Fauvist design of Morrice’s later work was taken 
up by Clarence Gagnon (52), Albert H. Robinson (Fig. 11) and John Lyman (Fig. 

12) who were all of a younger generation. Lyman transmitted the ideal if not 

the actual style of Morrice to the Montreal School of the forties. 

Of Morrice’s contemporaries only the émigré Canadians, Maurice Prendergast 

and Ernest Lawson (Fig. 13), both members of The Eight in New York, ap- 

proached the goal of Fauvism. At home, the sensitive recluse Ozias Leduc (32) 

began by painting in a quiet old-fashioned Canadian way, later adopting the 

Symbolist style that marks his church decorations and a few refined, poetic 

landscapes. Ludger Larose (36) also painted landscapes of Montreal and its en- 

virons in an intimate and reticent manner. 

Until about 1910, if Canadian painting had any center at all, it was in Mon- 

treal. After that it shifted for a period of thirty years to Toronto, where a minor 

landscape school blossomed out into a movement with national connotations. 

A number of young artists who earned their livings in photo-engravers’ studios 
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Figure 10. William Brymner (1855-1925). Early Moonrise in September, 1899. 

National Gallery of Canada, Ottawa
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were not unnaturally steeped in the art nouveau graphic designs they found in 

every issue of their favorite art magazine, The Studio. This initial influence, along 

with the Impressionist palette, some contact with the Scandinavian painters, 

and a few vague ideas from theosophy, combined to produce in J. E. H. MacDon- 

ald (33,34), Tom Thomson (45-51), Lawren Harris (67-71), A. Y. Jackson* (60- 

64), F. H. Varley (53-55), Arthur Lismer (65,66), Franklin Carmichael (73) and 

Frank H. Johnston (72) an epic manner of painting the wild northern landscape 

with its emphatic rhythms and its autumn colors. Thomson, a self-taught genius, 

painted a series of glowing sketches of Algonquin Park, a forest reserve in north- 

ern Ontario, enlarging but a few of them into tapestry-like canvases before his 

premature death by drowning in 1917. Jackson and Varley served as war artists 

in the First World War and while in London were affected by the linear expres- 

sionism of Paul Nash. In 1920 Thomson’s survivors were reunited in Toronto 

and exhibited for the first time as the Group of Seven. For a few years they 

painted with remarkable unanimity as to style and subject-matter, then they 

went their several ways: Jackson to expressive form and Harris to dynamic form 

in landscape, and Varley to sensitive figure painting. From Toronto they fanned 

out across the whole country, discovering virgin painting grounds on the Atlantic 

coast and in the Laurentians, the Rockies, the Northwest Territories, and the 

Arctic. 

Apart from them a number of painters were active in various parts of Canada 

and abroad. Gagnon and Robinson, already mentioned, were the most sympa- 

thetic to the Group of Seven and often exhibited with them. Lyman lived abroad 

until the forties. Emily Carr of Victoria (38-40) began as a Fauve but was con- 

verted to expressive design after contact in the late twenties with the Group 

of Seven (especially Harris) and probably with Mark Tobey as well. From this 

she advanced to the ardent swirl of her later style, which revealed a spirit in 

tune with the scale and fecundity of nature on the west coast. 

Far removed from the austere school by temperament and training were David 

Milne (56-59) of rural Ontario, who developed a delicate personal manner in New 

York (Fig. 14) with some influences from Lawson or Prendergast, and L. L. Fitz- 

Gerald (74) of Winnipeg who, in spite of the precise linear nature of his style, 

was admitted as a member of the Group of Seven in its last year, 1932. The 

styles of two others, A.J. Casson (Fig. 15) and Edwin Holgate (Fig. 16), who 

joined the Group of Seven—which over the years fluctuated in number from six 

to eight—were more in accord with the accepted manner. 

* One of Jackson’s formative influences, as Jean-René Ostiguy has pointed out, was the impressionist 

landscape of American painters like Elmer Schofield and Edward Redfield, which he saw during a 

season spent in Chicago. 
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National Gallery of Canada, Ottawa. (Exhibited at Canadian Art Club, Toronto, 1911)
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When Lawren Harris, in the mid-thirties,* crossed the boundary between ex- 

pressive form in landscape and outright abstraction (Fig. 17) the fate of Canadian 

landscape painting was sealed. Though the followers and heirs of the Group of 

Seven, including several sensitive landscapists and a significant Magic Realist 

or two, continued their activities into recent years, the major efforts of Canadian 

painters have since been devoted to abstraction.* The artistic energies of French 

Canada, long pent up under a repressive political régime in Quebec, finally burst 

their bonds in the forties and found release in the surrealism of Pellan and Bor- 

duas and the abstract expressionism of Riopelle. By the mid-fifties, however, 

painting in all parts of the country had fallen in line with international modern 

art with its abrupt changes of style and Orwellian shifts of headquarters from 

Paris to New York and who knows where next. National landscape now seems 

a dead issue, though in the work of some contemporary painters it would seem 

to lie just below the surface. Whether it is simply a memory to be trotted out 

in whimsy, or whether latent in our art and waiting to be liberated, is something 

only the future can tell. 

* Harris worked for a time in New Mexico in touch with Georgia O’Keeffe and the Transcendental 

lee with little earlier preparation, as American painting had in Feininger, Dove, Stella and 

others. 
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Abbreviations 

General 

AGO/AGT The Art Gallery of Ontario, Toronto (formerly Art Gallery of Toronto) 

GS The Group of Seven. Annual exhibitions, Toronto, 1920-31 

MMFA Montreal Museum of Fine Arts (formerly Art Association of Montreal) 

NGC The National Gallery of Canada, Ottawa 

OSA Ontario Society of Artists. Annual exhibitions, Toronto, 1872- 

RCA Royal Canadian Academy of Arts. Annual exhibitions usually alternating be- 
tween Montreal and Toronto, 1880- 

Literature 

AR Annual Report/Annual Review 

The Arts in Canada 1957 The Arts in Canada, Ottawa, Canadian Citizenship Branch, 1957 ff. (several 

editions 1958-67) 

Boggs 1971 Jean Sutherland Boggs, The National Gallery of Canada, Toronto, Oxford 
University Press, 1971 

Buchanan 1945 Donald W. Buchanan, Canadian Painters from Paul Kane to the Group of 

‘Seven, Oxford and London, Phaidon Press, 1945 

Buchanan 1950 Donald W. Buchanan, The Growth of Canadian Painting, London, Collins, 

1950 

CA Canadian Art (periodical); became Artscanada in 1967 

Colgate 1943 William Colgate, Canadian Art, its Origins and Development, Toronto, Ryer- 
son Press, 1943 

Harper 1962 J. Russell Harper, “Three Centuries of Canadian Painting,” Canadian Art, 

XIX, no. 6 (no. 82), November-December, 1962, pp. 405-451 

Harper 1966 J. Russell Harper, Painting in Canada, a History, Toronto, University of 

Toronto Press, 1966 (French edition, La peinture au Canada des origines & 

nos jours, Quebec, Presses de l'Université Laval, 1966) 

Housser 1926 F. B. Housser, A Canadian Art Movement: the Story of the Group of Seven, 
Toronto, Macmillan, 1926 

Hubbard 1957 R. H. Hubbard, “Growth in Canadian Art,” in Julian Park, ed., The Culture of 
Contemporary Canada, Toronto, Ryerson Press and Ithaca, Cornell Univer- 
sity Press, 1957, pp. 95-142. 

Hubbard 1960 R.H. Hubbard, An Anthology of Canadian Art, Toronto, Oxford University 
Press, 1960. 
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Hubbard 1963 R. H. Hubbard, The Development of Canadian Art, Ottawa, Queen’s Printer, 
1963 (French ed., L’évolution de Vart au Canada, Ottawa, 1963) 

Kilbourn 1966 Elizabeth Kilbourn, Great Canadian Painting, a Century of Art, Toronto, 

Canadian Centennial Publishing Co., 1966 

Mellen 1970 Peter Mellen, The Group of Seven, Toronto and Montreal, McClelland and 
Stewart, 1970 

Morisset 1960 Gérard Morisset, La peinture traditionnelle au Canada francais, Ottawa, Cer- 
cle du livre de France, 1960 

NGC Cat. 1960 R.H. Hubbard, The National Gallery of Canada Catalogue of Paintings and 

Sculpture, Vol. 3: Canadian School, Toronto, University of Toronto Press, 

1960 

Ostiguy 1971 Jean-René Ostiguy, Un siécle de peinture canadienne 1870-1970, Quebec, 

Les Presses de |’Université Laval, 1971 

Robson 1932 Albert H. Robson, Canadian Landscape Painters, Toronto, Ryerson Press, 
1932 

VdA Vie des arts (periodical) 

Exhibitions 

AGT 1949 Fifty Years of Painting in Canada, Art Gallery of Toronto, 1949 

Albany 1946 Painting in Canada, a Selective Historical Survey, Albany Institute of His- 
tory and Art, 1946 

Bordeaux 1962 L’art au Canada, Musée de Bordeaux, 1962 

Boston 1949 Forty Years of Canadian Painting, from Tom Thomson and the Group of Seven 
to the Present Day, Museum of Fine Arts, Boston, 1949 

Buenos Aires 1931 Exhibition of Canadian Art, British Empire Trade Exhibition, Buenos Aires, 
1931 (no catalogue) 

Charlottetown 1964 A Century of Colonial Painting/Un siécle de peinture: ’époque coloniale, 

Charlottetown, Prince Edward Island, Confederation Museum and Art Gallery, 
1964. 

Coronation 1953 Exhibition of Canadian Painting to Celebrate the Coronation of H.M. Queen 
Elizabeth u, National Gallery of Canada, Ottawa, 1953 

DPC 1945 The Development of Painting in Canada/Le développement de la peinture au 
Canada 1665-1945, Art Gallery of Toronto, 1945 (also shown at Art Associa- 

tion of Montreal, National Gallery of Canada and Musée de la Province de 

Québec) 
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GS 1936 Retrospective Exhibition of Painting by Members of the Group of Seven, 1919- 
1933, National Gallery of Canada, Ottawa, 1936 

GS 1954 Group of Seven, Vancouver Art Gallery, 1954 

GS 1970 Le groupe des Sept/The Group of Seven, National Gallery of Canada, Ottawa, 
1970 

Imp. Econ. Conf. Souvenir Catalogue [exhibition of Canadian art], Imperial Economic Confer- 
ence, Ottawa, National Gallery of Canada, 1932 

London 1924 Canadian Section of Fine Arts, British Empire Exhibition, Wembley Park, 
London, 1924 

London 1925 Canadian Section of Fine Arts, British Empire Exhibition, Wembley Park, 
London, 1925 (no catalogue numbers) 

Mexico 1960 Arte canadiense, Museo Nacional de Arte Moderno, Mexico City, 1960 

Pageant 1967 A Pageant of Canada/Pages d’histoire du Canada, National Gallery of Can- 
ada, Ottawa, 1967 

Paris 1927 Exposition de l'art canadien, Musée du Jeu de Paume, Paris, 1927 

Richmond 1949 Exhibition of Canadian Painting, 1668-1948, Virginia Museum of Fine Arts, 

Richmond, 1949 (mimeographed catalogue) 

Tate 1938 A Century of Canadian Art, Tate Gallery, London, 1938 

300 Years 1967 Three Hundred Years of Canadian Art/Trois cent ans d’art au Canada, Na- 
tional Gallery of Canada, Ottawa, 1967 

US Tour 1918 Exhibition of Paintings by Canadian Artists, National Gallery of Canada trav- 

elling exhibition, shown at City Art Museum, St. Louis, and Art Institute of 

Chicago, etc., 1918-19 

Vancouver 1966 Images for a Canadian Heritage, Vancouver Art Gallery, 1966 

Washington 1950 Canadian Painting, National Gallery of Art, Washington, 1950 

Yale 1944 Canadian Art, 1760-1943, Yale University Art Gallery, New Haven, 1944 (no 

catalogue numbers) 

Paintings are oil on canvas unless noted otherwise 
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Attributed to Frére Luc (Claude Francois) 1614-1685 

1 La France apportant la foi aux Indiens de la Nouvelle-France 

c.1671? 86 X 86 in. (218.5 x 218.5 cm.) fore Frére Luc’s visit to Quebec in 1670-1. Cer- 

tain stylistic and iconographical features (such 
Provenance: as the Indian huts) link this picture with The 

In the Ursuline Convent, Quebec, since at least Martyrdom of the Jesuits (Hétel-Dieu, Quebec), 
the early 19th century. H. Magnan (see below) which is attributed to Hugues Pommier (1637- 
reproduces a list made c.1820 by Abbé Louis-Jo- 1686). The landscape in the background is pre- 

seph Desjardins, in which a “Découverte du sumably of the St. Lawrence. 
Canada” by Frére Luc is listed under “autres 
tableaux” in the choir of the convent; it is thus Monastére des Ursulines, Quebec 

probable that the picture was there before the 
Desjardins collection was brought to Canada 
after the French Revolution. 

Literature: 

Joseph Sansom, Sketches of Lower Canada, His- 
torical and Descriptive, New York, Kirk & Mer- 

cein, 1829, pp. 90-91; Hormisdas Magnan, “Liste 

des tableaux envoyés de Paris au Canada de 

1817 A 1820,” Bulletin des recherches historiques, 

XXXII, no. 2, February 1926, p. 100; Gérard 

Morisset, Peintres et tableaux, vol. 1, Quebec, 

Editions du Chevalet, 1936, pp. 19-20; Les Ursu- 

lines de Québec 1639-1939, Quebec, Tremblay et 

Dion, 1939; Gérard Morisset, La vie et l’oeuvre 

du Frére Luc, Quebec, Médium, 1944, p. 120, no. 

65; John Alford, “The Development of Painting 

in Canada,” CA, 11, no. 3, March 1945, p. 99, repr, 

p. 96; Marius Barbeau, J’ai vu Québec, Quebec, 

Garneau, 1957 (no page nos.), repr.; Hubbard 

1957, p. 116, note 24; Hubbard 1960, pl. 1; 

Harper 1962, p. 408; Hubbard 1963, p. 47; 
Harper 1966, p. 11. 

Exhibitions: 
DPC 1945, no. 3, repr.; London, Royal Academy, 

1965, Treasures from the Commonwealth, no. 

810; Vancouver 1966, no. 3; 300 Years 1967, no. 2, 

repr.; Pageant 1967, no. 43, repr. in color. 

The English title is France Bringing the Faith to 
the Indians of New France. It has been noted 

that the figure of France bears the features of 

Anne of Austria. The theory has been advanced 
that the picture was commissioned c.1663-4 by 

Nicolas Gargot, an adventurer on the high seas; 

in which case the date of execution would be be- 
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Thomas Davies c.1737-1812 

2 On the River La Puce 

1789 Watercolor 
13 3/8 X 20 1/4 in. (34 X 51.4 cm.) 

Inscription: 
Inscribed and dated on verso, A View of the 

River La Puce near Quebec North America 1789. 

Provenance: 

Earl of Derby, Knowsley, Lancs.; sold at Chris- 

tie’s, London, 19 October 1953, no. 137 (an album 

of more than fifty watercolors); bought by 
Frank T. Sabin Gallery, London; bought by Na- 

tional Gallery of Canada, 1954. 

Literature: 
NGC, AR, 1954-5, p. 33; Hubbard 1963, p. 48, pl. 

76; R. H. Hubbard, “Thomas Davies, Gunner 

and Artist,” Transactions of the Royal Society of 
Canada, ser. 4, IX, 1971, p. 347; R. H. Hubbard, 

Thomas Davies, Ottawa, Oberon Press, 1972, 

repr. in color, p. 50. 

Exhibitions: 
Pageant 1967, no. 174, repr.; NGC, 1972, Thomas 

Davies, no. 53, repr. 

The fall is on the little Riviére Sault-a-la-Puce, 

near Chateau-Richer on the north shore of the 
St. Lawrence below Quebec. 

The National Gallery of Canada, Ottawa (6282) 
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Thomas Davies c. 1737-1812 

3 The Falls of St. Anne 

1790 Watercolor 
20 3/8 X 139/16 in. (57.8 X 34.5 cm.) 

Inscription: 

Signed and dated Lr., T. Davies Pinxit 1790; in- 

scribed and dated on verso, A View of the lower 

part of the falls of St. Anne near Quebec 1790. 

Provenance: 

See no. 2. 

Literature: 
Paul Duval, Canadian Water Colour Painting, 

Toronto, Burns & McEcheran, 1954, pl. 1; NGC, 

AR, 1954-5, p. 33, repr.; “Soldier’s Conquest,” 

Time, LXVI, no. 12, 19 September 1955, repr. in 

color p. 79; NGC, Engagement Calendar: Water 
Colours by Thomas Davies, Ottawa, 1967, repr. 

in color with a detail; R. H. Hubbard, “Thomas 

Davies, Gunner and Artist,” Transactions of the 

Royal Society of Canada, ser. 4, 1x, 1971, p. 347, 
fig. 12; R. H. Hubbard, Thomas Davies, Ottawa, 

Oberon Press, 1972, repr. in color, p. 53. 

Exhibitions: 
Pageant 1967, no. 172, repr.; NGC, 1972, Thomas 

Davies, no. 55, repr. 

The view is of the falls on the Riviére Sainte- 
Anne, above Sainte-Anne-de-Beaupré. 

The National Gallery of Canada, Ottawa (6283) 
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Thomas Davies c. 1737-1812 

4 Montmorency Falls 

1791 Watercolor 
139/16 X 20 3/8 in. (34.2 x 51.7 cm.) 

Inscription: 

Signed and dated 1.1, T. Davies 1791; inscribed 

and dated on verso, A View of the Montmorenci 

Falls near Quebec taken in 1790. 

Provenance: 

See no. 2. 

Literature: 

NGC, AR, 1954-5, p. 33; NGC, Engagement Cal- 

endar: Water Colours by Thomas Davies, Ot- 
tawa, 1967, repr. in color with a detail; 

R. H. Hubbard, “Thomas Davies, Gunner and 

Artist,” Transactions of the Royal Society of 

Canada, ser. 4, 1x, 1971, pp. 347-8, fig. 10; 

R. H. Hubbard, Thomas Davies, Ottawa, Oberon 

Press, 1972, in color, p. 59. 

Exhibitions: 
Vancouver 1966, no. 15; Pageant 1967, no. 173; 

repr.; NGC, 1972, Thomas Davies, no. 57, repr. 

The place, seven miles below Quebec on the 

north shore of the St. Lawrence, became famous 

in the eighteenth century as a resort of Quebec 

society, for its waterfall in summer and the ice- 
cone that formed at its base in winter. Sketched 
in 1790, this picture was painted after Davies’ re- 

turn to England late that year. 

The National Gallery of Canada, Ottawa (6285) 
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Thomas Davies c. 1737-1812 

5 Montreal 

1812 Watercolor 

13 1/2 X 205/8 in. (34.3 x 52.4 cm.) 

Inscription: 
Signed and dated Lr., Thomas Davies/Delin 

1812; inscribed on verso, Montreal. 

Provenance: 

See no. 2. 

Literature: 
NGC, AR, 1954-5, p. 33; Kathleen M. Fenwick, 

“Thomas Davies—Soldier and Painter of Eigh- 
teenth-century Canada,” CA, xu, no. 3, Spring 

1956, p. 276, repr. in color p. 270; Morisset 1960, 

repr. in color opp. p. 49; Hubbard 1960, pl. 19; 
D. G. G. Kerr and R. J. R. Robinson, Canada, a 

Visual History, Toronto, Nelson, 1966, detail 

repr. pl. 13-3; R. H. Hubbard, “Thomas Davies, 

Gunner and Artist,” Transactions of the Royal 

Society of Canada, ser. 4, 1x, 1971, p. 349, fig. 11; 

R. H. Hubbard, Thomas Davies, Ottawa, Oberon 

Press, 1972, repr. in color, p. 61. 

Exhibitions: 
Vancouver, Vancouver Art Gallery, 1959, The 

Arts of French Canada, no. 118; 300 Years 1967, 
no. 53, repr.; Pageant 1967, no. 179, repr.; NGC, 

1972, Thomas Davies, no. 63, repr. 

The view is from the mountain. (Davies in 1762 

painted a view from St. Helen’s Island: National 
Gallery of Canada.) This picture, painted the 

year of the artist’s death, is evidently based on 
sketches made before his departure from Quebec 
late in 1790. 

The National Gallery of Canada, Ottawa (6286) 
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George Heriot 1766-1844 

6 Lake St. Charles near Quebec 

c.1800 Watercolor 
1011/16 X 171/2 in. (27.2 x 44.5 cm.) 

Inscription: 

Inscribed Lr., Lake St Charles. 

Provenance: 

Bought by National Gallery of Canada from 

Walker, London, 1954. 

Literature: 
NGC, AR, 1954-5, p. 33, repr.; Hubbard 1960, 

pl. 16; Harper 1962, repr. p. 411; Hubbard 1963, 
p. 50, pl. 78. 

Exhibitions: 

Charlottetown 1964, no. 20; Vancouver 1966, no. 

22; 300 Years 1967, no. 42, repr. 

Lac Saint-Charles is to the north of Quebec. 

The National Gallery of Canada, Ottawa (6320) 
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Anonymous, 19th Century 

7 View of Fredericton 

1823 19 X 27 in. (48.3 X 68.6 cm.) 

Inscription: 
Signed, dated and inscribed Lr., 

M/FREDERICTON/NEW BRUNSWICK 1823. 

Provenance: 

William H. Coverdale Collection, Canada 

Steamship Lines, Montreal (at Hotel Manoir Ri- 

chelieu, Murray Bay); gift of T. R. McLagan to : 
Beaverbrook Art Gallery, 1959. 

Literature: 
John Alford, “The Development of Painting in 
Canada,” CA, 11, no. 3, March 1945, p. 100, repr. 

p. 96; Buchanan 1950, pl. 3; Hubbard 1957, 

p. 119; Beaverbrook Art Gallery, Catalogue, 

Frederiction, 1959, p. 32; Hubbard 1960, pl. 27; 

Hubbard 1963, p. 52; Arts in New Bruswick, 

Fredericton, Brunswick Press, 1967, p. 129, repr. 

p. 142. 

Exhibitions: 
DPC 1945, no. 29, repr.; Richmond 1949, no. 1; 

Coronation 1958, no. 1; 300 Years 1967, no. 58, 

repr. 

The picture shows a portion of Fredericton from 
the St. John River, probably near the Officers’ 

Quarters. 

Beaverbrook Art Gallery, Fredericton 
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C. R. Forrest active c.1821-3 

8 Grand Campement, French River, Lake Huron 

1822 Watercolor and graphite 

1831/4 X 44 1/2 in. (33.9 x 112.7 cm.) 

Inscription: 

Signed and dated 1.1., C R Forrest 1822. 

Provenance: 
9th Earl of Dalhousie, Governor in Chief of Can- 

ada (1819-28); William H. Coverdale Collection, 

Canada Steamship Lines, Montreal (at Hotel 

Manoir Richelieu, Murray Bay); bought by Ca- 
nadian government and deposited in National 
Gallery of Canada, 1970. 

Literature: 
Percy F. Godenrath, Catalogue of the W. H. Cov- 
erdale Collection of Canadiana, Montreal, 

Canada Steamship Lines, 1930-9, no. 1799 in 

supplement (1939); NGC, AR, 1970-1, p. 96. 

Exhibitions: 
Montreal, Art Association of Montreal, 1940, 

Historic Canadiana, no. 1799 (as by D. W. For- 

rest); DPC 1945, no. 21 (as by D. W. Forrest). 

The French River, which flows from Lake 

Nipissing into Georgian Bay, was on the old 
canoe route from Montreal to the upper lakes. 
The camping-place was a flat expanse near the 
mouth of the river. 

The National Gallery of Canada, Ottawa (16649) 
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Joseph Légaré 1795-1855 

9 Les chutes de Saint-Ferréol 

c.1840 299/16 x 3413/16 in. (75.1 x 88.4 cm.) 

Provenance: 

De Foy; Dr. Vallée, Quebec (1946); bought by 

Musée de la Province de Québec, 1946. 

Literature: 
Mason Wade, The French Canadians, Toronto, 

Macmillan, 1955, repr. opp. p. 177; R. H. Hub- 
bard, “Primitives with Character: a Quebec 
School of the Early Nineteenth Century,” Art 

Quarterly, xx, no.1, Spring 1957, p. 24, fig. 2; 
Hubbard 1957, p. 117; Morisset 1960, p. 99; Hub- 
bard 1960, pl. 31; Hubbard 1963, p. 55; Harper 
1966, p. 82. 

Exhibitions: 
Quebec, Musée de la Province de Québec, 1952, 

Les arts au Canada frangais, no. 70; Paris, 

Grands Magasins du Louvre, 1958, Arts au Can- 

ada frangais (no catalogue); Bordeaux 1962, 

no. 21; Vancouver 1966, no. 29; 300 Years 1967, 

no. 90, repr. 

Saint-Ferréol is on the Riviére Sainte-Anne, 

north-east of Quebec. See also no. 3. 

Musée du Québec, Quebec (A472P) 
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Joseph Légaré 1795-1855 

10 Les ruines aprés l’incendie du faubourg Saint-Roch 

c.1845 371/2 x 491/2 in. (95.2 x 125.7 cm.) 

Literature: 
Harper 1966, p. 82, pl. 72 (color); Michel Cau- 

chon, “L’incendie du quartier Saint-Roch (28 

mai 1845) vu par Joseph Légaré,” Bulletin du 
Musée du Québec, no. 10, October 1968, p. 3, 

note a. 

Exhibitions: 
MMFA, 1967, The Painter and the New World, 

no. 219, repr. in color. 

The English title is Ruins after the Fire in the 

Saint-Roch Quarter. A view of the Saint-Roch 
quarter of Quebec, by Légaré, showing the fire 

itself, is in the Musée du Québec, Quebec. 

Mrs. Scott Symons, Toronto 
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Ebenezer Birrell 1801-1888 

11 Good Friends 

¢.1830 23 x 28 in. (58.5 x 71.7 cm.) 

Provenance: 

Paul Duval, Toronto; gift to Art Gallery of 

Hamilton from Mrs. R. N. Steiner in memory of 
her mother, Mrs. L. C. Dillon, 1965. 

Literature: 

Art Gallery of Hamilton Bulletin, 1, no. 2, De- 

cember 1965, repr. (no page numbers); Harper 

1966, p. 133, pl. 118. 

Exhibitions: 
Vancouver 1966, no. 30, repr. in color; 300 Years 

1967, no. 69, repr. in color. 

Probably painted on the artist’s farm, Maple 
Hall, at Pickering, north-east of Toronto. 

The Art Gallery of Hamilton, Hamilton 
(65-43-18) 
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Robert R. Whale 1805-1887 

12 General View of Hamilton 

1853 35 3/4 x 471/2 in. (90.8 x 120.6 cm.) 

Inscription: 

Signed and dated lower center (on a rock), 

R. Whale/Aug 2/1853. 

Provenance: 

Private collection, England; Museum Book 

Shop, London (1947); Gavin Henderson Gallery, 

Toronto; bought by National Gallery of Canada, 
1949. 

Literature: 
A. H. Wingfield, The Hamilton Centennial, 

Hamilton, Centennial Committee, 1946, repr. 

p. 16; NGC, AR, 1949-50, p. 18, repr.; R. H. Hub- 

bard, “General View from a Lofty Eminence,” 

CA, x11, no. 2, Winter 1956, p. 233, repr.; The 
Arts in Canada 1957, pp. 41-42; NGC Cat. 1960, 

p. 381, repr.; Hubbard 1960, pl. 49; Hubbard 
1962, p. 931; J. Russell Harper, “Ontario Painters 

1846-1867,” NGC Bulletin, 1, no. 1, May 1963, 

p. 24, repr. p. 21; Hubbard 1963, p. 61, pl. 100; 

Harper 1966, p. 142, pl. 130. 

Exhibitions: 
London, International Exhibition, 1862 (silver 

medal); Charlottetown 1964, no. 44, repr.; 300 

Years 1967, no. 114, repr.; Brantford, Art Gallery 

of Brantford, 1969, Robert Whale, no. 4. 

The view is from the Escarpment looking north- 
west towards Burlington Bay, Lake Ontario. An- 
other view of Hamilton (69 x 39 in.) was exhib- 

ited at Brantford (see above) in 1969. 

The National Gallery of Canada, Ottawa (4950) 
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R. C. Todd 1809-c.1865 

13 The Ice Cone, Montmorency Falls 

1845 131/2 x 18 in. (34.3 x 45.7 cm.) 

Inscription: 
Signed Lr., R. C. Todd. 

Provenance: 
Bought by National Gallery of Canada from 

Laing Galleries, Toronto, 1957. 

Literature: 

NGC, AR, 1957-8, p. 56, repr.; CA, xv, no. 1 (no. 

59), January 1958, repr. in color p. 55; NGC Cat. 

1960, p. 313, repr.; NGC, Engagement Calendar, 

Ottawa, 1962, pl. 27 (color); Hubbard 1962, 

p. 932, repr.; Hubbard 1963, p. 55; American 
Heritage, xvu, no. 1, December 1965, repr. in 

color on cover; Revue des voyages, special no.: 
“Canada,” 1965, repr. in color p. 63; CA, XxvI, 

no. 1 (nos. 128-9), February 1969, repr. On title- 

page and details on cover; Boggs 1971, pl. 107; 

Michel Cauchon, Roy-Audy, Quebec, Ministére 

des Affaires culturelles, 1971, pl. iii-2. 

Exhibitions: 

Toronto, Laing Galleries, 1959, One Hundred 

Years of Canadian Painting, no. 2, repr.; 300 

Years 1967, no. 70, repr.; London, Ont., Public Li- 

brary and Art Museum, 1967, The Artist in 

Early Canada (no catalogue nos.), repr. 

For Montmorency Falls see no. 4. 

The National Gallery of Canada, Ottawa (6763) 
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Paul Kane 1810-1871 

14 Fort Garry and St. Boniface 

1851-6 18 X 29 in. (45.7 x 73.7 cm.) Garry and Bonaventure.” Fort Garry, on the site 

of present-day Winnipeg, was rebuilt in 1838, re- 
Provenance: placing earlier forts; the gate (beside the Fort 
This is one of a group of twelve pictures commis- Garry Hotel) is the only part still standing. On 
sioned by the Legislature of Canada in 1851 and the St. Boniface side of the Red River (at left) 

delivered in 1856. Of these, five, including this the Grey Nuns’ Convent of 1846 still stands; but 

picture, were transferred to the National Gallery the Cathedral of 1833-7 was destroyed by fire in 
of Canada from Parliament, Ottawa, in 1888; 1860; it is known from Whittier’s couplet in The 

one was lost at an early date; andthe remaining Red River Voyageur: 

six (including no. 15) were transferred to the Na- ‘The bells of the Roman Mission 
tional Gallery in 1955. That call from their turrets twain. 

Literature: The National Gallery of Canada, Ottawa (102) 
Paul Kane, Wanderings of an Artist, London, 

Longmans, 1859, repr. in woodcut pl. 5, opp. 
p. 74; Canada, House of Commons, Sessional 
Papers, 1889, p. 189; Paul Kane, Wanderings of 
an Artist, Toronto, Radisson Society, 1925, p. 1 

(as “Part of Red River Settlement”), repr. in 

woodcut p. 50; NGC Cat. 1960, p. 153, repr.; 
Hubbard 1963, p. 61, pl. 99; J. Russell Harper, 

Paul Kane’s Frontier, Toronto, University of 

Toronto Press, 1971, p. 281, no. IV-38 (as “Red 

River Settlement,” a replica of the version in the 

Royal Ontario Museum, Toronto). 

Exhibitions: 
Ottawa, Public Archives of Canada, 1911-33 (on 

loan); AGT, 1933-4, Toronto Centennial Exhibi- 

tion, no. 112; Tate 1938, no. 125; Charlottetown 

1964, no. 54, repr.; 300 Years 1967, no. 101, repr.; 

Fort Worth, Amon Carter Museum of Western 

Art, etc., 1971-2, Paul Kane, no. 41. 

The canvases in the Royal Ontario Museum, 

Toronto, and the National Gallery of Canada, 

were based on an oil-on-paper sketch made in 

June 1846 and now in the Stark collection 
(Harper IV-36). The National Gallery of Canada 
version was formerly titled erroneously “Fort 
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Paul Kane 1810-1871 

15 Buffalo at Sunset 

1851-6 161/2 X 271/4 in. (41.9 x 69.2 cm.) 

Provenance: 

See no. 14. 

Literature: 

Paul Kane, Wanderings of an Artist, London, 

Longmans, 1859, repr. in woodcut pl. 6; Paul 

Kane, Wanderings of an Artist, Toronto, Radis- 

son Society, 1925, p. xlix, repr. in woodcut pl. 6; 

NGC Cat. 1960, p. 154, repr.; Hubbard 1960, pl. 

43; J. Russell Harper, Paul Kane’s Frontier, 

Toronto, University of Toronto Press, 1971, 

p. 291, no. IV-243 (as a replica of the version in 
the Royal Ontario Museum, Toronto). 

Exhibitions: 

Charlottetown 1964, no. 63, repr.; Waterloo, 

Ont., University of Waterloo, 1968, Paul Kane 

(no catalogue nos.). 

The versions of this subject in the Royal On- 
tario Museum, the National Gallery of Canada 

and elsewhere (see Harper, Paul Kane’s Frontier, 

loc. cit.) were all based on sketches made sixteen 

miles west of Fort Edmonton on October 6, 1846. 

The National Gallery of Canada, Ottawa (6919) 
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Otto R. Jacobi 1812-1901 

16 Canadian Autumn 

1870 36 x 541/8 in. (91.4 x 137.5 cm.) 

Inscription: 
Signed and dated Lr., O. R. Jacobi 1870. 

Provenance: 

Bought by Art Association of Montreal from the 
William Gilman Cheney Fund, 1940. 

Literature: 
John Steegman, Catalogue of Paintings, Mon- 
treal, Montreal Museum of Fine Arts, 1960, 

p: 21. 

This picture was probably painted from sketches 
made in the autumn of 1869, when Jacobi ac- 

companied Prince Arthur’s party on a trip up 
the Ottawa River. 

Montreal Museum of Fine Arts, Montreal (717) 
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Cornelius Krieghoff 1815-1872 

17 Winter Landscape 

1849 381/2 X 51 in. (97.8 x 129.5 cm.) Marius Barbeau (1934) identifies the figures in 
the sleigh as the artist’s wife Louise, his daugh- 

Inscription: ter Emily and Louise’s father, Gauthier, at Lon- 

Signed and dated Lr., C Krieghoff/1849. geuil near Montreal. Radiographs of the canvas 
reveal that the landscape was painted over the 

Provenance: portrait of an officer with a horse. 

John Young, Quebec; the Hon. W. C. Edwards, 

Ottawa; Miss Edith Wilson, Ottawa; gift of Miss | The National Gallery of Canada, Ottawa (2038) 

Edith Wilson to National Gallery of Canada, 
1923, in memory of the Hon. W. C. and Mrs. Ed- 
wards. 

Literature: 
NGC, AR, 1922-3, p. 13, repr.; Marius Barbeau, 

Cornelius Krieghoff, Toronto, Macmillan, 1934, 
p. 104; Marius Barbeau, “Krieghoff Discovers 
Canada,” Canadian Geographical Journal, v111, 
no. 3, March 1934, repr. in color opp. p. 112; 
A.H. Robson, Cornelius Krieghoff, Toronto, 
Ryerson Press, 1937, pl. iii (color); D. W. Bu- 

chanan, “The Story of Canadian Art,” Cana- 

dian Geographical Journal, xvu, no. 6, 

December 1938, repr. in color p. 283; Regina 

Shoolman and Charles E. Slatkin, The Enjoy- 
ment of Art in America, Philadelphia and New 

York, Lippincott, 1942, p. 691, pl. 708; John Al- 

ford, “The Development of Painting in Canada,” 

CA, 11, no. 3, March 1945, p. 95, repr. in color p. 

101; Marius Barbeau, Cornelius Krieghoff, 

Toronto, Ryerson Press, 1948, repr. in color opp. 
p. 10; Buchanan 1950, pl. 2; Encyclopaedia Ca- 
nadiana, 1958, vol. 8, pl. 96-b; NGC Cat. 1960, 

p. 163, repr.; Marius Barbeau, Cornelius Krieg- 

hoff, Toronto, McClelland and Stewart, 1962, pl. 

14; Hubbard 1963, p. 60. 

Exhibitions: 
AGT, 1926, Inaugural Exhibition, no. 192; NGC, 

1934, Cornelius Krieghoff, no. 91; Tate 1938, no. 

130; DPC 1945, no. 58, repr.; Albany 1946, no. 25, 

repr.; Detroit Institute of Arts, 1946, The Arts of 

French Canada, no. 228; Washington 1950, no. 

45, repr.; Detroit Institute of Arts, 1951, The 

French in North America, no. 88; Coronation 

1953, no. 32; 300 Years 1967, no. 106, repr. 
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Cornelius Krieghoff 1815-1872 

18 The Chaudiére 

1858? 201/4 x 291/2 in. (51.5 x 75 cm.) 

Inscription: 
Signed Lr. (on a rock ledge), C. Krieghoff. 

Provenance: 
The Hon. W. C. Edwards, Ottawa; Miss Edith 

Wilson, Ottawa; gift of Miss Edith Wilson to 

National Gallery of Canada, 1923, in memory of 

the Hon. W. C. and Mrs. Edwards. 

Literature: 

AR, 1922-3, p. 18; Marius Barbeau, Cornelius 

Krieghoff, Toronto, Macmillan, 1934, p. 118; 

Marius Barbeau, “Krieghoff découvre le Can- 

ada,” Mémoires de la Société Royale du Canada, 

3° sér., XXVIII, 1934, p. 117; Marius Barbeau, 

“Krieghoff Discovers Canada,” Canadian 

Geographical Journal, vit, no. 3, March 1934, 

repr. p. 108; NGC Cat. 1960, p. 162, repr.; Marius 
Barbeau, Cornelius Krieghoff, Toronto, Ryerson 

Press, 1948, p. 16; Marius Barbeau, Cornelius 

Krieghoff, Toronto, McClelland and Stewart, 

1962, p. 11, pl. 25. 

Exhibitions: 

NGC, 1934, Cornelius Krieghoff, no. 92; AGT, 

1934, Cornelius Krieghoff, no. 273; Fredericton, 

Beaverbrook Art Gallery, 1961, Cornelius 

Krieghoff, no. 24; Charlottetown 1964, no. 28; 

Quebec, Musée du Québec, 1971, Cornélius 

Krieghoff, no. 54, repr. (as “La riviére Chau- 
diére”). 

The subject is usually identified with the Chau- 
diére Falls in the Ottawa River between Ottawa 
and Hull; but perhaps, as indicated in the Que- 

bec exhibition 1971 (above), they are the falls on 

the Chaudiére River near Quebec. Marius Bar- 
beau (1934) states that the date 58 appears with 
the signature and that Krieghoff travelled to 
Ottawa in 1858; also that the figure among the 

rocks is a self-portrait. 

The National Gallery of Canada, Ottawa (2037) 
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Cornelius Krieghoff 1815-1872 

19 The Owl’s Head, Memphremagog 

1859 171/4 x 24 in. (43.8 x 61.1 cm.) 

Inscription: 
Signed and dated Lr., C. Krieghoff./Quebec 1859; 
inscribed on stretcher, The Owl’s Head Moun- 

tain (2800 ft.)/Skinners Cove on/Lake Memphre- 
magog, Canada East./in autumnal foliage. 

Provenance: 

Dr. George Hall, Montreal; Johnson Art Galler- 

ies, Montreal (1934); Vincent Massey, Port 

Hope, Ontario; bequest of the Right Hon. Vin- 

cent Massey to National Gallery of Canada, 
1968. 

Literature: 

Marius Barbeau, Cornelius Krieghoff, Toronto, 
Macmillan, 1934, p. 121; Marius Barbeau, 

“Krieghoff Discovers Canada,” Canadian Geo- 
graphical Journal, vin, no. 3, March 1934, 
pp. 112-13, repr. p. 100; Marius Barbeau, 

Cornelius Krieghoff, Toronto, McClelland and 
Stewart, 1962, pl. 30 (color); Hugo McPherson, 

“The Resonance of Batterwood House,” CA, 

XXI, no. 2 (no. 90), March-April 1964, p. 98, repr.; 

NGC, AR, 1968-9, p. 65, repr.; Boggs 1971, 

pl. 109 (color). 

Exhibitions: 
AGT, 1934, The Collection of Hon. Vincent and 

Mrs. Massey, no. 130; NGC, 1934, Cornelius 

Krieghoff, no. 55; AGT, 1934, Cornelius Krieg- 
hoff, no. 226; 300 Years 1967, no. 117, repr.; 

NGC, 1968, Vincent Massey Bequest: the Cana- 

dian Paintings, no. 23, repr. 

Lake Memphremagog is in the Eastern Town- 
ships of Quebec, touching on Vermont. Owl 

Head Mountain is 30 miles south-east of 
Granby, Quebec. See also no. 29. 

The National Gallery of Canada, Ottawa (15490) 
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William Armstrong 1822-1914 

20 Silver Islet, Seen from the Mainland 

1869 Pastel 
141/4 x 241/2 in. (36.2 x 61.6 cm.) 

Inscription: 

Signed and dated 1.1., Armstrong/69. 

Provenance: 

Bought by Public Archives of Canada. 

Literature: 
“Silver Island, Lake Superior,” Canadian IIlus- 

trated News, December 3, 1870, p. 361, repr. by 

photolithography. 

Silver Islet is near Thunder Cape, at the en- 
trance to Thunder Bay, Lake Superior. Silver- 

mining there yielded considerable quantities of 
ore c.1870. 

The Public Archives of Canada, Ottawa 

(C10508) 
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L. R. O’Brien 1832-1899 

21 Sunrise on the Saguenay 

1880 341/2 xX 491/2 in. (87.6 x 125.7 cm.) 

Inscription: 
Signed and dated Lr., L. R. O’Brien 1880. 

Provenance: 
Deposited in National Gallery of Canada as the 

artist’s Royal Canadian Academy diploma, 1882. 

Literature: 
Canada, House of Commons, Sessional Papers, 

1884, p. 369; NGC Cat. 1960, p. 405, repr.; Harper 
1962, p. 422, repr. p. 421; NGC, Engagement Cal- 
endar, Ottawa, 1962, pl. 23 (color); Hubbard 

1962, p. 934; Harper 1966, pp. 177, 197, pl. 158 

(color); Kilbourn 1966, p. 33, repr. in color; Mel- 

len 1970, p. 3, repr. p. 2; R. H. Hubbard, “Ninety- 
year Perspective,” VdA, no. 58, Spring 1970, 
p. 23, repr.; Praeger Encyclopaedia of Art, New 3 

York, Praeger, 1971, repr. vol. 1, p. 34; Boggs 

1971, pp. 3, 23, pl. xxii (color); Ostiguy 1971, 

p. 16, pl. 7. 

Exhibitions: 
RCA, 1880, no. 115; Montreal, Art Association of 

Montreal, Special Exhibition, 1880, no. 18; RCA, 
1881, no. 268; NGC, 1941, 60th Anniversary Ex- 

hibition (no cat.); NGC, 1952, Royal Canadian 

Academy Diploma Works (no cat.); RCA, 1954, 

Retrospective Exhibition, no. 4; Bordeaux 1962, 

no. 9; Vancouver 1966, no. 42, repr.; 300 Years 

1967, no. 141, repr. 

The view is of Cap Trinité on the River Sa- 
guenay. The picture appears in a woodcut illus- 
tration of the opening of the Royal Canadian 
Academy in Ottawa, in Canadian Illustrated 
News, March 20, 1880. A drawing for the subject 
is in the Art Gallery of Ontario, Toronto. 

The National Gallery of Canada, Ottawa (113) 
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L. R. O’Brien 1832-1899 

22 Kakabeka Falls, Kaministikwia River 

1882 321/2 x 48 in. (82 x 121.9 cm.) 

Inscription: 
Signed and dated Lr., L. R. O’Brien 1882. 

Provenance: 
Jenkins, Montreal; bought by National Gallery 

of Canada from Percy F. Godenrath, Ottawa, 

1935. 

Literature: 
George M. Grant, Picturesque Canada, Toronto, 

Belden Bros., 1882, vol. 1, engr. p. 270; NGC, AR, 

1935-6, p. 16, repr.; Colgate 1943, repr. p. 33; The 
Arts in Canada 1957, p. 53, repr.; NGC Cat. 
1960, p. 238, repr.; Hubbard 1960, pl. 60; Hub- 

bard 1963, p. 67, pl. 107; Peter Brieger et al., Art 

and Man, Toronto, Rinehart and Winston, 1964, 

vol. 3, fig. 176; Kilbourn 1966, p. 33. 

Exhibitions: 
OSA, 1882, no. 29; RCA, 1882, no. 49; Tate 1938, 

no. 171; Richmond 1949, no. 57; 300 Years 1967, 

no. 146, repr. 

Kakabeka Falls are to the west of Thunder Bay, 
Ontario. 

The National Gallery of Canada, Ottawa (4255) 
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L. R. O’Brien 1832-1899 

23 A British Columbian Forest 

1888 Watercolor 
211/4 X 30 in. (54 x 76.2 cm.) 

Inscription: 
Signed and dated L.1., L. R. O’Brien/1888. : 

Provenance: 
Bought by National Gallery of Canada, 1888. 

Literature: 
Canada, House of Commons, Sessional Papers, 

1889, p. 203; NGC Cat. 1960, p. 236, repr.; Hub- 

bard 1960, pl. 58; Hubbard 1962, p. 934; Hubbard 

1963, p. 67, pl. 106; Ostiguy 1971, pl. 6. 

Exhibitions: 
RCA, 1889, no. 129; OSA, Retrospective Exhibi- 

tion, 1947, no. 147; Mexico 1960, no. 91, repr.; 300 

Years 1967, no. 156, repr.; NGC travelling exhibi- 
tion, 1970-1, Canadian Water-colours of the 19th 

Century, no. 23. 

The National Gallery of Canada, Ottawa (159) 

82



, a pg: ae; 2 ce zs <j page . 
4 : at Es 4 x 

Se es ae aa BP gia Paty | FS Be a '% .- Bey 
Soaks \ ae se Ge ; ae 
pe eee ai 2 re io a a, te - Yas tay ge Pay, Bee ae 

pe 8 a v4 Pn ” oo] * i iS iy 
Seay aot ap 

= 

* “gis 

oF 4 
PLoe 

el 2 

A 

F ve 

tg al ea 
x 

% . 
: eS So Aa Bi Gg age 

Pi J ae : 
bs a ae: te r4 : 

he see : CN ay ee x Ps 

“f 

; 

eS si ee 
. 

- " = oe 
a pag Ey ; : Sew 

ee Se ae: 
Nee | ee ae ‘: 

ES i fae as , toed 
mee Pg ee oe Soe k 

df, ae Na oe as ah vs SB ox oe CICAY S 

ees 3 3 ae “ Le ty, 
a fd A ¥ 

Pine” vf aoe F : 
, 

ee % § Spat ca : ae We C ae, Poe en ee RN ag” a ig f ‘ oe i A li oe Se oda Te eee ms 

eS 
: Mier eS a a 

Bie 
: ; 

- ? a 
a Io



William G. R. Hind 1833-1888 

24 Foot of the Rocky Mountains 

1862 Watercolor 
83/4 X 121/4 in. (22.3 x 31.1 em.) 

Provenance: 

David Ross McCord, Montreal. 

Literature: 
Harper 1962, repr. in color p. 416; Harper 1966, 

pl. 145. 

Exhibitions: 
NGC and Montreal, McCord Museum, 1962-3, 

Everyman’s Canada, no. 116, repr. in color. 

The picture was painted near Yellowhead Pass 
on the present boundary between Alberta and 
British Columbia. Here the “Overlanders of ’62,” 

whose expedition Hind accompanied, entered the 

Rocky Mountains. 

McCord Museum, Montreal (M466) 
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William Raphael 1833-1914 

25 Indian Encampment on the Lower St. Lawrence 

1879 2381/4 x 411/4 in. (59 x 104.8 cm.) 

Inscription: 
Signed and dated 1.1., W. Raphael/1879/Mon- 

treal. 

Provenance: 

Deposited in National Gallery of Canada as the 

artist’s Royal Canadian Academy diploma, 1882. 

Literature: 

Canada, House of Commons, Sessional Papers, 
1884, p. 369; NGC Cat. 1960, p. 409, repr. 

Exhibitions: 
Montreal, Art Association of Montreal, 1880, 

Special Exhibition, no. 9; RCA, 1880, no. 68; 

RCA, 1881, no. 322; RCA, 1954, Retrospective 

Exhibition, no. 5; London, Ont., Public Library 

and Art Museum, 1967, The Artist in Early Can- 

ada (no cat.). 

The National Gallery of Canada, Ottawa (59) 
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F. A. Verner 1836-1928 

26 Indian Camp 

1876 321/2 x 60 in. (82 x 152.4 cm.) 

Inscription: 

Signed and dated Lr., F. A. Verner/1876. 

Provenance: 

Gift to Art Gallery of Hamilton from the 
Women’s Committee, 1964. 

Literature: 

Art Gallery of Hamilton, Art Gallery News, xu, 

no. 1, July 1964, repr. (no page numbers); Art 

Gallery of Hamilton, Handbook, Hamilton, 1964, 

repr. p. 8; Kilbourn 1966, p. 59, repr. in color. 

Exhibitions: 
20SA, 1876 or 1877 (one of a number of “Indian 

Camps” exhibited); 300 Years 1967, no. 131, repr. 

Art Gallery of Hamilton, Hamilton (64-112-J) 
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J. A. Fraser 1838-1898 

27 A Shot in the Dawn 

1873 16 X 30 in. (40.7 X 76.2 cm.) 

Inscription: 
Signed and dated l.l., J. A. FRASER 1873. 

Provenance: 

Brought by National Gallery of Canada from 
Dominion Gallery, Montreal, 1958. 

Literature: 

NGC, AR, 1958-9, p. 59, repr.; NGC Cat. 1960, 

p. 93, repr.; CA, Xvi, no. 1 (no. 67), January 

1960, repr. p. 37; Hubbard 1960, pl. 57; NGC, En- 
gagement Calendar, Ottawa, 1962, pl. 19 (color); 

Hubbard 1962, p. 934; Hubbard 1963, p. 67, pl. 
102; Kilbourn 1966, p. 37, repr. in color pp. 36-7; 
Ostiguy 1971, pl. 1. 

Exhibitions: 
OSA, 1876, no. 38; 300 Years 1967, no. 129, repr. 

in color. 

The picture has formerly been called “Lake Scu- 
gog” and “A Shot at Dawn.” Lake Scugog is to 
the north-east of Toronto. 

The National Gallery of Canada, Ottawa (6938) 
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J. A. Fraser 1838-1898 

28 The Rogers Pass 

1886 22 X 30 in. (55.9 x 76.2 cm.) 

Inscription: 
Signed 1.1., JA (in monogram) FRASER. 

Provenance: 

Sir Edwin Watkin, Bt. (President of the Cana- 

dian Pacific Railway 1882-8); bought by Na- 
tional Gallery of Canada from Captain Percy 

Godenrath, Ottawa, 1934. 

Literature: 
NGC, AR, 1934-5, p. 18, repr.; D.W. Buchanan, 

“The Story of Canadian Art,” Canadian Geo- 
graphical Journal, xvi, no. 6, December 1938, 
repr. p. 274; NGC Cat. 1960, p. 92, repr.; Hubbard 
1960, pl. 61; René Huyghe, ed., Larousse Ency- 
clopaedia of Modern Art, London, Hamlyn, 

1961, repr. p. 236; Hubbard 1962, p. 934; Hubbard 
1963, p. 67, pl. 105; Kilbourn 1966, repr. in color 

p. 10; Elizabeth Collard, “The Father of British 

Columbia,” Country Life, cxLIx, no. 3856, May 
6, 1971, repr. p. 1076. 

Exhibitions: 

Tate 1938, no. 65; DPC 1945, no. 66; Richmond 

1949, no. 24; St. John’s, Memorial University, 

and Bermuda Society of Arts, 1961, 150 Years of 
Canadian Art; Vancouver 1966, no. 46, repr.; 300 

Years 1967, no. 154, repr. 

Painted in 1886 when the Canadian Pacific Rail- 
way was completed. The Rogers Pass at the 

summit of the Selkirk Range of the Rocky 
Mountains was one of the most formidable bar- 
riers in the path of the railway, and surmount- 
ing it was one of the engineering feats of the age. 

The National Gallery of Canada, Ottawa (4227) 
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Allan Edson 1846-1888 

29 Mount Orford and the Owl’s Head from Lake Memphremagog 

1870 36 X 60 in. (91 x 152.4 cm.) 

Inscription: 

Signed and dated l.r., ALLAN EDSON/1870. 

Provenance: 
Andrew Wilson, Montreal; bought by National 
Gallery of Canada from W. Scott & Sons, Mon- 

treal, 1917. 

Literature: 
Art Journal, January 1, 1871, p. 8 (as “Summer 

View of Mount Orford and Pond, Eastern Town- 

ships”); Canada, House of Commons, Sessional 

Papers, 1918, p. 182; CA, 1v, no. 3, May 1947, 

repr. p. 98; The Arts in Canada 1957, p. 53; NGC 
Cat. 1960, p. 80, repr.; Hubbard 1960, pl. 56; 

Hubbard 1963, p. 64, pl. 103. 

Exhibitions: 
Montreal, Art Association of Montreal, 1872, 

Seventh Exhibition, no. 47;? Montreal, Art Asso- 

ciation of Montreal, 1880, Special Exhibition, no. 

64; RCA 1916, no. 72; DPC 1945, no. 52; Mexico 

1960, no. 94; NGC travelling exhibition, 1962-3, 

Painting in Canada (no cat.); 300 Years 1967, 

no. 125, repr. 

Orford Mountain is a little to the north of Lake 
Memphremagog (see no. 19). 

The National Gallery of Canada, Ottawa (1398) 
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Homer Watson 1855-1936 

30 On the Grand River at Doon 

c.1881 237/8 X 36 in. (60.5 X 91 cm.) 

Inscription: 
Signed 1.1., Homer Watson. 

Provenance: 

Private collection, England; bought by National 
Gallery of Canada from Appleby Bros., London, 
1952. 

Literature: 
R. H. Hubbard, “Two Old Masters of Canadian 

Painting, Horatio Walker and Homer Watson,” 

Educational Record of the Province of Quebec, 
LXXI, 1955, p. 9, repr. p. 8; Hubbard 1957, 

p. 121, pl. vii; The Arts in Canada 1957, p. 61, 

repr.; NGC Cat. 1960, p. 329, repr.; Hubbard 
1960, pl. 66; Hubbard 1962, p. 934; Hubbard 

1963, p. 77. 

Exhibitions: 
OSA, 1881, no. 150 (as “Grand River at Doon”); 

RCA, 1881, no. 251; Coronation 1953, no. 69, 
repr.; NGC, 1963, Homer Watson, no. 8, repr.; 

300 Years 1967, no. 144, repr. 

The picture was painted near the village of 
Doon, the artist’s birthplace and home, on the 

Grand River near Kitchener, Ontario. 

The National Gallery of Canada, Ottawa (5900) 
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Homer Watson 1855-1936 

31 The Laurentides 

1882 251/2 x 411/2 in. (64.8 x 105.4 cm.) 

Inscription: 

Signed and dated 1.1, Homer Watson 1882. 

Provenance: 

Deposited in National Gallery of Canada as the 
artist’s Royal Canadian Academy diploma, 1882. 

Literature: 

Canada, House of Commons, Sessional Papers, 

1884, p. 369 (as “Down in the Laurentides”); 

M. W. Miller, Homer Watson, Toronto, Ryerson 

Press, 1938, p. 135; R. H. Hubbard, “Two Old 

Masters of Canadian Painting, Horatio Walker 

and Homer Watson,” Educational Record of the 

Province of Quebec, Lxx1, 1955, p. 9; Hubbard 
1963, p. 77; Boggs 1971, p. 3, pl. 112. 

Exhibitions: 
RCA, 1882, no. 56; RCA, 1883, no. 83; NGC, 

1963, Homer Watson, no. 12, repr. in color; 300 

Years 1967, no. 145, repr. 

The picture was painted on the lower St. 
Lawrence where the Laurentian mountains 
(Laurentides) touch the north shore. 

The National Gallery of Canada, Ottawa (122) 
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Ozias Leduc 1864-1955 

32 Neige dorée 

1916 54 X 30 in. (137.2 x 76.2 cm.) 

Inscription: 

Signed and dated L.r., O. LEDUC 1916. 

Provenance: 

Bought by National Gallery of Canada from 
Royal Canadian Academy exhibition, 1916. 

Literature: 
H. Mortimer-Lamb, “The Thirty-eighth Exhibi- 
tion of the Royal Canadian Academy of Arts,” 

International Studio, Lxx, no. 287, February 

1917, p. 32, repr. p. 31; Jean Chauvin, Ateliers, 
Montreal, Louis Carrier, 1927, p. 125; Pierre de 

Ligny Boudreau, “Ozias Leduc of Saint-Hilaire,” 
CA, x, no. 4, Summer 1953, repr. p. 157; Kilbourn 

1966, p. 118, repr. in color. 

Exhibitions: 
Montreal, Bibliothéque Saint-Sulpice, 1916, 

Ozias Leduc, no. 8; RCA, 1916, no. 134; AGT, 

1926, French Canada, no. 214; Paris 1927, no. 

106; Buenos Aires 1931; NGC, 1955, Ozias 

Leduc, no. 26, repr. (wrongly dated 1918); Victo- 

ria, Art Gallery of Victoria, 1958, Canadian 

Painting, no. 11; Mexico 1960, no. 100. 

The English title is Golden Snow. 

The National Gallery of Canada, Ottawa (1368) 
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James Wilson Morrice 1865-1924 

33 Ice Bridge over the St. Lawrence 

c.1908 235/8 x 34 3/4 in. (60 x 88.3 cm.) 

Inscription: 

Signed Lr., J. W. Morrice. 

Provenance: 
Gift of the artist’s executors to Art Association 
of Montreal, 1925. 

Literature: 

Donald W. Buchanan, James Wilson Morrice, 

Toronto, Ryerson Press, 1936, p. 157; Buchanan 

1950, p. 25, repr. in color as frontispiece; John 

Steegman, Catalogue of Paintings, Montreal 
Museum of Fine Arts, 1960, p. 28; Hubbard 1960, 

pl. 75 (color) (dated c.1907); Kathleen Daly Pep- 

per, James Wilson Morrice, Toronto, Clarke- 

Irwin, 1966, p. 86. 

Exhibitions: 

Paris, Société Nationale des Beaux-Arts, 1908; 

Montreal, Art Association of Montreal, 1925, 

James W. Morrice, no. 3; AGT, 1926, Inaugural 

Exhibition, no. 271; Paris 1927, no. 142; Imp. 

Econ. Conf. 1932, no. 10; AGT, 1935, Loan Exhi- 

bition, no. 135; NGC, 1937, James Wilson Mor- 

rice, no. 9; San Francisco, Golden Gate Exposi- 

tion, 1939, Contemporary Art, Canada, no. 19; 

Hamilton, Art Gallery of Hamilton, 1953, Inau- 

gural Exhibition, no. 41, repr.; Venice, XXIx 
Biennale, 1958, Canada, no. 10; Mexico 1960, no. 

101, repr.; London, Ont., Public Library and Art 

Museum, 1965, Canadian Impressionists, 1965, 

no. 32. 

A study for the composition (panel, 7 x 9 in.) is 

in the Montreal Museum of Fine Arts. 

Montreal Museum of Fine Arts, Montreal (333) 
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James Wilson Morrice 1865-1924 

34 The Ferry, Quebec 

c.1909 24 x 32 in. (61 x 81.3 cm.) Exhibitions: 

?Paris, Société Nationale des Beaux-arts, 1909; 

Inscription: ?Paris, Salon d’Automne, 1924, Morrice; Paris 

Signed 1.1, J. W. Morrice 1927, no. 61; Montreal, W. Scott & Sons, 1932, 

James Wilson Morrice, no. 20; Imp. Econ. Conf. 

Provenance: 1932, no. 27; NGC, 1937, James Wilson Morrice, 

André Schoeller, Paris (1927); W. Scott & Sons, no. 112, repr.; Tate 1938, no. 162, repr.; Yale 

Montreal (1932); bought by National Gallery of 1944; DPC 1945, no. 111, repr.; Richmond 1949, 

Canada from W. Scott & Sons, 1938. no. 54; Boston 1949, no. 66; AGT 1949, no. 10, 

repr.; Washington 1950, no. 60, repr.; Coronation 

Literature: 1953, no. 51; Venice, xx1x Biennale, 1958, Can- 

Donald W. Buchanan, “James Wilson Morrice,” ada, no. 11; Vancouver, Vancouver Art Gallery, 

University of Toronto Quarterly, v, no. 2, Jan- 1959, The Arts in French Canada, no. 184; Mex- 

uary 1936, pl. ii; Donald W. Buchanan, James ico 1960, no. 102, repr.; Bordeaux 1962, no. 50; 

Wilson Morrice, Toronto, Ryerson Press, 1936, MMFA, 1965-6, J. W. Morrice, no. 21, repr.; 
pp. 156-7, pl. xv; NGC, AR, 1937-8, p. 12, repr.; Vancouver 1966, no. 58, repr.; 300 Years 1967, no. 

Donald W. Buchanan, “The Story of Canadian 180, repr.; Bath, Holburne Museum, 1968, James 

Art,” Canadian Geographical Journal, xvu, no. Wilson Morrice, no. 24, repr.; Bordeaux, Musée 

6, December 1938, repr. p. 278; Graham McInnes, de Bordeaux, 1968, James Wilson Morrice, no. 

A Short History of Canadian Art, Toronto, Mac- 24, repr. 
millan, 1939, repr. opp. p. 50; Regina Shoolman 
and Charles E. Slatkin, The Enjoyment of Artin A study (7 X 10 in.) for the composition is in the 
America, Philadelphia and New York, Lippin- collection of Mrs. G. H. Henderson, Halifax. The 
cott, 1942, pl. 709; Graham McInnes, “The Ca- view is across the St. Lawrence from Lévis to 

nadian Artist and his Country,” Geographical Quebec. 

Journal, Xvi, no. 8, December 1943, repr. p. 399; 

CA, 11, no. 2, December 1944-Janaury 1945, repr. The National Gallery of Canada, Ottawa (4301) 

in color p. 54; Buchanan 1945, p. 9, pl. i (color); 
John Lyman, Morrice, Montreal, L’Arbre, 1945, 

pp. 25, 31, pl. 14; Donald W. Buchanan, James 

Wilson Morrice, Toronto, Ryerson Press, 1947, 

repr. p. 15 (color); A. Y. Jackson, “The Develop- 

ment of Canadian Art,” Journal, Royal Society 

of Arts, Xcvil, no. 4786, January 1949, repr. 

p. 132; Graham McInnes, Canadian Art, 

Toronto, Macmillan, 1950, repr. in color opp. 

p. 84; The Arts in Canada 1957, repr. in color 

p. 70; Morisset 1960, repr. in color opp. p. 128; 

NGC Cat. 1960, p. 224, repr.; Hubbard 1963, p. 84, 

pl. 139 (color); Kathleen Daly Pepper, James Wil- 
son Morrice, Toronto, Clarke-Irwin, 1966, p. 85, 

repr. in color pp. 54-5; Mellen 1970, repr. p. 71. 
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Maurice Cullen 1866-1934 

35 Logging in Winter, Beaupré 

1896 251/4 x 311/2in. (64.1 x 80 cm.) 

Inscription: 
Signed and dated lr... MAURICE CULLEN 96. 

Provenance: 

Mrs. Freda E. Harris, Charlottetown; gift to Art 

Gallery of Hamilton from the Women’s Commit- 
tee, 1956. 

Literature: 
Art Gallery of Hamilton, Handbook, Hamilton, 

1954, repr. p. 10; Kilbourn 1966, p. 18, repr. in 
color p. 17; Mellen 1970, p. 6, repr. in color p. 7. 

Exhibitions: 
Hamilton, Art Gallery of Hamilton, 1956, 

Maurice Cullen, no. 10, repr. 

The subject is from the “Beaupré Coast,” on the 
north shore of the St. Lawrence a little below 
Quebec. 

Art Gallery of Hamilton, Hamilton (56-56-V) 
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Ludger Larose 1868-1915 

36 Saint-Faustin 

1899 173/4 x 313/4 in. (45.1 x 80.7 cm.) 

Inscription: 
Signed and dated on verso, L. Larose St-Faustin 
1899. 

Provenance: 

Dominion Gallery, Montreal; bought by Musée 

de la Province de Québec, 1949. 

Literature: 
Hubbard 1957, p. 122; Morisset 1960, p. 181, repr. 

after p. 144; Hubbard 1960, pl. 73; Ostiguy 1971, 

p. 17, pl. 27. 

Exhibitions: 
Coronation 1958, no. 35; Mexico 1960, no. 107; 

300 Years 1967, no. 167, repr. 

Saint-Faustin is a village in Terrebonne County, 

Quebec. 

Musée du Québec, Quebec (A49 87P) 
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Auréle de Foy Suzor-Cété 1869-1937 

37 Le camp sur la colline 

1909 23 x 28 3/4 in. (58.4 x 73 cm.) 

Inscription: 

Signed and dated 1.1., A. Suzor-Coté/1909. 

Provenance: 
Bought by National Gallery of Canada from the 
Royal Canadian Academy exhibition, 1909. 

Literature: 
Eric Brown, “Landscape Art in Canada,” in 
Charles Holme, ed., Art of the British Empire 

Overseas, London, The Studio, 1917, repr. p. 31; 
Robson 1932, repr. in color p. 77; NGC Cat. 1960, 
p. 288, repr.; Hubbard 1963, p. 81, pl. 134; 
Hugues de Jouvancourt, “Auréle de Foy Suzor- 
Cété,” VdA, no. 37, Winter 1964-5, repr. p. 19; 

. Hugues de Jouvancourt, Suzor-Cété, Montreal, 

La Frégate, 1967, repr. p. 85; Mellen 1970, p. 8, 
repr. 

Exhibitions: 
RCA, 1909, no. 32; Paris 1927, no. 222; Buenos 

Aires 1931; NGC, 1935, Selected Artists, no. 99; 

AGT, 1937, Senior Painters in Canada, no. 76; 

Victoria, Art Gallery of Victoria, 1958, Two 

Hundred Years of Canadian Painting, no. 9. 

The subject was probably sketched at the 
artist’s birthplace, Arthabaska, Quebec. 

The English title of the picture is Settlement on 
the Hill-side. 

The National Gallery of Canada, Ottawa (127) 
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Emily Carr 1871-1945 

38 Old-time Coast Village 

c.1928 35 3/4 x 501/2 in. (90.8 x 128.2 cm.) 

Inscription: 
Signed 1.1., M. EMILY CARR. 

Provenance: 

Emily Carr Trust Collection (1945). 

Literature: 

Harper 1966, p. 279. 

Exhibitions: 

AGT, 1945, Emily Carr, no. 38; Vancouver, Van- 

couver Art Gallery, 1971, Emily Carr, no. 58, 

repr. in color. 

The subject is probably from Vancouver Island. 

Vancouver Art Gallery, Vancouver (42.3.4) 
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Emily Carr 1871-1945 

39 A Rushing Sea of Undergrowth 

c.1932-4 44 xX 27 in. (111.8 x 68.6 cm.) 

Inscription: 
Signed 1.1, EMILY CARR. 

Provenance: 

Emily Carr Trust Collection (1945). 

Literature: 
Graham McInnes, “The Canadian Artist and His 

Country,” Geographical Journal, xvi, no. 8, De- 
cember 1943, repr. p. 401; Hubbard 1960, pl. 99; 
Emily Carr, Hundreds and Thousands, Toronto, 

Clarke-Irwin, 1966, repr. in color opp. p. 134 

(opp. p. 126 in deluxe ed.). 

Exhibitions: 
AGT, 1939, Canadian Group of Painters; New 

York, World’s Fair, 1939, Canadian Group of 

Painters, no. 10; AGT, 1945, Emily Carr, no. 66, 

repr.; Vancouver, Vancouver Art Gallery, 1958, 

100 Years of B. C. Art, no. 293; 300 Years 1967, 

no. 245, repr.; Vancouver, Vancouver Art 

Gallery, 1971, Emily Carr, no. 84, repr. 

The subject is probably from Vancouver Island. 

Vancouver Art Gallery, Vancouver (42.3.17) 

114



Pr » ¥ 
. ee Bae 

a 
= % 

—s | 4 ‘ 

a 
ee 

ES SF a 
“ 

St ee a oe oe ae Ra 

1, 
Fa : 4 B a" ee 

eee 
Ba ee 

2 ba 
“ae 

i 

| 

“jo 

\ 

en 

' a 

e ’ 
| ae 

= oe 

= 
te 

a 
* 

b 
a a | ~~ » = eo 

Y 
bs 

m a T* i y 

f 
‘ 

= 
BF» a

 

ee 
a 

goa 
> ca cg 

~



Emily Carr 1871-1945 

40 British Columbia Forest 

c.1932-4 Oil on paper mounted on panel, 
36 x 24 in. (91.4 x 61 cm.) 

Inscription: 
Signed Lr., M. E. CARR. 

Provenance: 
Estate of the artist (1945); bought by Dominion 

Gallery, Montreal. 

Literature: 

Emily Carr, Hundreds and Thousands, Toronto, 

Clarke-Irwin, 1966, repr. in color opp. p. 134 
(opp. p. 200 in deluxe ed.). 

Exhibitions: 
Edmonton, Edmonton Art Gallery (on loan 

1972). 

The subject is probably from Vancouver Island. 

Dr. and Mrs. Max Stern, Dominion Gallery, 

Montreal 
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J. E. H. MacDonald 1873-1932 

41 The Solemn Land 

1920 48 x 60 in. (122 x 152 cm.) International Exposition, 1926, no. 1567, repr.; 

RCA, 1927, no. 1385; AGT, 1933, J. E. H. Mac- 

Inscription: Donald, no. 129; NGC, 1933, James E. H. Mac- 

Signed and dated 1.1L, J. E. H. MacDonald ’21. Donald, no. 3; GS 1936, no. 151; London, Ont., 

Public Library and Art Museum, 1942, 

Provenance: Milestones of Canadian Art, no. 45; Hamilton, 

Bought by National Gallery of Canada from On- Art Gallery of Hamilton, 1953, Inaugural 
tario Society of Artists exhibition, 1921. Exhibition, no. 35; GS 1954, no. 57, repr.; Victo- 

ria, Art Gallery of Victoria, 1958, Two Hundred 

Literature: Years of Canadian Painting, no. 13, repr.; AGO, 

NGC, AR, 1920-1, p. 12; “Fine Arts from Can- 1965, J. E. H. MacDonald, no. 34, repr. in color; 
ada,” Canadian Magazine, LXi11, no. 3, July 300 Years 1967, no. 216, repr. 

1924, repr. p. 185; Newton MacTavish, The Fine 

Arts in Canada, Toronto, Macmillan, 1925, repr. The picture was painted from sketches made on 

opp. p. 158; Eric Brown, “La jeune peinture the Montreal River, Algoma District, Ontario, 
canadienne,” L’Art et les artistes, new ser., XX1, and with the help of a photograph taken of the 
no. 75, March 1927, repr. opp. p. 186; Robson scene under the artist’s supervision. 
1932, p. 138, repr.; “Canada Holds its Largest 

and Best Annual Exhibition at Ottawa,” Art Di- |The National Gallery of Canada, Ottawa (1785) 

gest, vil, no. 12, March 15, 1933, repr. p. 5; 

A. H. Robson, J. E. H. MacDonald, Toronto, 

Ryerson Press, 1937, p. 7, pl. iv (color); 
E. R. Hunter, J. Z. H. MacDonald, Toronto, 

Ryerson Press, 1940, pp. 26, 53, pl. 8; Graham 

McInnes, A Short History of Canadian Art, 

Toronto, Macmillan, 1940, p. 26, repr.; Regina 

Shoolman and Charles E. Slatkin, The Enjoy- 
ment of Art in America, Philadelphia and New 

York, Lippincott, 1942, p. 694, pl. 711; Colgate 

1943, pp. 97, 100; Buchanan 1945, pp. 11, 18, pl. 

34; Donald W. Buchanan, “J. E. H. MacDonald, 

Painter of the Forest,” Canadian Geographical 

Journal, Xxxiil, no. 3, September 1946, repr. 

p. 149; NGC Cat. 1960, p. 190, repr.; J. Rus- 

sell Harper, “Tour de l’horizon de l’art cana- 
dien,” VdA, no. 26, Spring 1960, repr. p. 34; Hub- 

bard 1963, p. 93, pl. 158; Mellen 1970, p. 140, 

repr. in color p. 141. 

Exhibitions: 

OSA, 1921, no. 107, repr.; London 1924, no. 145, 

repr. (repr. in “Portfolio”); Boston, Art Club, 

1926, Ontario Society of Artists, no. 26; GS, 1926, 

no. 90; Philadelphia, Sesqui-centennial 
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J. E. H. MacDonald 1873-1932 

42 October Shower Gleam 

1920 81/2 X 101/2 in. (21.6 x 26.7 cm.) 

Provenance: 

Bought from the artist by H. O. McCurry 
(Director of the National Gallery of Canada). 

Literature: 

E. R. Hunter, J. E. H. MacDonald, Toronto, 

Ryerson Press, 1940, p. 53; Mellen 1970, p. 88, 

repr. in color. 

Exhibitions: 
AGT, 1965, J. E. H. MacDonald, no. 89, repr. 

An Algoma subject, the sketch for the canvas of 
1922 in Hart House, University of Toronto. 

Mrs. H. O. McCurry, Ottawa 
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J. E. H. MacDonald 1873-1932 

43 Sea-shore, Nova Scotia 

1923 28 X 36 in. (71.1 x 91.5 cm.) 

Inscription: 
Signed and dated 1.1., J. E. H. MacDonald ’23. 

Provenance: 
Bought by National Gallery of Canada from On- 

tario Society of Artists exhibition, 1923. 

Literature: 

E. R. Hunter, J. E. H. MacDonald, Toronto, 

Ryerson Press, 1940, pp. 32, 54-5; Canadian Re- 

view of Music and Art, 1, no. 5, June 1942, repr. 

p. 11; Colgate 1943, p. 100; NGC Cat. 1960, 
p. 191, repr.; NGC, Engagement Calendar, Ot- 
tawa, 1964, pl. 13 (color). 

Exhibitions: 

OSA, 1923, no. 181, repr.; London 1924, no. 146; 

Paris 1927, no. 128 (as in Art Gallery of 

Toronto); AGT, 1933, J. E. H. MacDonald, no. 

132; NGC, 1933, James E. H. MacDonald, no. 4; 

Toronto, Mellors-Laing Gallery, 1937, 

J. E. H. MacDonald, no. 59; NGC travelling ex- 

hibition, Ceylon, Pakistan and India, 1954-5, Ca- 

nadian Painting, no. 23; Hamilton, Art Gallery 

of Hamilton, 1957, J. E. H. MacDonald, no. 28; 

AGO, 1965, J. E. H. MacDonald, no. 41, repr.; 

Victoria, Art Gallery of Victoria, 1967, Ten 

Canadians—Ten Decades, no. 28; GS 1970, no. 

136, repr. 

The subject is from Green Bay or Crescent 
Beach, near Petite Riviére, Nova Scotia. 

The National Gallery of Canada, Ottawa (2914) 
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J. E. H. MacDonald 1873-1932 

44 Little Turtle Lake 

1923-5 191/2 x 293/4 in. (49.5 X 75.5 cm.) 

Provenance: 

Thoreau MacDonald, Toronto; Dominion Gal- 

lery, Montreal (1947); bought by Dr. G. R. Mc- 

Call. 

Literature: 
E. R. Hunter, J. E. H. MacDonald, Toronto, 

Ryerson Press, 1940, p. 55; Hubbard 1957, pl. xa; 

Hubbard 1960, pl. 89; Hubbard 1963, p. 94; Osti- 

guy 1971, p. 32. 

Exhibitions: 
Montreal, Dominion Gallery, 1947, J. E. H. Mac- 

Donald, no. 29; Coronation 1953, no. 43, repr.; 

Mexico 1960, no. 113; 300 Years 1967, no. 223, 

repr. 

Turtle Lake is on the Gull River, north-west of 

Peterborough, Ontario. 

Dr. and Mrs. G. R. McCall, Montreal 
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Tom Thomson 1877-1917 

45 Red Leaves 

c.1914 Panel 
81/2 x 101/2 in. (21.6 x 26.7 cm.) 

Inscription: 

Studio stamp Lr. and on verso. 

Provenance: 
Dr. J. M. MacCallum, Toronto; bequest of Dr. 

MacCallum to National Gallery of Canada, 

1944. 

Literature: 
NGC, AR, 1945-6, p. 16; NGC Cat. 1960, p. 300, 

repr.; R. H. Hubbard, Tom Thomson, Toronto, 

McClelland and Stewart, 1962, pl. 21 (color); 

Mellen 1970, p. 70, repr. in color p. 41. 

Exhibitions: 
NGC travelling exhibition, 1966-7, Tom Thom- 

son Sketches; Stratford, Ont., Rothman’s Gal- 

lery, 1967, Ten Decades, no. 22; Owen Sound, 

Ont., Tom Thomson Memorial Gallery, 1969, 

Paintings by Tom Thomson, no. 12; NGC, 1969, 

MacCallum-Jackman Donations, no. 72; AGO, 

1971, The Art of Tom Thomson, no. 22, repr. ° 

Painted in Algonquin Park, Ontario, probably in 
1914. The location was possibly below Tea Lake 
Dam (see no. 46) where in 1914 Thomson and 

A. Y. Jackson painted together, and where Jack- 

son made a sketch for “The Red Maple” (no. 61). 

The National Gallery of Canada, Ottawa (4654) 
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Tom Thomson 1877-1917 

46 Tea Lake Dam 

1915 Panel 
81/2 X 101/2 in. (21.6 x 26.7 cm.) 

Inscription: 
Studio stamp Lr.; inscribed on verso, NG/Tea 

Lake Dam 1915. 

Provenance: 
Tom Thomson estate; bought by National Gal- 

lery of Canada through Dr. J. M. MacCallum, 

Toronto, 1918. 

Literature: 
Buchanan 1950, pl. iv (color); NGC Cat. 1960, 

p. 295, repr.; R. H. Hubbard, Tom Thomson, 

Toronto, McClelland and Stewart, 1962, pl. 26; 

Harper 1962, repr. in color p. 430; Ottelyn Ad- 
dison and Elizabeth Harwood, Tom Thomson, 

the Algonquin Years, Toronto, Ryerson Press, 

1969, repr. in color on dust jacket. 

Exhibitions: 
NGC, 1922, Pictures and Sketches by Tom 

Thomson (no. cat. numbers; one of 25 sketches 

included); Kitchener, Ont., Kitchener-Waterloo 

Art Gallery, 1956, Tom Thomson, no. 24; Lon- 

don, Ont., Public Library and Art Museum, 1957, 

Tom Thomson, no. 29; Windsor, Ont., Willistead 

Art Gallery, 1957, Tom Thomson, no. 33; Los 

Angeles, County Museum, 1958, Tom Thomson; 

Owen Sound, Ont., Tom Thomson Memorial 

Gallery, 1969, Paintings by Tom Thomson, no. 8; 

GS 1970, no. 59, repr.; AGO, 1971, The Art of 

Tom Thomson, no. 69, repr. 

Painted in Algonquin Park, Ontario. 

The National Gallery of Canada, Ottawa (1523) 
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Tom Thomson 1877-1917 

47 Sunset 

c.1915 Panel 
81/2 x 101/2 in. (21.6 x 26.7 cm.) 

Inscription: 
Studio stamp L-r., and on verso; inscribed on a 

label verso, Sunset. 

Provenance: 
Dr. J. M. MacCallum, Toronto; bequest of Dr. 

MacCallum to National Gallery of Canada, 

1944. 

Literature: : 
NGC, AR, 1945-6, p. 16; NGC Cat. 1960, p. 307; 

R. H. Hubbard, Tom Thomson, Toronto, McClel- 

land and Stewart, 1962, pl. 30 (color); Hubbard 

1963, p. 88; Mellen 1970, repr. in color p. 55. 

Exhibitions: 
NGC travelling exhibition, 1955, Tom Thomson 

Sketches; London, Ont., Public Library and Art 

Museum, 1957, Tom Thomson; Windsor, Ont., 

Willistead Art Gallery, 1957, Tom Thomson, no. 

31; Los Angeles, County Museum, 1958, Tom 

Thomson Sketches; NGC, 1969, MacCallum- 

Jackman Donations, no. 91; AGO, 1971, The Art 

of Tom Thomson, no. 65, repr. 

Painted in Algonquin Park, Ontario, probably in 
1915. 

The National Gallery of Canada, Ottawa (4701) 
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Tom Thomson 1877-1917 

48 Moose at Night 

1916 Panel 
81/2 X 101/2 in. (21.6 x 26.7 cm.) 

Inscription: 

Studio stamp Lr.; inscribed on verso, NG Winter 

1916 at Studio. J. M. Tom Thomson. 

Provenance: 

Tom Thomson estate; bought by National Gal- 
lery of Canada through Dr. J. M. MacCallum, 
Toronto, 1918. 

Literature: 
Arthur Lismer, “Tom Thomson, 1877-1917,” CA, 

v, no. 2, Christmas-New Year 1947-8, repr. p. 61; 

NGC Cat. 1960, p. 298, repr.; Hubbard 1960, pl. 

92; R. H. Hubbard, Tom Thomson, Toronto, Mc- 

Clelland and Stewart, 1962, pl. i (color); Hub- 

bard 1963, p. 88; Kilbourn 1966, p. 40, repr. in 
color; Mellen 1970, p. 53, repr. in color p. 54. 

Exhibitions: 
NGC, 1922, Pictures and Sketches by Tom 

Thomson (no. cat. numbers; one of 25 sketches 

included); NGC travelling exhibition, 1955, Tom 

Thomson Sketches; Windsor, Ont., Willistead 

Art Gallery, 1957, Tom Thomson, no. 24; NGC 

travelling exhibition, 1966, Tom Thomson 

Sketches; 300 Years 1967, no. 197, repr.; AGO, 

1971, The Art of Tom Thomson, no. 96, repr. 

Painted in Algonquin Park, Ontario, possibly on 

a trip up the Petawawa Gorges in August 1916. 

The National Gallery of Canada, Ottawa (1544) 
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Tom Thomson 1877-1917 

49 Autumn’s Garland 

1916-7 48 x 52in. (122 x 132.1 cm.) 

Provenance: 

Tom Thomson estate; bought by National Gal- 
lery of Canada through Dr. J. M. MacCallum, 

Toronto, 1918. 

Literature: ; 
NGC Cat. 1960, p. 293, repr.; R. H. Hubbard, 

Tom Thomson, Toronto, McClelland and 

Stewart, 1962, p. 11; Hubbard 1963, p. 89; Otte- 

lyn Addison and Elizabeth Harwood, Tom 

Thomson, the Algonquin Years, Toronto, Ryer- j 
son Press, 1969, p. 76. 

Exhibitions: 
US Tour 1918, no. 33; AGT, 1920, Tom Thomson, 

no. 3; NGC, 1922, Pictures and Sketches by Tom 

Thomson (no cat. numbers); Paris 1927, no. 238; 

Imp. Econ. Conf. 1932, no. 4; Owen Sound, Ont., 

Tom Thomson Memorial Gallery, 1967, Tom 

Thomson and the Group of Seven, no. 2; AGO, 

1971, The Art of Tom Thomson, no. 107, repr. 

Painted in Toronto in the winter of 1916-7 from 
a sketch made in Algonquin Park, Ontario, prob- 
ably in 1916 (cf. a sketch of the subject, in the 

collection of M. A. Cowper-Smith, Byron, On- 
tario, exhibited at Windsor, Ont., Willistead Art 

Gallery, 1957, Tom Thomson, no. 48). The 

present title of the picture was perhaps given by 
Dr. MacCallum; Thomson once called it “The 

Woodland Garland.” The composition recalls a 
poem by Wilfred Campbell, “Autumn”; which 
includes the phrase, “a crimson clinging vine.” 

The National Gallery of Canada, Ottawa (1520) 
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Tom Thomson 1877-1917 

50 The Pointers 

1916-7 40 x 451/2 in. (101.6 x 115 cm.) Painted in Toronto in the winter of 1916-7 from 

sketches made in Algonquin Park, Ontario, pos- 

Provenance: sibly in 1914 (a related sketch, “Bateaux,” panel 

Tom Thomson estate; bought by the House 81/2 x 101/2 in., is in the Art Gallery of On- 
Committee of Hart House, with the Print Fund, tario). The picture has also been known as “Pag- 
1928-9. eant of the North.” Pointers are long canoes 

used by lumbermen. 
Literature: 

Blodwen Davies, A Study of Tom Thomson, Hart House, University of Toronto 
Toronto, Discus Press, 1935, p. 112; A. H. Rob- 

son, Tom Thomson, Toronto, Ryerson Press, 

1937, repr. in color p. 9; Buchanan 1945, pl. 38 
(as c.1915); Donald W. Buchanan, “The Hart 

House Collection,” CA, v, no. 2, Christmas-New 

Year 1947-8, p. 66, repr. in color p. 63; J. Rus- 

sell Harper, Canadian Paintings in Hart House, 

Toronto, University of Toronto Press, 1955, 

pp. 21, 90, repr. in color p. 21; Hubbard 1960, pl. 
93 (color); R. H. Hubbard, Tom Thomson, 

Toronto, McClelland and Stewart, 1962, p. 12, a 

detail repr. in color on cover; Hubbard 1963, 

p. 282, pl. 251 (color); Jeremy Adamson, The 

Hart House Collection of Canadian Painting, 

Toronto, University of Toronto Press, 1969, 

pp. 11, 141, repr. in color. 

Exhibitions: 

AGT, 1920, Tom Thomson, no. 25; NGC, 1922, 

Pictures and Sketches by Tom Thomson (no cat. 

numbers); London 1925; Imp. Econ. Conf. 1932, 

no. 8; Tate 1938, no. 207, repr. (as “Pageant of 

the North”); AGT, 1941, Thomson- Walker Exhi- 

bition (no cat. numbers); Boston 1949, no. 91; 

Washington 1950, no. 79; Coronation 1953, no. 

65, repr.; GS 1954, no. 64; Windsor, Ont., Willi- 

stead Art Gallery, 1957, Tom Thomson, no. 12; 

Mexico 1960, no. 115; 300 Years 1967, no. 195, 

repr.; Owen Sound, Ont., Tom Thomson Memo- 

rial Gallery, 1969, Paintings by Tom Thomson, 
no. 1; AGO, 1971, The Art of Tom Thomson, no. 

xiii, repr. in color. 
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Tom Thomson 1877-1917 

51 The Jack Pine 

1916-7 501/4 x 565 in. (127.6 x 139.7 cm.) February 1969, repr. p. 4; Ottelyn Addison and 

Elizabeth Harwood, Tom Thomson, the Algon- 

Provenance: quin Years, Toronto, Ryerson Press, 1969, pp. 54, 

Tom Thomson estate; bought by National Gal- 59, repr. p. 54; Boggs 1971, pl. xxvii (color). 
lery of Canada through Dr. J. M. MacCallum, 

Toronto, 1918. Exhibitions: 

, US Tour 1918, no. 32; AGT, 1920, Tom Thomson, 

cg Literature: no. 2; NGC, 1922, Pictures and Sketches by Tom 

H. Mortimer-Lamb, “Studio Talk,” Studio, Thomson (no cat. numbers); London 1924, no. 

LXXVII, no. 317, August 1919, repr. p. 125 (as “The 240, repr. (also in “Portfolio”); AGT, 1926, Inau- 
Jack Pine, Lake Couchon [!]”); “Fine Arts from gural Exhibition, no. 260; Paris 1927, no. 236, 

Canada,” Canadian Magazine, Lx, no. 3, July _repr.; Imp. Econ. Conf. 1932, no. 2; Tate 1938, 
1924, repr. p. 136; Leonard Richmond, “Cana- no. 213; AGT, 1941, Thomson- Walker Exhibition 

dian Art at Wembley,” Studio, LXxx1x, no. 182, (no cat. numbers); Boston 1949, no. 89, repr.; 
January 1925, repr. in color p. 21; Newton Mac- AGT 1949, no. 29, repr.; Washington 1950, no. 
Tavish, The Fine Arts in Canada, Toronto, 78, repr.; GS 1954, no. 65, repr.; Windsor, Willi- 
Macmillan, 1925, repr. opp. p. 150; Housser 1926, stead Art Gallery, 1957, Tom Thomson, no. 9; 

pp. 120-1; Eric Brown, “La jeune peinture Los Angeles, County Museum, 1958, Tom Thom- 

canadienne,” L’Art et les artistes, new ser., XX1, son; 300 Years 1967, no. 196, repr.; Owen Sound, 
no. 75, March 1927, repr. p. 192; Blodwen Davies, | Ont., Tom Thomson Memorial Gallery, First 
Paddle and Palette, Toronto, Ryerson Press, Anniversary Exhibition, no. 6, repr.; GS 1970, 
1930, repr. p. 23; Blodwen Davies, A Study of no. 107, repr.; AGO, 1971, The Art of Tom Thom- 
Tom Thomson, Toronto, Discus Press, 1935, son, no. Xv, repr. in color. 
pp. 110-11, repr. in color p. 107; A. H. Robson, 
Tom Thomson, p. 20, repr. in color p. 21; Gra- The picture was painted in Toronto in the 
ham McInnes, “Tom Thomson,” New World winter of 1916-7 from sketches made in Algon- 

Illustrated, 1, March 1940, repr. in color p. 27; quin Park, Ontario, in 1916—at Lake Cauchon, 
Buchanan 1945, pl. 43; Audrey Saunders, Algon- _ according to Dr. J. M. MacCallum. A sketch of 
quin Story, Toronto, Department of Lands and the subject (81/2 x 10 1/2 in.) in a private col- 

Forests, 1947, p. 173; Ray Atherton, “The Man lection in London, Ont., was exhibited at Wind- 

in a Canoe,” CA, xv, no. 1, January 1958, repr. sor, Ont., Willistead Art Gallery, 1957, Tom 
in color p. 20; NGC Cat. 1960, p. 294, repr.; CA, Thomson, no. 40, repr. 

XVII, no. 1 (no. 67), January 1960, repr. p. 72; 

R. H. Hubbard, Tom Thomson, Toronto, McClel- The National Gallery of Canada, Ottawa (1519) 
land and Stewart, 1962, pl. 3 (color); Hubbard 

1963, p. 89, pl. 154 (color); F. Maud Brown, 

Breaking Barriers, Toronto, Society for Art 
Publications, 1964, p. 72; Harper 1966, p. 282, pl. 

249; Blodwen Davies, Tom Thomson, Vancouver, 

Mitchell Press, 1967, p. 76, repr. in color opp. 
p. 24; Jean Sutherland Boggs, “The National Gal- 
lery of Canada,” CA, xxvI, no. 1, (nos. 128-9), 
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Clarence A. Gagnon 1881-1942 

52 Crépuscule sur la rive nord 

1916? 295/8 xX 31 3/8 in. (75.3 X 79.7 cm.) 

Inscription: 

Signed 1.1., Clarence A. Gagnon. 

Provenance: 

Bought by National Gallery of Canada, 1925, 

from the Royal Canadian Academy Exhibition 
of 1924. 

Literature: 
NGC, AR, 1924-5, p. 14; Buchanan 1945, pl. 25; 

NGC Cat. 1960, p. 98, repr.; Hugues de Jouvan- 
court, Clarence Gagnon, Montreal, Editions La 
Frégate, 1970, p. 74 (as “Un soir sur la rive 

nord”). 

Exhibitions: 

RCA, 1924, no. 62, repr.; AGT, 1926, French 

Canada, no. 207; Quebec, Musée de la Province 

de Québec, 1926, Gagnon, no. 207; Quebec, 

Musée de la Province de Québec, 1942, 

Clarence A. Gagnon, no. 14 (dated 1916); NGC, 

1942, Clarence A. Gagnon, no. 20; AGT, 1942, 

Clarence Gagnon, no. 40; Richmond 1949, no. 

26; Boston 1949, no. 29; AGT 1949, no. 23, repr.; 

300 Years 1967, no. 191, repr. 

Sketched at Baie-Saint-Paul on the lower St. 
Lawrence, on the north shore. The subject was 
perhaps at least sketched in 1916; a pastel of the 

subject (8 1/2 x 10 in.) is in the National Gal- 

lery of Canada. The English title of the picture 
is Evening on the North Shore. 

The National Gallery of Canada, Ottawa (3178) 
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F.H. Varley 1881-1969 

53 Squally Weather, Georgian Bay 

1920 Panel 
11 3/4 X 161/4 in. (29.8 Xx 41.2 cm.) 

Inscription: 
Signed Lr., F. H. Varley. 

Provenance: 

Gift to National Gallery of Canada from 

Mrs. S. J. Williams, Mrs. Harvey Sims, Mrs. 

T. R. Cram and Miss Geneva Jackson Kitchener, 

Ontario, 1943. 

Literature: 

Charles Comfort, “Georgian Bay Legacy,” CA, 
vill, no. 3, Spring 1951, pp. 107-8, repr. (as c.1920); 
NGC Cat. 1960, p. 322, repr. 

Exhibitions: 
Vancouver, Vancouver Art Gallery, 1932, Varley 
(no cat.); Windsor, Ont., Willistead Art Gallery, 

1948, Group of Seven, no. 26; AGT, 1954, F. H. 

Varley, no. 201 (as c.1920); GS 1954, no. 79 (as 

c.1920); Windsor, Willistead Art Gallery, 1964, 

F. H. Varley, no. 7 (as c.1920); GS 1970, no. 117, 

repr. 

This sketch for no. 54 was painted near Dr. 
J. M. MacCallum’s cottage at Go Home Bay, 
Georgian Bay. The pine in the picture is still 

standing. 

The National Gallery of Canada, Ottawa (4582) 
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F. H. Varley 1881-1969 

54 Stormy Weather, Georgian Bay 

¢.1920 52 x 64 in. (182.1 x 162.6 cm.) no. 177, repr.; Yale 1944; Richmond 1949, no. 74 

(as 1921); Boston 1949, no. 98; Hamilton, Art 
Inscription: Gallery of Hamilton, 1953, Inaugural Exhibition, 
Signed Lr., F. H. Varley. no. 58; AGT, 1954, F. H. Varley, no. 10, repr.; GS 

1954, no. 76; London, Ont., Public Library and 
Provenance: Art Museum, 1961, The Face of Early Canada 
Bought by National Gallery of Canada from the (no numbers); Windsor, Ont., Willistead Art 
Group of Seven exhibition, 1921. Gallery, 1964, F. H. Varley, no. 8, repr.; 300 

Years 1967, no. 212, repr.; GS 1970, no. 118, repr. 
Literature: 
Housser 1926, p. 214, repr. p. 208; Robson 1932, The picture is also known as “Georgian Bay.” 
p. 32, repr. in color p. 195; Eric Brown, “Can- No. 53 is a sketch for it. 
ada’s National Painters,” Studio, c1tt, no. 471, 

June 1932, repr. p. 231; Donald W. Buchanan, The National Gallery of Canada, Ottawa (1814) 
“The Story of Canadian Art,” Canadian 

Geographical Journal, xvu1, no. 6, December 

1938, repr. in color p. 291; Colgate 1943, fron- 

tispiece (color); Graham McInnes, “The Cana- 

dian Artist and his Country,” Geographical 
Journal, xvi, no. 8, December 1943, repr. p. 403; 

Thoreau MacDonald, The Group of Seven, 

Toronto, Ryerson Press, 1944, repr. p. 18; Bu- 

chanan 1945, pl. 69; Graham McInnes, Canadian 

Art, Toronto, Macmillan, 1950, repr. after p. 84; 

George Elliott, “F. H. Varley—Fifty Years of his 
Art,” CA, xu, no. 1, Autumn 1954, repr. in color 

p. 2; J. A. B. McLeish, September Gale, Toronto, 
Dent, 1955, p. 76; NGC Cat. 1960, pp. 320-1, 

repr.; Hubbard 1963, p. 95, pl. 166 (color); 

Harper 1966, p. 295, pl. 269; Barry Lord, “Geor- 

gian Bay and the Development of the September 
Gale Theme in Arthur Lismer’s Painting 1912- 
21,” NGC Bulletin, v, nos. 1-2, 1967, p. 37, pl. 13; 

Mellen 1970, p. 130, repr. in color; Boggs 1971, pl. 
131; Ostiguy 1971, pl. 88. 

Exhibitions: 

GS, 1921, no. 54; London 1924, no. 252; Boston, 

Art Club, 1926, Ontario Society of Artists, no. 49; 

Paris 1927, no. 239; American Federation of Arts 

travelling exhibition, 1930, Contemporary Cana- 
dian Artists, no. 57; Buenos Aires 1931; GS 1936, 
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F.H. Varley 1881-1969 

55 The Cloud, Red Mountain 

c.1928 341/4 x 401/4 in. (87 X 102.2 cm.) 

Inscription: 
Signed Lr., F H VARLEY. 

Provenance: 

Bought from the artist by Charles S. Band; be- 
quest of Charles S. Band to Art Gallery of On- 
tario, 1970. 

Literature: 
Mellen 1970, p. 171, repr. in color. 

Exhibitions: 
GS, 1928, no. 60; Buffalo, Albright Art Gallery, 

1928, Canadian Artists, no. 51; GS 1936, no. 191; 

Ottawa, James Wilson & Co., 1937, Varley (no 

cat.); NGC, 1953, Collection of Mr. and Mrs. 

C. S. Band, no. 48 (as c.1935); AGT, 1954, 

F. H. Varley, no. 16 (as c.1928); Buffalo, Albright 

Art Gallery, 1958, Collection of Mr. and Mrs. 
Charles S. Band, no. 54; London, Ont., Public 

Library and Art Museum, 1961, The Face of 

Early Canada (no cat. numbers); Windsor, Ont., 

Willistead Art Gallery, 1961, C. S. Band Collec- 

tion, no. 24 (as 1939); AGO and MMFA, 1963, 
Collection of Mr. and Mrs. Charles S. Band, no. 
38; GS 1970, no. 184, repr. 

The subject is from the interior of British Co- 

lumbia. 

The Art Gallery of Ontario, Toronto (69/127) 
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David Milne 1882-1953 

56 Winter Carnival, Dominion Square 

1924 161/8 x 201/8 in. (41 x 51.1 cm.) 

Inscription: 
Signed u.r., David Milne. 

Provenance: 

Douglas M. Duncan, Toronto; gift from the 

Douglas M. Duncan Collection to National Gal- 
lery of Canada, 1970. 

Literature: 
NGC, AR, 1970-1, p. 79. 

Exhibitions: 
NGC, 1955, David Miine, no. 14; NGC, 1971, Gift 
from the Douglas M. Duncan Collection, no. 131. 

Painted in Montreal, probably in January 1924. 
Another version of the subject is in the Agnes 
Etherington Art Centre, Queen’s University, 

Kingston, Ontario. 

The National Gallery of Canada, Ottawa (16598) 
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David Milne 1882-1953 

57 Rocks and Dark Pool 

c.1928? 18 X 22 in. (45.7 x 55.8 cm.) 

Inscription: 
Signed Lr., David Milne. 

Provenance: 

Vincent Massey, Port Hope, Ontario; bought by 
National Gallery of Canada from Laing Galler- 
ies, Toronto, 1959. 

Literature: 

NGC, AR, 1959-60, p. 59, repr. 

Probably painted at Lake Timagami in 1928, as 
the second of two versions of the subject. 
“Rocks in a Wood” (NGC 15517) is probably the 
other version. 

The National Gallery of Canada, Ottawa (7153) 
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David Milne 1882-1953 

58 Ontario Village 

c.1929-33 20 x 26 in. (50.8 x 66 cm.) 

Inscription: 

Signed L.r., David Miine. 

Provenance: 

Mellors Gallery, Toronto (c. 1934); Vincent Mas- 

sey, Port Hope, Ontario; bequest of the Right 
Hon. Vincent Massey to National Gallery of 

Canada, 1968. 

Literature: 

NGC, AR, 1968-9, p. 67. 

Exhibitions: 
NGC, 1968, Vincent Massey Bequest: the Cana- 

dian Paintings, no. 87. 

Painted at Palgrave, Ontario. 

The National Gallery of Canada, Ottawa (15534) 

152



Ast — | OO a HN 1 af ie ha Me ae cay he pera 
7" ayy ee y j aN yA Se Gg a = es ee Te ) 

alt Aa . va ae 

i’ a a 
~ageee Se ey Aw ill eae ae ee —_ ee s 

eF 4 4 a = - 2 

—"" ser; 4 Za ea, J Bn 2 ; ~ ; See ae ~~ ; MO : 

F , ns F ‘ : Y hh a 
FE | eee " f iy ; as "' 4,1 =e Pe ™ (ie ia Somme | SOL wre ies a ;



David Milne 1882-1953 

59 Bare Rock Begins to Show 

1936 201/4 xX 241/4 in. (51.4 x 61.6 cm.) 

Inscription: 
Signed and dated 1.1, David Milne 1936. 

Provenance: 
Alan Jarvis, Toronto (1955); Douglas M. Dun- 

can, Toronto (1969); gift from the Doug- 

las M. Duncan Collection to National Gallery of 
Canada, 1970. 

Literature: 

Alan Jarvis, David Milne, Toronto, McClelland 

and Stewart, 1962, pl. 19; NGC, AR, 1970-1, 

p. 78, repr. 

Exhibitions: 
NGC, 1955, David Milne, no. 47, repr.; NGC, 

1971, Gift from the Douglas M. Duncan Collec- 
tion, no. 187. 

Painted at Six Mile Lake, Severn River, Ontario 

The National Gallery of Canada, Ottawa (16426) 
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A. Y. Jackson 1882- 

60 Terre Sauvage 

1913 50 x 60 in. (127 x 152.4 cm.) Sketched near Georgian Bay, this is the first 

canvas A. Y. Jackson painted in Toronto (in 

Inscription: Lawren Harris’s studio, November-December 

Signed and dated Lr., A Y JACKSON/1913. 1913). Known before 1936 as “The Northland,” it 

was at one time christened “Mount Ararat” by 

Provenance: J. E. H. MacDonald. 
Acquired from the artist by National Gallery of 

Canada, 1939, in exchange for “Winter After- 

poche: (ormariacc no lz); The National Gallery of Canada, Ottawa (4351) 

Literature: 
Housser 1926, p. 91; Thoreau MacDonald, The 

Group of Seven, Toronto, Ryerson Press, 1944, 

repr. p. 17; Charles Comfort, “Georgian Bay 

Legacy,” CA, vill, no. 3, Spring 1951, p. 107, repr. 
p. 109; A. Y. Jackson, A Painter’s Country, 

Toronto, Clarke-Irwin, 1958, pp. 26, 47, 54 (pp. 

31, 55-6, 64 in deluxe ed.); NGC Cat. 1960, p. 139, 

repr.; Hubbard 1960, pl. 85; R. H. Hubbard, Tom 

Thomson, Toronto, McClelland and Stewart, 

1962, p. 7; Hubbard 1963, p. 99; Mellen 1970, 
p. 35, repr. in color p. 34, detail p. 35; Ostiguy 

1971, pp. 28, 36, pl. 80. 

Exhibitions: 
RCA, 1918, no. 89 (as “The North Country”); 

GS, 1920, no. 30; US tour, 1921, The Group of 

Seven Canadian Painters, no. 7; AGT, 1922, Re- 

trospective Loan ... Members of the Ontario So- 

ciety of Artists, no. 96; GS, 1922, no. 46; London 

1924, no. 102; New York, Roerich Museum, 1932, 

Contemporary Canadian Artists, no. 26; GS 
1936, no. 123; Windsor, Ont., Willistead Art Gal- 

lery, 1948. Group of Seven, no. 11; AGT, 1953, 

A. Y. Jackson, no. 8; GS 1954, no. 36, repr.; NGC 

travelling exhibition, 1967-8, Canadian Painting 

1850-1950, no. 52; GS 1970, no. 15, repr. 
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A. Y. Jackson 1882- 

61 The Red Maple 

1914 311/4 x 381/4 in. (79.4 x 97.1 cm.) 

Inscription: 
Signed and dated Lr., A. Y. JACKSON, /14. 

Provenance: 

Bought by National Gallery of Canada from the 
Royal Canadian Academy exhibition, 1914. 

Literature: 
Canada, House of Commons, Sessional Papers, 

1916, p. 57; Eric Brown, “Studio Talk,” Studio, 

LXIV, no. 265, April 1915, p. 211, repr. p. 209; Eric 

Brown, “Landscape Art in Canada,” in Charles 

Holme, ed., Art of the British Empire Overseas, 

London, The Studio, 1917, p. 8, repr. p. 20; Bu- 

chanan 1950, pl. ii (color); A. Y. Jackson, “Recol- 

lections on my Seventieth Birthday,” CA, x, no. 

3, Spring 1953, repr. in color p. 94; A. Y. Jackson, 

A Painter’s Country, Toronto, Clarke-Irwin, 

1958, pp. 31-2 (p. 38 in deluxe ed.); NGC Cat. 
1960, p. 133, repr.; Hubbard 1963, p. 99; 

F. Maud Brown, Breaking Barriers, Toronto, So- 

ciety for Art Publications, 1964, p. 72; Kilbourn 
1966, p. 22, repr. in color p. 21; Naomi Jackson 

Groves, A. Y.’s Canada, Toronto, Clarke-Irwin, 

1968, p. 106; Mellen 1970, repr. in color p. 42; 

Boggs 1971, p. 127. 

Exhibitions: 

RCA, 1914, no. 110; US Tour 1918, no. 138; AGT, 

1953, A. Y. Jackson, no. 14; London, Ont., Public 

Library and Art Museum, 1961, The Face of 
Early Canada (no cat. numbers); 300 Years 1967, 

no. 186, repr.; GS 1970, no. 52, repr. 

Sketched below Tea Lake Dam, Algonquin Park, 
Ontario, on a sketching trip with Tom Thomson 

in the autumn of 1914 (cf. no. 45). A sketch of 

the composition is in the McMichael Conser- 
vation Collection of Art, Kleinburg, Ontario 

(81/2 X 101/2 in.) 

The National Gallery of Canada, Ottawa (1038) 
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A. Y. Jackson 1882- 

62 Night, Pine Island 

1921 251/2 x 32 in. (64.8 x 81.3 cm.) 

Inscription: 
Signed 1.1., A. Y. JACKSON. 

Provenance: 
Bought from the artist, c.1933, by H.O. McCurry 

(then Assistant Director of the National Gallery 
of Canada). 

Literature: 
Mellen 1970, repr. in color p. 124. 

Exhibitions: 
NGC, Annual Exhibition, 1933, no. 134; Corona- 

tion 1953, no. 27, repr.; 300 Years 1967, no. 218, 

repr. (a detail repr. in color on cover). 

Sketched on Georgian Bay in 1920 and painted 
in 1921. 

Mrs. H. O. McCurry, Ottawa 
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A. Y. Jackson 1882- 

63 Saint-Hilarion 

1924? Panel 
81/4 xX 101/2 in. (21 X 26.7 cm.) 

Inscription: 
Signed Lr., A. Y. JACKSON. 

Provenance: 
Bought by Vincent Massey; bequest of the 

Right Hon. Vincent Massey to National Gallery 

of Canada, 1968. 

Exhibitions: 
AGT, 1934, Collection of Hon. Vincent and Mrs. 

Massey, no. 125; NGC, 1968, Vincent Massey Be- 

quest: the Canadian Paintings, no. 20, repr. 

Saint-Hilarion is a village in the Laurentian 

Mountains between Baie-Saint-Paul and Mur- 
ray Bay. Jackson visited it early in 1924 (see 

A. Y. Jackson, A Painter’s Country, Toronto, 
Clarke-Irwin, 1958, p. 62) and revisited it in sub- 

sequent years. 

The National Gallery of Canada, Ottawa (15487) 
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A. Y. Jackson 1882- 

64 Northern Lake 

¢.1928 321/2 x 50 in. (82.5 x 127 cm.) 

Inscription: 

Signed 1.1.,A Y JACKSON. 

Provenance: 
Bought from the artist, c.1930, by Vincent Mas- 

sey, Port Hope, Ontario; bequest of the Right 
Hon. Vincent Massey to National Gallery of 
Canada, 1968. 

Literature: 
A. H. Robson, A. Y. Jackson, Toronto, Ryerson 

Press, 1938, p. 28, repr. in color p. 29; Graham 

McInnes, “A. Y. Jackson,” New World IIlus- 

trated, I, no. 2, April 1940, repr. in color p. 26; 

A. Y. Jackson, A Painter’s Country, Toronto, 

Clarke -Irwin, 1958, p. 104 (p. 125 in deluxe ed.); 

Naomi Jackson Groves, A. Y. ’s Canada, 

Toronto, Clarke-Irwin, 1968, p. 202. 

Exhibitions: 
AGT, 1933, Canadian Group of Painters, no. 38 

(as “Frieze of Spruce”); AGT, 1934, Collection of 

Hon. Vincent and Mrs. Massey, no. 117; Tate 

1938, no. 111; AGT, 1953, A. Y. Jackson, no. 45; 

GS 1954, no. 38; NGC, 1968, Vincent Massey Be- 

quest: the Canadian Paintings, no. 13, repr. 

The picture has wrongly been called “The Collin 
Range.” It was sketched at Walsh Lake (the 
present Wecho Lake?) in the Yellowknife region, 
N.W.T. The “November” formerly attached to 

the title is also incorrect, as the subject was 
sketched in July 1928. A related drawing, “Yel- 
lowknife, Walsh Lake, Evening,” is in the McMi- 

chael Conservation Collection, Kleinburg, On- 

tario. 

The National Gallery of Canada, Ottawa (15480) 
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Arthur Lismer 1885-1969 

65 A September Gale, Georgian Bay (study) 

1920 201/8 x 24 in. (51.1 x 61 cm.) 

Inscription: 

Signed and dated 1.1., A Lismer ’20. 

Provenance: 

Bought from the artist by Vincent Massey, Port 
Hope, Ontario; bequest of the Right Hon. Vin- 

cent Massey to National Gallery of Canada, 

1968. 

Literature: 

J. A.B. McLeish, September Gale, Toronto, 

Dent, 1955, p. 205; Barry Lord, “Georgian Bay 
and the Development of the September Gale 
Theme in Arthur Lismer’s Painting, 1912-21,” 

NGC Bulletin, v, nos. 1-2, 1967, p. 33, repr. p. 36; 

NGC, AR, 1968-9, p. 65; Mellen 1970, p. 65. 

Exhibitions: 
AGT, 1934, Collection of Hon. Vincent and Mrs. 

Massey, no. 133 (as “The Lone Pine”); Washing- 

ton 1950, no. 48; AGT, 1950, Arthur Lismer, no. 

104; NGC, 1968, Vincent Massey Bequest: the 

Canadian Paintings, no. 26, repr.; GS 1970, no. 

115, repr. 

This is a trial study for the large canvas of 1921 
in the National Gallery of Canada. The subject 
is from the same location as no. 54. 

The National Gallery of Canada, Ottawa (15493) 
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Arthur Lismer 1885-1969 

66 Quebec Village 

1925 Board 
12 X 16 in. (30.5 x 40.7 cm.) 

Provenance: 

Bought from the artist by National Gallery of 
Canada, 1948. 

Literature: 

Graham McInnes, “Art of Canada,” Studio, 

CXIVv, no. 533, August 1937, repr. p. 66; NGC, AR, 

1947-8, p. 17; J. A. B. McLeish, September Gale, 

Toronto, Dent, 1955, p. 178, repr. (as signed and 

painted in 1926); A. Y. Jackson, “Arthur 

Lismer,” Educational Record of the Province of 

Quebec, LXXI, no. 1, January-March 1955, repr. 

p. 12; NGC Cat. 1960, p. 178, repr. (as 1926). 

Exhibitions: 
AGT, 1950, Arthur Lismer, no. 109 (as signed 

and painted in 1926); GS 1954, no. 52 (as 1926); 

GS 1970, no. 157, repr. 

Painted in 1925 at Saint-Hilarion, Quebec (see 

no. 63). Study for the canvas of 1926 in the 
Agnes Etherington Art Centre, Kingston, On- 
tario. 

The National Gallery of Canada, Ottawa (4940) 
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Lawren Harris 1885-1970 

67 Shacks 

1919 42 x 501/4 in. (106.7 x 127.6 cm.) 

Inscription: 

Signed and dated 1.1., LAWREN/HARRIS/1919. 

Provenance: 

Bought by National Gallery of Canada from the 
Group of Seven exhibition 1920. 

Literature: 
NGC, AR, 1920-1, p. 12; Buchanan 1950, pl. 27; 

NGC Cat. 1960, p. 110, repr.; Bess Harris and 
R. P. Colgrove, Lawren Harris, Toronto, Mac- 

millan, 1969, repr. in color p. 31; Mellen 1970, pl. 
251. 

Exhibitions: 
OSA, 1919, no. 80(?) (as “Shacks, Lambton”); 

GS, 1920, no. 20; London 1924, no. 86; GS 1936, 

no. 64; Seattle, University of Washington, 1942, 

Lawren Harris; London, Ont., Public Library 

and Art Museum, 1946, Group of Seven, no. 8; 

AGT, 1948. Lawren Harris, no. 7 (as dated 1917); 

GS 1954, no. 26 (as dated 1917); Mexico 1960, no. 

130; NGC, 1963, Lawren Harris, no. 12; Sarnia, 

Ont., Public Library and Art Gallery, 1966, 

Group of Seven; GS 1970, no. 106, repr. 

Painted on the outskirts of Toronto (Lambton is 

one of the western suburbs). 

The National Gallery of Canada, Ottawa (1693) 
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Lawren Harris 1885-1970 

68 Lake Superior 

c.1924 401/4 x 501/8 in. (102.2 x 127.3 cm.) 

Provenance: 
Bought from the artist by Charles S. Band, 

Toronto; bequest of Charles S. Band to Art Gal- 
lery of Ontario, 1970. 

Literature: 
Paul Duval, “Lawren Harris’s Switch to Ab- 

stract Art,” Saturday Night, Lx1v, no. 1, October 

9, 1948, repr. p. 2; Northrop Frye, “The Pursuit 

of Form,” CA, v1, no. 2, Christmas 1948, repr. p. 

57; Hubbard 1957, pl. xb; Hubbard 1960, pl. 88; 

Charles S. Band, “The Private Collector,” CA, 

XVIII, no. 3, May-June 1961, repr. p. 161; Hub- 

bard 1963, p. 102, pl. 171. 

Exhibitions: 
GS, 1926, no. 20(?); Buffalo, Albright Art Gal- 

lery, 1928, Canadian Artists (one of nos. 16-18: 

“Lake Superior” 1, 11, 111); New York, Roerich 

Museum, 1932, Contemporary Canadian Artists, 

no. 18; NGC, 1933, Annual Exhibition, no. 94(?); 

Atlantic City, Heinz Art Salon, 1933, Canadian 

Group of Painters, no. 15, repr.; GS 1936, no. 

74(?); AGT, 1948, Lawren Harris, no. 34, repr.; 

NGC, 1953, Collection of Mr. and Mrs. 

C. S. Band, no. 13, repr.; Coronation 1953, no. 

24; Buffalo, Albright Art Gallery, 1958, Collec- 

tion of Mr. and Mrs. Charles S. Band, no. 13, 

repr.; Vancouver, Vancouver Art Gallery, 1960, 

Collection of Mr. and Mrs. Charles S. Band, no. 
13; Windsor, Ont., Willistead Art Gallery, 1961, 

C. S. Band Collection, no. 11; AGO and MMFA, 

1963, Collection of Mr. and Mrs. Charles S. 
Band, no. 17, repr. (as signed and dated 1922); 

Port Arthur, Ont., Lakehead College, 1964, The 

Group of Seven and Lake Superior, no. 11; 300 
Years 1967, no. 220, repr. in color (as signed and 
dated 1922); GS 1970, no. 145, repr. 

A sketch (12 x 15 in.) for the composition is at 

Canada Packers Ltd., Toronto. 

The Art Gallery of Ontario, Toronto (69/121) 
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Lawren Harris 1885-1970 

69 Maligne Lake, Jasper Park 

1924 48 x 60 in. (121.9 x 152.4 cm.) 

Inscription: 
Signed and dated 1.1, LAWREN/HARRIS/ 1924. 

Provenance: 
Bought by National Gallery of Canada from the 

National Gallery Annual Exhibition, 1928. 

Literature: 
Housser 1926, p. 197; NGC, AR, 1927-8, p. 20; 

Stewart Dick, “Canadian Landscape of Today,” 
Apollo, xv, no. 90, June 1932, repr. p. 281; Gra- 

ham McInnes, “The Canadian Artist and his 

Country,” Geographical Magazine, xvi, no. 8, 
December 1943, repr. p. 405; NGC Cat. 1960, 

p. 111, repr.; Bess Harris and R. G. P. Colgrove, 

Lawren Harris, Toronto, Macmillan, 1969, repr. - 

in color p. 19. 

Exhibitions: 
GS, 1925, no. 20; London 1925; Paris 1927, no. 

60; NGC, 1928, Annual Exhibition, no. 63; 

Buenos Aires 1931; Seattle, University of Wash- 

ington, 1942, Lawren Harris; AGT, 1948, Lawren 

Harris, no. 33; London, Ont., Public Library and 

Art Museum, 1949, Lawren Harris; Boston 1949, 

no. 33, repr.; GS 1954, no. 25, repr.; NGC, 1963, 

Lawren Harris, no. 38; Windsor, Ont., Willistead 

Art Gallery, and London, Ont., Public Library 

and Art Museum, 1969, Approaches to Land- 

scape Painting, no. 11; GS 1970, no. 152, repr. 

A sketch for the composition (10 3/4 x 13 3/4 

in.) is in the collection of S. C. Torno, Toronto, 

and a drawing after the composition is in the 
National Gallery of Canada. A rendering in tem- 
pera, prepared for silk-screen reproduction, is in 
the McMichael Conservation Collection, Klein- 

burg, Ontario. 

The National Gallery of Canada, Ottawa (3541) 
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Lawren Harris 1885-1970 

70 North Shore, Baffin Island 

1930 Board 
11 7/8 X 143/4 in. (30.2 x 37.5 cm.) 

Provenance: 
Bought by National Gallery of Canada from 
Laing Galleries, Toronto, 1942. 

Literature: 
NGC Cat. 1960, p. 112. 

Exhibitions: 
AGT, 1948, Lawren Harris, no. 138; St. John’s, 

Nfid., Memorial University, and Bermuda Soci- 

ety of Arts, 1961, Canadian Paintings. 

The National Gallery of Canada, Ottawa (4561) 
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Lawren Harris 1885-1970 

71 Isolation Peak 

1929 42 x 50 in. (106.7 x 127 cm.) 

Provenance: 

Bought from the artist by Hart House with in- 
come from the Harold and Murray Wrong Me- 
morial Fund, 1946. 

Literature: 
“Lawren Harris,” Mayfair, xx11, no. 10, No- 

vember 1948, repr. p. 74 (as 1931); Northrop 

Frye, “The Pursuit of Form,” CA, v1, no. 2, 

Christmas 1948, repr. p. 55; J. Russell Harper, 
Canadian Paintings in Hart House, Toronto, 

University of Toronto Press, 1955, p. 87, repr. 

p. 34; Jeremy Adamson, The Hart House Collec- 
tion of Canadian Paintings, Toronto, University 
of Toronto Press, 1969, p. 92, repr. p. 44; Bess 
Harris and R. P. Colgrove, Lawren Harris, 

Toronto, Macmillan, 1969, repr. in color p. 73 (as 

1931); Mellen 1970, p. 161, repr. 

Exhibitions: 
American Federation of Arts travelling exhibi- 

tion, 1930, Contemporary Canadian Artists, no. 

18; GS, 1931, no. 63; NGC, 1932, Annual Exhibi- 

tion, no. 98; Rio de Janeiro, Museu Nacional de 

Belas Artes, 1944, Pintura canadense contem- 

poranea, no. 81; AGT, 1948, Lawren Harris, no. 

53, repr.; NGC, 1963, Lawren Harris, no. 37 (as 

1931); GS 1970, no. 187, repr. 

A sketch for the composition is in the collection 
of James Broughton, Vancouver. A related 
sketch (11 3/4 x 14 3/4 in.) is in the collection of 

S. C. Torno, Toronto. The title probably refers 
to Isolated Peak in the Kootenay District, Brit- 
ish Columbia. 

Hart House, University of Toronto 
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F. H. Johnston 1888-1949 

72 Near the Berry Patch 

c.1918-9? Board 
101/2 X 13 in. (26.7 x 33 cm.) 

Inscription: 
Signed Lr., Frank H. Johnston. 

Provenance: 
Bought by National Gallery of Canada from Do- 
minion Gallery, Montreal, 1958. 

Literature: 
NGC Cat. 1960, p. 150. 

Exhibitions: 
Art Institute of Ontario travelling exhibition, 
1959-60, The Group of Seven. 

Painted before 1926, when Johnston began to 
sign his pictures “Franz Johnston”; probably 
painted in the Algoma District, Ontario, 1918-19. 

The National Gallery of Canada, Ottawa (6940) 
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Franklin Carmichael 1890-1945 

73 Lake Superior 

1929 Board 
10 X 12 in. (25.4 x 30.5 cm.) 

Inscription: 

Signed 1.1, FRANK/CARMICHAEL. 

Provenance: 
Bought by National Gallery of Canada from 
Laing Galleries, Toronto, 1957. 

Literature: 
NGC Cat. 1960, p. 42. 

Exhibitions: 
Port Arthur, Ont., Lakehead College, 1964, The 

Group of Seven and Lake Superior, no. 2; GS 
1970, no. 169, repr. 

Painted in 1929 on the north shore of Lake Su- 
perior. 

The National Gallery of Canada, Ottawa (6665) 

182



a | ER eee 
—_— ee er a a E 7 ee _ 

" ee ee a 
ieee s s SES i ee cae j ae 7 Bg a Se ee ee 

SSS = ee aca rns é 

eee 

a gga ee TES a - = ~ = e ee = 
Poe eS = 2 ah a 5 allan Ea 

x p= = F ae See aoa ee = - wie age 

ee ae 

a he) 

ot) * “ 
ee Sass — i : 

=e oe aoe 

i ne , pon insect 2S 
aS =— Sees 

ss a a apa Sey Z ; 

os imi = ——



L. L. FitzGerald 1890-1956 

74 Doc Snider’s House , 

1931 291/2 x 331/2 in. (74.9 X 85.1 cm.) 

Inscription: 
Signed and dated 1.1., L. L. FITZGERALD 1931. 

Provenance: 

Gift of P. D. Ross, Ottawa, to National Gallery 

of Canada, 1982. 

Literature: 
NGC, AR, 1931-2, pp. 7-8; Eric Brown, “Can- 

ada’s National Painters,” Studio, c111, no. 471, 

June 1932, repr. p. 315; “Moderne Malerei in 
Kanada,” Die Kunst fiir Alle, xLviu, no. 11, Au- 

gust 1933, repr. p. 347; Bertram Brooker, ed., 

Yearbook of the Arts in Canada, Toronto, Mac- 

millan, 1936, pl. 1; Graham McInnes, “Art of 

Canada,” Studio, civ, no. 533, August 1937, repr. 

p. 60; Buchanan 1945, pl. 80 (as 1930); Ferdinand 

Eckhardt, “The Technique of L. L. FitzGerald,” 

CA, xv, no. 2 (no. 160), April 1958, repr. in color 

p. 116; NGC Cat. 1960, p. 84, repr.; Kilbourn 

1966, p. 71, repr. in color; Boggs 1971, pl. 140. 

Exhibitions: 
GS, 1931, no. 53; NGC, 1932, Annual Exhibition, 

no. 60; New York, Roerich Museum, 1932, Con- 

temporary Canadian Painters, no. 13 (as Vincent 

Massey collection); GS 1936, no. 44, repr.; NGC 

travelling exhibition, Southern Dominions of the 
British Empire, 1936, Contemporary Canadian 
Painting, no. 23, repr.; Yale 1944; DPC 1945, no. 

165, repr.; Richmond 1949, no. 23; AGT 1949, no. 

46; GS 1954, no. 19, repr.; Winnipeg, Winnipeg 
Art Gallery, 1958, L. L. FitzGerald, no. 7, repr. 

Dr. Snider, a dentist, was a neighbor of the ar- 

tist in Lyle Street, St. James, Winnipeg. 

The National Gallery of Canada, Ottawa (3993) 
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Biographies of Artists 

Apart from the monographs noted at the end of Ebenezer Birrell 1801-1888 (1) 

Piet cresin ie iats pats eee Born in Scotland and emigrated to Canada 1834, 

Engravers in Canada, Toronto, University of settling near Pickering pear Toronto. Became a 

Toronto Press, 1970 (for painters born before pron eae euzen of ja Serre, SSIVIDE go Ure 
1867); Dennis Reid) The Group of Seven (exhibi- ident of the Pickering Agricultural Society 1853- 

tion catalogue), Ottawa, National Gallery of 9, local superintendent of education 1856-65, 

Canada, 1970 (for members of the Group of lieutenant-colonel of Militia and judge of Gt 
Seven); and numerous literary and documentary exhibits in Upper Canada Provincial Exhibitions 

sources (see Bibliography) at the National Gal- 1854-5. Painted portraits and landscapes in Can- 

lery of Canada (for other artists). Artists men- ada, and some watercolors 2 f British Sai 

tioned in the biographies and included in this ex- Died presumably at Pickering, Ontario. 
hibition are marked with an asterisk*. Numbers 

following the artist’s name indicate entries in Franklin Carmichael 1890-1945 (73) 

uoaiee a10b de, Born at Orillia, Ontario. Went to Toronto 1911 
‘Abbreviations: and studied at the Ontario College of Art with 
ROAW ©Royal Canadian Academician William Cruikshank and G. A. Reid, and at the 

PRGA President ofthe Royall Canadian Toronto Technical School with Gustav Hahn; 
(Academy of Acts also at the Académie Royale, Antwerp, 1913. On 

his return settled in Toronto and worked at the 
commercial art firms, Grip Ltd. and Rous & 

a Mann. Original member of the Group of Seven 
ae gc) 1920. RCA 1935. Taught at the Ontario College 

Born in Dublin, the son of a general in the of Art 1932-45. Died in Toronto. 
Royal Irish Artillery. Studied art in Dublin and 

won a prize for architectural drawing. Was an a 
apprentice civil engineer for English and Irish Henig Cee I ee) 
railways before emmigrating to Toronto 1851. Born in Victoria, British Columbia. Studied at 
Began his visits to the west in 1868 and, asa civil the San Francisco School of Art 1889-94 and at 
engineer, accompanied General Garnet Wolseley — the Westminster School of Art, London, and 
on various Canadian Pacific Railway construc- elsewhere in England 1899-1905. Returned after 
tion parties and visited the Rocky Mountains both periods to teach and to paint the Indian 
with Sir Sandford Fleming’s party 1877. Draw- villages on the Pacific coast. Was in Europe 

ing-master at the Toronto Normal School, and 1910-11, studying at the Académie Colarossi, 
later at the Toronto secondary schools for a Paris, and traveling for her health in Sweden. 
long period. Painted documentary pictures of Exhibited at the Salon d’Automne, Paris, 1911, 
Canada mainly in watercolors often for repro- and at this time she probably came into contact 
duction in the illustrated papers. Nominated a with the New Zealand painter Frances Hodg- 
charter RCA 1880 but resigned over the Aca- kins. On her return to Canada she held her first 
demy’s hanging policy. Died in Toronto. exhibition in Vancouver and painted the Indian 

Monograph: Henry C. Campbell, Early Days villages in a Fauve style. Returned to Victoria 
on the Great Lakes: the Art of William Arm- and built her apartment house (the “House of 

strong, Toronto, McClelland and Stewart, 1971 All Sorts”) 1913. In the 1920s she made pottery 
and carpets with Indian designs to make a living. 
In 1927, at her first exhibition in eastern Can- 
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ada, she met Lawren Harris* and others of the in New York and New Jersey. After a period in 
Group of Seven, who inspired her to develop her England 1767-73 he served in the war of the 
characteristic, monumental style. Was probably American Revolution. Was again in England 
somewhat influenced by Mark Tobey who first 1779-83, then served at Gibraltar 1783-4. Began 
visited her 1928. Disposed of her apartment his last North American tour of duty 1786, pass- 
house 1936 and began to write her autobio- ing through Madeira and the West Indies on his 
graphical books (The House of All Sorts, etc.). way to Quebec, where he painted his finest series 
Died in Victoria. of watercolors. By the time of his final return to 

Monograph: Emily Carr, Hundreds and Thou- _ England 1790 he was a recognized ornithologist, 
sands, the Journals of Emily Carr, Toronto, having been elected Fellow of the Royal Society 

Clarke-Irwin, 1966. in 1781. Exhibited at the Royal Academy be- 
tween 1771 and 1806. Died a lieutenant-general 

B at Blackheath near Woolwich. 
Maurice Galbraith Cullen 1866-1934 (35) Moncerepbenieietiabbard @iomustaures 

Born in St. John’s, Newfoundland; the family (exhibition catalogue), Ottawa, National Gallery 

moved to Montreal 1870. Entered a commercial of Canada, 1972; R. H. Hubbard, Thomas Davies 

firm in Montreal 1880 but studied sculpture with in Early Canada, Ottawa, Oberon Press, 1972. 
Philippe Hébert in his spare time. Went to Paris 
1889 and studied at the Ecole des Beaux-Arts Aaron Allan Edson 1846-1888 (29) 
until 1892. Became an Impressionist painter and 
worked at Moret and Giverny. Exhibited at the Born at Stanbridge in the Eastern Townships 
Salon of 1895, then returned to Canada and (of Quebec) of American parents who had emi- 
painted in Quebec and on the St. Lawrence be- grated to Canada; the family moved to Montreal 
fore opening a studio in Montreal. Painted with 1861. Was educated for a business career but 
Morrice* in Venice 1896-7 and 1902, returning to _ turned to painting and studied with Robert S. 
paint in and around Quebec 1902-8. From 1912 Duncanson in Montreal. Was in Europe 1864-6 
he painted at Lac Tremblant in the Laurentians, | studying under William Holyoake in London 

where he built a cabin c.1920. RCA 1907. Visited | and under Léon Pelouse in Paris. On his re- 
Newfoundland 1911-12. Painted for the Cana- turn he took a studio in Montreal. Founding 
dian War Memorials 1917-18. Died at Chambly member of the Society of Canadian Artists, 
near Montreal. Montreal, 1867 and charter RCA 1880. Exhibited 

at the Paris Salon 1883 and the Royal Academy, 
3 London, 1886. Visited the Rocky Mountains but 

ThomasiDaviesicu (di laZiz=2) painted chiefly in the Eastern Townships. 
Born at Woolwich, where he entered the Royal Moved 1886 to Glen Sutton, Quebec, where he 

Military Academy 1755 and had lessons from its died. 

drawing-master Gamaliel Massiot. After his first 

commission in the Royal Artillery 1756 was sent A f é 
1757 to Halifax, sia he made ais first of his ors ie ee Mote rz Gere oot) 

many watercolor records. Accompanied Am- Born in Winnipeg and spent the summers in his 
herst’s Louisbourg and Monckton’s St. John youth on a farm at Snowflake, Manitoba. Stud- 

River expeditions 1758. Accompanied Amherst’s ied at A. S. Kezthelyi’s school of art, Winnipeg, 
Lake Champlain campaign 1759 and the cam- then worked for a publishing house and at dis- 
paign against Montreal 1760. Explored the St. plays and interior decoration in a department 
Lawrence and Lake Ontario 1760-2. In England store. Spent a season c.1921 at the Art Students 
1763-4, returning 1764 and painting landscapes League, New York, studying under Kenneth 
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Hayes Miller and Boardman Robinson. Taught ter divided his time between Montreal, Baie- 
at the Winnipeg School of Art 1924-49. Member Saint-Paul and Paris. RCA 1922. From 1922 to 
of the Group of Seven in the last year of its exis- | 1936 he lived mainly in Paris, painting in France 
tence 1932-3. Visited the Pacific coast several and Norway. Made illustrations for several 

times between 1942 and 1949 and Mexico 1951, books including Hémon’s Maria Chapdelaine. 

but otherwise painted in Manitoba. Died in Win- _ Returned finally to Montreal 1936. In 1941 he 
nipeg. exhibited a model of a typical Quebec village, 

which he hoped to develop as an outdoor mu- 
z seum. Died in Montreal. 

Chere iota i ormestacuve c-1821-8 (6) Monograph: Hugues de Jouvancourt, Clarence 

British army officer and topographical painter. Gagnon, Montreal, La Frégate, 1970. 

Was in Canada c.1821-3 as aide-de-camp to the 
Commander of British forces in North America, Lawren Stewart Harris 1885-1970 (67-71) 
advancing from captain to lieutenant-colonel. 
Painted views of Quebec and landscapes of the Born at Brantford, Ontario, the son of a leading 

canoe route to the further Great Lakes. farm-implement manufacturer. Had a year at 
the University of Toronto 1903 but turned to 
painting and went to Berlin 1904, studying with 

John srehur Mrasen leat =1675 (27-25) Adolf Schlabitz and Franz Skarbina. After his 
Born in London, where he studied at the Royal return to Canada 1907 he travelled to the Mid- 
Academy Schools under Francis William Top- dle East 1907-8 and to lumber camps in Minne- 
ham and Richard Redgrave. Painted portraits in  S0ta 1909, illustrating articles in Harper’s Maga- 
England before emigrating to Canada c.1856. zine. Settled in Toronto 1911 and there met 

Worked in the studio of William Notman, the (1911) and sketched with (1912) J. E. H. Mac- 
Montreal photographer from c.1860, representing Donald*. With MacDonald he visited an exhibi- 

him in Ottawa 1867 and becoming partner in tion of Scandinavian painting in Buffalo 1913. A 

charge of the Toronto branch 1868. Also taught _ leader of the Toronto movement in painting, he 
painting. Founding member of the Society of Ca- | encouraged MacDonald and Thomson* to paint 
nadian Artists, Montreal, 1867, of the Ontario full time and with another art patron, Dr. 
Society of Artists, 1872, and charter RCA 1880. J. M. MacCallum, built the Studio Building for 
Moved to the United States 1883, working in artists 1914. Served in the army 1916-18. Made 

Chicago and Boston but returning briefly to the famous “box-car” painting trips to Algoma 
paint in the Rocky Mountains for the Canadian With MacDonald and Johnston* 1918 and with 
Pacific Railway 1886. Visited England and Scot- these and Jackson* 1919. Original member of the 
land 1888. Died in New York. Group of Seven 1920. Made painting trips to 

Nova Scotia and Newfoundland 1921, the Rocky 

Mountains 1924 ff., the lower St. Lawrence 1929, 

CN Uae atonal st gaz (22) the Arctic 1930 and the Gaspé 1932. Left 
Born in Montreal (his father was French Cana- Toronto 1934 and lived in New England until 
dian, his mother English). Studied at the school 1939. After a year (1940) at Santa Fe, asa 
of the Art Association of Montreal under Wil- member of the Transcendental Painting Group, 
liam Brymner 1897-1900. First painted at Baie- he settled in Vancouver; his later work was ab- 

Saint-Paul on the north shore of the lower St. stract. Trustee of the National Gallery of Canada 

Lawrence 1900. Went to Paris 1904 and studied 1950-65. Died in Vancouver. 
at the Académie Julian; was also influenced by Monograph: Bess Harris and R. P. Colgrove, 
Morrice*. Returned to Canada 1909 and thereaf- | Lawren Harris, Toronto, Macmillan, 1969. 
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George Heriot 1766-1844 (6) Alexander Young Jackson 1882- (60-64) 

Born at Haddington, East Lothian, and was Born in Montreal. In his youth he worked for a 

educated at the Edinburgh High School. En- lithographing firm, with painting lessons in the 
tered the Royal Military Academy at Woolwich evenings from Edmond Dyonnet and William 
and had lessons from its drawing-master Paul Brymner. Went to Europe 1905 and visited Paris 
Sandby. Was stationed in Quebec 1791 and and Rotterdam, then worked at commercial art 

served in the army paymaster’s department. Was _in Chicago 1906-7, attending evening classes at 
appointed deputy postmaster-general of British the Art Institute. In Europe 1907-9, studying at 
North America 1800 and in pursuance of his the Académie Julian in Paris and making paint- 

duties traveled extensively in the colonies. Re- ing trips to Italy, Belgium and Holland. After re- 
signed his post after a dispute with the Adminis- turning to Montreal he painted at Sweetsburg, 
trator of Quebec, Sir George Drummond, and re- Quebec, and Georgian Bay. Again in Europe 
turned to England. Some of his drawings were 1911-13, visiting France, England and Italy. On 
engraved 1796, and in 1797 he exhibited two his return he sketched at Emileville, Quebec, 

views in Canada at the Royal Academy. Pub- and on Georgian Bay and was encouraged by 
lished his History of Canada 1804 and his Trav- Harris* to settle in Toronto. In 1914 he sketched 

els through the Canadas, illustrated with aqua- for the first time in Algonquin Park (with 
tints from his drawings, 1807. Died in England. Thomson*) and visited the Rocky Mountains. 

Served in the army from 1915 and painted for 
William George Richardson Hind the Canadian War Memorials in France 1917-19. 
1833-1888 (24) On his return settled in Toronto, making contin- 

Born at Nottingham, the brother of Henry One ee we pelts oy 2 au eee 
i s 3 1918 and 1919 (on the “box-car” trips with 

Youle Hind the explorer. Studied art in London Bes % an 
5 2 Harris*, MacDonald* and Johnston*), the lower 

and Europe before emigrating to Canada 1852, : 
apparently to join his brother in Toronto. Draw- St. Lawrence 192i tthe Rocky Mountains 
: 1924, British Columbia 1926, the Arctic 1927 ff. 
ing-master at the Toronto Normal School 1856. es 

at : and many other places. Original member of the 
After revisiting England (where he evidently had : 

4 Group of Seven 1920. RCA 1919 (resigned 1933 
some contact with the Pre-Raphaelites) he re- 3 

3 : but re-elected 1953). Invested Companion of the 
turned to Canada 1861 and accompanied his : 

5 oe Order of St. Michael and St. George (CMG) 
brother’s expedition to Labrador, where he made A : i 

" 1946. Lived in Ottawa 1955-68 and has since 
many sketches. In 1862 he accompanied the s : F A 

e4 cscs lived at the McMichael Conservation Collection, 
Toronto party of the “Overlanders of ’62” to the : j 

: x ae Kleinburg, Ontario. 
gold fields of the Cariboo in British Columbia, M. sees 
Ee 5 onographs: A. Y. Jackson, A Painter’s 

painting incidents of the trip from Fort Garry to z : 
a ‘ eis Country, Toronto, Clarke-Irwin, 1958; Naomi 

Victoria. Also visited San Francisco and the Cal- ; 
. sa 3 F Jackson Groves, A.Y.’s Canada, Toronto, Clarke- 

ifornia gold fields. After a period in Victoria Irwin, 1968. 
1863-c.1865 he went to his brother’s house at e : 
Windsor, Nova Scotia. Painted in Nova Scotia 

and New Brunswick and from 1880 lived Otto Reinhold Jacobi 1812-1901 (16) 

rae at Sussex, New Brunswick, where he Born at Kénigsberg, East Prussia, where he had 

i his first painting lessons. Studied at the Berlin 
and Diisseldorf academies 1832-5. Commissions 
for watercolors, which he received from the 

Empress of Russia and the Grand Duke of Nas- 
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sau, resulted in his appointment as court painter to Canada c.1819. Attended the District Gram- 
at Wiesbaden c.1841. Was invited to Canada to mar School at York (Toronto) where he had les- 

paint Shawinigan Falls as a gift to the Prince of sons from a drawing-master, Drury. In his 
Wales during the latter’s visit to Canada 1860. youth he worked at decorating furniture in 
Settled in Montreal as a painter and also worked Toronto and Cobourg and painting portraits at 

for William Notman the photographer. Accom- the latter place. Went to the United States, 
panied Prince Arthur’s party on a trip up the working as an itinerant painter south from De- 
Ottawa 1869. After painting at Ardoch, North troit, and sailing from New Orleans to Marseille 
Dakota 1877 he settled in Toronto 1878. Charter 1841. Copied in the museums of Italy and visited 
RCA 1880. Moved to Philadelphia 1882 but re- Paris and London (1842-3) where he met George 
turned to Toronto 1891. PRCA 1891-3. Visited Catlin. On his return he painted at Mobile, Ala- 
the Rocky Mountains. After his wife’s death he bama, 1843-5. On arriving back at Toronto 1845 

went to live with a son in the Dakota country. he painted the Indians and their life on a trip to 
Died at Java, South Dakota. Georgian Bay, Manitoulin Island and Lake 

Michigan. In 1846 he joined a Hudson’s Bay 
: Company annual fur-trade brigade, visiting Fort 

Ce ee genom tote (2) William, Fort Garry, Norway House and Fort 
Born in Toronto, where he studied at the Edmonton and reaching Fort Vancouver in the 

Toronto Technical School under Gustav Hahn Oregon country by December. Went to Fort Vic- 
and the Central Ontario School of Art under toria in April 1847 and on the return journey 
William Cruikshank and G. A. Reid, while work- passed through Fort Edmonton, Fort Pitt and 

ing as a commercial artist at Brigden’s and later Norway House, returning to Toronto October 
at Grip Ltd. 1911. Went to Philadelphia 1912 1848. On the trip he kept a journal which he 
and studied at the Pennsylvania Academy under __ published in London 1859, The Wanderings of 
Daniel Garber and Philip Hale. In New York an Artist, and made many sketches. Spent the 
1913-15, working at commercial art and studying __ rest of his life in Toronto, filling several large 
briefly with Robert Henri. After his return to commissions for canvases after the sketches. 

Toronto he sketched in northern Ontario 1915 Died in Toronto. 
and 1916 and painted air force activities in Can- Monograph: J. Russell Harper, Paul Kane’s 

ada for the Canadian War Memorials 1918-19. Frontier, Toronto, University of Toronto Press, 

Accompanied the “box-car” painting trips to Al- 1971. 
goma 1918 and 1919 with Harris*, MacDonald* 

and Jackson*. Original member of the Group of eee ee 
Seven 1920. Principal of the Winnipeg School of Comes Eerie encte sista (n 77) 

Art 1922-4 and painted in the Rocky Mountains. | Born in Amsterdam, the son of a resident of 
Returned to Toronto 1924, left the Group of Diisseldorf then working in Holland; his mother 
Seven and taught at the Ontario College of Art was Dutch. In his youth he lived at Diisseldorf 
1927-9. His work after 1926 was signed “Franz and near Schweinfurth in Bavaria. He is said to 
Johnston.” Visited the Arctic 1939, then settled have gone to school in Rotterdam; but his style 
at Wyebridge, Ontario. Had a summer art school __ in painting bears the marks of the Diisseldorf 
on Georgian Bay from 1940. Died in Toronto. Academy. As a young man he travelled in 

Europe as an itinerant musician and artist. Emi- 

grated to New York 1837, enlisted in the United 
OTN STG CHIC L (UE aa) States Army and made (lost) records of the 
Born at Mallow, Co. Cork, the son of an English Seminole War. Left the army 1840 and married a 
soldier serving in Ireland; the family emigrated woman from Longueuil (near Montreal). Spent 
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brief periods at Rochester and Toronto but was Joseph Légaré 1795-1855 (9-10) 

at Longueuil by 1844 and in Montreal by 1849. : ee 

Moved 1853 to Quebec, where he sold his scenes Born a eevee Wes ae ae painting; 
of Canadian life to officers of the garrison and may ine Beso uae Uns cause Ge 
others as souvenirs. Visited Europe c.1854-5 and maste! pein es peacae ve en eae 
possibly 1662 end 166d: Weneto lvecicer wie 20s Desiatdineie 7uere piieste trom i tenve: 
a daughter in Chicago, where he died after re- ae ul a oe edisome rc! Wiglernveees) 
visiting Montreal and Quebec 1871. He oe in Quebec jand’sold oe eo ae 

Moniosraph: Marius Barbed) Comelize Université Laval. Was apparently involved in 

Krieghoff, Pioneer Painter of or Acree Ee ae ee eee 
Taronts Masnullan 1934. e brief period. Later, as a supporter of Louis-Jo- 

1 ‘a seph Papineau, when the latter re-entered poli- 
tics 1847, he stood for election to the Legislative 

Ludger Larose 1868-1915 (36) Assembly 1848 but was defeated. Was appointed 

Born in Montreal. Studied painting with Abbé eee Tegaseoke eae aes aber Be 
Joseph Chabert at the Council of Arts and Man- fore his death a Quebee. Painted historical. 
ufactures (Monument National), Montreal. eu bjects, including TOMAnLIE episodes of Indian 

Went to Paris 1887 and studied at the Ecole des life, landscapes and religious subjects. 
Beaux-Arts 1887-94 under Jean-Paul Laurens 
and Gustave Moreau; also copied old-master Arthur Lismer 1885-1969 (65-66) 

paintings in Rome. After his return to Montreal : : - 

he taught at the Ecole du Plateau 1894-1910 and Bornin Sheffield; Vorkshire/ Studied ao ies 

in the Westmount schools 1912-15. Painted ebemeld Scheel went ee ieee 

murals in the Sacré-Coeur chapel of Notre- ee ee pea : 
Dame, Montreal. Died in Montreal. a ee ue ee be See as 

Z own commercial art studio in Sheffield. Emi- 
grated to Toronto 1911 and worked for the firm 

Ozias Leduc 1864-1955 (32) of Grip Ltd. Sketched on Georgian Bay 1914 and 

Born at Saint-Hilaire on the Richelieu, near Ong re en boa aceon ant 
Montreal, Mainly selé taught in painting. Varley*. Taught summer art courses at the On- 

though he worked at church decoration with an tang Colleecos ao 1913-16 and was principal 
Italian painter in Canada Luigi Cappello of the Nova Scotia College of Art, Halifax, 1916- 
(c:1880) and: with tHe Canadian painter Adolphe 19. While in Halifax he painted naval activities 
Rho (at Yamachiche, Quebec, 1883). He then for the Canadian War Memorials 1917-19. Re- 
began an independent career as painter of turned to Toronto 1919 and taught at the On- 

church decorations. Visited France 1897 in com- diam OU eo la gto eis lmariben of 
pany with Suzor-Cété* and was there influenced the Group of Seven 1920. Made many sketch- 
by René Menard, Alfons Mucha and Henri- ing trips: to northern Ontario, the lower St. 

Eugéne Le Sidaner. Returned to Saint-Hilaire Lawrence, the Gaspé, Nova Scotia, Newlound: 
where he lived a secluded life of great simplicity. land, the Rocky Mountains, etc. Directed a chil- 

His many later church paintings show the influ- dren’s art program at the Art Gallery of Toronto 

ence of Maurice Denis. Also painted still life, 1920-36 and as euauthomty onichild art panied 
portraits and landscape, and made book illustra- South Africa 1936-7 and taught ab ee 
tions. In later life he was the teacher of ee oo es See 
Paul-Emile Borduas, leading painter of the cational work of the National Gallery of Canada 

School of Montreal in the 1940s. Died at Saint- 1939-40, then’ became/principal of the school of 
Hilaire. 

192



the Art Association of Montreal 1940, teaching became a full-time painter 1911 and moved to 
also at McGill University. RCA 1946. Died in the village of Thornhill 1912. In 1913, with 

Montreal. Harris, he visited the exhibition of Scandinavian 

Monograph: J.B. McLeigh, September Gale,a __ painting in Buffalo. Sketched with Harris in the 
Study of Arthur Lismer, Toronto, Dent, 1955. Laurentians 1913 and with Harris, Thomson* 

and others in Algonquin Park 1914. Went on the 

Frére Luc (Claude Frangois) 1614-1685 (1) “box-car” sketching trips to Algoma 1918 and 
' 1919 with Harris, Jackson* and Johnston*. Origi- 

Eee iw sen = Bon. ce - late nal member of the Group of Seven 1920. Taught 
eee Cert) Come e ce aes PICLUTee at the Ontario College of Art, Toronto, from 

in churches and working with itinerant artists. 1921; principal 1929-32. RCA 1931. Carried out 

SEAN Hae Sion pouee ae ang ie several schemes of mural decoration in Toronto 
terwards went to Rome where, in company with abs s s 

; f A ; and made painting trips to Nova Scotia 1922, 
Claude Lorraine, Poussin and Frangois Perrier, 2 

: 2 the Rocky Mountains 1924 ff., and the West 
he copied the works of Raphael and Guido Reni. Indies 1932. Died in Toronto 
Returned to Paris 1638 to assist Poussin in the Monbers wR Eitater g REL: MacDon: 
projected decoration of the Louvre. Joined the ald vere a R ee itl 19, 40. 3 

Récollet Order 1644 and lived 1645-70 at its i Tel : 
monastery in Paris, painting for a number of 
churches and making tapestry designs. In 1670 David Brown Milne 1882-1953 (56-59) 
he accompanied a group from his Order to Que- . R 
bec and there prepared plans for the Récollet poms aoe ee oe enene A) BCOUTLEY 

ars school in Bruce County before going to New 

monastery oe peo and ce Québec: Also York 1904. Studied for a time at the Art Stu- 
painted a number of religious pictures and por- dents League and afterwards worked at commer- 
traits in Canada and continued to supply these : : zs is 

i cial art in New York. Painted in and around 
to the colony after his return to France 1671. New York and was apparently somewhat ii 

- i i? GerisdiMorisscl La vie et fluenced by Maurice Prendergast and Ernest 
Yr oe yo ae oe M . 3 44 Lawson. Exhibited at the Armory Show, New 
‘ceuvre du Frere Luc, Quebec, ve 2 York, 1913. Settled at Boston Corner in the 

Berkshires 1915. Enlisted in the Canadian army 

James Edward Hervey MacDonald 1917 and painted for the Canadian War Memori- 
1873-1932 (41-44) als 1918. Returned to Boston Corner 1919 and 

3 i é ‘i until 1923 he painted there, going to the Adiron- 
pier a benasiiay ie roti sag dacks for the summers. Spent the winter 1923-4 
oa an roe yemauere Se eT eet ae in Montreal and Ottawa, returning to live in the 

tario, 1887. Studied at the Hamilton Art School. Adirondacks. Finally returned to Canada 1928, 

After the family moved to Toronto 1889 he was iyi est el i Wobton, Ontavie 1928-9 then’ at " 

apprenticed to a lithographing firm and attended Palgrave 1929-32, Six Mile Lake on the Severn 
evening classes at the Central Ontario School of River 1932-9, Toronto 1939-40 and Uxbridge 

Art. Began work as S lithographer 1898 and 1940-52, with summers and autumns latterly in 
joined the commercial art firm of Grip Ltd. 1894. the Haliburton district Died in Toronto 
Worked at book design at Carlton Studios in Monoeranh Alan Jartia David Mi ihe, 

London 2 7 and on his return peeat HO Toronto, McClelland and Stewart, 1962. 
sketch in and around Toronto. Made his first 
painting trips to northern Ontario 1909 and 

Georgian Bay 1910. Encouraged by Harris*, he 
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James Wilson Morrice 1865-1924 (33-34) artists to cover Canada from coast to coast, 

: } i himself preparing a number of views for the 
Born in Montreal, the son of a Scottish textile wood-engraver. Visited the Rocky Mountains 
merchant. Began sketching in watercolors 1882. 1882 and 1886 a idipain cade ticiPacitls ooaee 
Attended the University of Toronto 1882-6 and 1888. Died presumably in Toronto 
studied law in Toronto 1886-9. In Paris from = 
1890, studying briefly at the Académie Julian 
and later with Henri Harpignies; was influenced William Raphael 1833-1914 (25) 

by Whistler. In his early period he painted in Born of Jewish parents in Prussia and studied at 
Italy and Belgium and on the coasts of Nor- the Berlin Academy 1854-5. Emigrated to New 

mandy and Brittany. Lived most of his life in e York 1856 and painted a few portraits there. 
Paris, Deas Christmas visits (until 1914) to his Moved to Canada 1857 and painted portraits in 
parents in Montreal and sketching there and Quebec and Montreal. Lived chiefly in Montreal 
Quebec and along the St. Lawrence. On his nu- but was active at Murray Bay 1878, Saint-Hya- 
merous painting trips in Europe he met or cinthe 1886, Sherbrooke 1894-8 and Stanbridge 
worked with Maurice Prendergast and Charles 1905. Taught privately and in the Montreal sec- 

Conder (1891), William Glackens and Robert ondary schools. Founding member of the Society 

Henri (1896) and Maurice Cullen* (1896-7 and of Canadian Artists, Montreal, 1867, and charter 

1902). From 1910 he also painted in North - RCA 1880. Published a volume of lithographs of 
Africa: was at Tangier 1912-13 at the same time his drawings c.1895. Died in Montreal. 

as Matisse, Camoin and Marquet; also painted 

at Marrakech and Tunis. RCA 1913. Visited 
Cuba 1915. Painted in France for the Canadian Marc-Auréle de Foy Suzor-Coteé 
War Memorials 1918. Painted in the West Indies 1869-1937 (37) 
1920-1. Died in Tunis. 

Born at Arthabaska, Quebec (the son of Théo- 

Monograph: Donald Ny. Buchanan, :/azes phile Cété and Cécile de Foy-Suzor). Began as a 
Wilson Morrice, Toronto, Ryerson Press, 1936. painter by assisting the painter Maxime Rous- 

seau in the decoration of the church at Artha- 
Lucius Richard O’Brien 1832-1899 (21-23) baska. Went to Paris 1890 and studied at the Ju- 

lian and Colarossi academies and at the Ecole 
Born at Shanty Bay, the son of one of the found- des Beaux-Arts. Was influenced by the Impres- 
ers of that settlement on Lake Simcoe (Ontario). sionints before his eetnrn Go Monttea! 1800: Was 

Attended Upper Canada College, Toronto, and again in France from the later 1890s, returning 
entered an architect's office c.1847. He later to open a studio in Montreal 1908. Spent mone 

studied and then practised civil engineering. By summers painting at Arthabaska. Died at Day- 
1856 in Toronto, describing himself as Le artist tona Beach, Florida, where he had gone for his 
but returned to engineering. Was a full-time ar- health: 
tist by 1872, painting landscapes in Ontario and 
Quebec. Was influenced by the American painter 
Albert Bierstadt whom both Lord Dufferin and Tom (Thomas John) Thomson 
Lord Lorne (governors general 1872-8 and 1878- 1877-1917 (45-57) 
83 respectively) had invited to Canada. Was the Born onlartermincar Claremont: Ontario the 

ene eS Boas ie oval eo ean family later moved to Leith, meer Owen Sound 
zn oa no eee 2 dl tts ttsb president a on Georgian Bay. Became a machinist’s appren- 
90). As picture editor of G. M. Grant 8 Pictur- tice 1899, then attended business school at 
esque Canada (1882) he organized a number of Chatham, Ontario, 1900. Lived 1901-5 in Seattle, 
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where his brother kept a business school; worked _ had turned to painting. Studied at the Antwerp 
at photo-engraving and began to sketch. On his Academy 1900-2, then worked in London as an 

return to Canada c.1904 he worked at photo-en- illustrator, returning to Sheffield 1908. Emi- 
graving and commercial art, in 1907 joining the grated to Canada 1912, working in Toronto as a 

firm of Grip Ltd., where he met MacDonald*. commercial artist at Grip Ltd. (1912) and later 
Probably had a few painting lessons from Wil- at Rous & Mann until 1917. Made his first 
liam Cruikshank; began to sketch in oils. Made sketching trip to Algonquin Park 1914 with 
short sketching trips near Toronto 1911 and his Thomson*, Lismer*, Jackson* and others. 

first trip to Algonquin Park 1912; also visited Painted in France for the Canadian War Memo- 
Mississauga Forest Reserve 1912. Worked for the __ rials 1918-19, returning to Toronto where he 
commercial art firm of Rous & Mann 1912-1914, painted a number of portraits, as he did 

exhibited his first canvas 1913 and in 1914 was throughout his career. Original member of the 
encouraged to paint full time by Harris* and Dr. _ Group of Seven 1920. Taught at the Ontario 
J. M. MacCallum, a patron of artists. Painted at —_ College of Art, Toronto, 1925-6. In Vancouver 

Canoe Lake, Algonquin Park, 1914, with Jack- 1926-36, teaching first at the Vancouver School 
son*, MacDonald, Lismer* and Varley*. Spent of Art and then at his own school from 1933. 

most of his time 1914-17 in Algonquin Park, Lived in Ottawa 1936-40 and taught at the Ot- 
working intermittently as a fire-ranger and re- tawa Art Association. Visited the Arctic 1938. In 
turning in the winters to paint ina shack beside § Montreal 1940-4, then Ottawa, and settled in 
the Studio Building, Toronto. Was drowned in Toronto 1945. Died in Toronto. 

Canoe Lake in July 1917. 
Monograph: Joan Murray, The Art of Tom 

Thomson (exhibition catalogue) Toronto, Art Frederick Arthur Verner 1836-1928 (26) 

Gallery of Ontario, 1971. Born at Sheridan (near Oakville, Ontario), the 

son of the principal of the grammar school there. 
Went to London 1856 and studied at Leigh’s 

Rae ace e (19) School of Art and South Kensington Art School. 
Born in England, possibly at Berwick-upon- Served in the British Army for several years and 
Tweed. Worked as carriage-painter in London fought in Italy with Garibaldi’s volunteer army 
and Edinburgh. Emigrated to Canada 1834 and 1860-1. Returned to Canada 1862, opened a stu- 
set up in Quebec as a “house, carriage and orna- _ dio in Toronto and began his extensive travels to 
mental painter.” By 1841 he was doing carving the west, which took him to the prairies and 
and gilding. Lived briefly on a farm at Mont- eventually to the Rocky Mountains. Besides 
morency near Quebec but moved c.1854 to landscapes, he painted many pictures of buffalo 
Toronto where he advertised himself as “artist, and made portraits of the treaty conferences 
herald and ornamental painter,” and later sim- with the Indians in Manitoba. Also worked at 

ply as artist. Several of his comparatively rare coloring photographs for the Notman studios in 
paintings have backgrounds of Montmorency Toronto. Was at Windsor, Ontario, 1870. Found- 

Falls and were probably commissioned as horse ing member of the Ontario Society of Artists 
portraits. Died in Toronto. 1872. Went to England 1880, returning in the 

late 1880s to Windsor, Ontario. Spent his latter 
years with a nephew in London, where he died; 

Frederick Horsman Varley 1881-1969 (53-55) the house if @ulbarn Palace Road was ds 

Born in Sheffield, Yorkshire. Began his studies in _ stroyed, along with a number of his works, in the 
design at the Sheffield School of Art at the age Second World War. 
of twelve but by the time of his graduation 1899 
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Homer Ranford Watson 1855-1936 (30-31) Robert Reginald Whale 1805-1887 (12) 

Born at the village of Doon (near Kitchener, Born at Altarnun, Cornwall. At an early age he 
Ontario), the son of a miller. Early turned to art _—_ studied portraits by Reynolds in the National 
and worked in Toronto 1874-5 for the Notman Gallery, London, returning to set himself up as a 

photographic studio. Began his study of painting _ portrait painter in Cornwall. Emigrated to Can- 
by copying portraits in Toronto. In New York ada, settling first at Burford (Ontario) 1852 and 
1876-7 he saw paintings by the Hudson River Brantford in 1864. Revisited England several 
School, painted in the Adirondacks and presum- times. Carried out commissions for portraits and 

ably met George Inness. After his return to landscapes in southern Ontario; also painted a 
Doon he worked as an illustrator, exhibited in variety of other subjects, which he exhibited at 

Toronto and was encouraged to paint by the provincial exhibitions, and for which he won 

purchase 1880 of a canvas by Lord Lorne (Gov- prizes. Made a moving “panorama” of the In- 
ernor General of Canada) for Queen Victoria. dian Mutiny which he exhibited widely in his 
RCA 1882. In Toronto 1882 met Oscar Wilde, district. Died at Brantford. 
who called him the “Canadian Constable” and 
later introduced him to Whistler in London. On 
a visit to England and Scotland 1887-9 he saw 
paintings by the Barbizon School and became 
friends with Sir George Clausen, E. J. Gregory 
and other artists. After another visit to London 
1891 he essayed a grander and more monumen- 
tal style inspired by Constable. Sketched with 
Horatio Walker on the Ile d’Orléans 1896. 
Visited London several times between 1897 and 

1910 and Cape Breton Island 1909. Painted for 
the Canadian War Memorials 1918. PRCA 1918- 
22. Visited the Rocky Mountains 1929. Died at 
Doon. 

Monograph: J. Russell Harper, Homer Watson 
(exhibition catalogue), Ottawa, National Gallery 

of Canada, 1963. , 
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