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ABSTRACT 

 

A Fluid Play of Interchangeable Signs: Anna Jameson’s Canadian Sketches, 1836-1837 

Alexandra Mills 

 

It was not unusual for travelers to Britain’s colonies to record their experiences 

and impressions in journals as well as in watercolor drawings in the nineteenth century. 

In fact, at this time there was an increasing demand for visual information about the new 

world, and visitors, settlers and explorers alike were encouraged to document their 

surroundings. This was a practice that was enthusiastically adopted by many amateur 

women artists visiting North America, including Anna Jameson (1794-1860), but artists 

such as Jameson were not always able to translate the firmly established European 

pictorial traditions to which they were accustomed to Canada’s landscapes. The 

disjuncture between Jameson’s knowledge, which was rooted in romantic ideology, and 

her stay in Canada is apparent in her drawings. This thesis investigates Anna Jameson’s 

visual representations in Canada and considers how she negotiated the often-

contradictory frameworks of femininity and colonialism in her pencil and watercolor 

sketches. The issue of freedom and its associations with travel are of particular 

importance, as it had an undeniable effect on Jameson’s ability to define herself as she 

traveled through Canada’s wilderness, ostensibly – although not always – away from 

limitations related to her gender. Jameson’s attempts at self-definition and the emotional 

transformations that occurred over the course of her travels are reflected in her depictions 

of Canada’s wilderness – particularly in her water themed images. 
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PREFACE 

  

 Anna Jameson’s Canadian sketches are affixed to the pages of an album, held in 

the Special Collections, Genealogy and Maps Centre of the Toronto Public Library 

(TRL). In order to preserve the integrity of Jameson’s album, I have reproduced her 

sketches in the order they appear in its original form at the end of this thesis (see list of 

plates). Importantly, their numerical designations apply to their place in the original 

album and do not correspond to the order they appear in the text. Further, in order to 

properly note the inscriptions that appear in each images, as well as those found within 

the album itself, I rely on a series of abbreviations that designate their location. These 

abbreviations correspond only to the plates themselves and have no bearing on the rest of 

this thesis. Images attributed to artists other than Jameson are catalogued separately and 

listed as figures, which are numbered in the order they appear in the text.  
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INTRODUCTION 

 

This thesis traces the journey of Anna Jameson (1794-1860) during her brief stay 

in Canada, from December 1836 to September 1837. An English author, art critic and 

early feminist, Jameson recorded her observations of Canada in a published travel journal 

entitled Winter Studies and Summer Rambles in Canada (1838), and in correspondence 

with friends and family members at home in England. In addition to these textual sources, 

she made a series of pencil and watercolor sketches that depict the landscape, travel, early 

industry, Aboriginal communities and developing British settlements of Upper Canada 

during the 1830s.1 These sketches are contained in an album at the Toronto Public 

Library and have remained, for the most part, unpublished and little examined by 

scholars.2 Along with her travel journal and her correspondence, Jameson’s sketches 

provide insight into her knowledge of and responses to Canada’s wilderness.  

                                                
1 At the time of Jameson’s visit Canada was a colony operating under British rule and was composed of 
four provinces: Lower Canada, Upper Canada, Nova Scotia and New Brunswick. In the 1830s Upper 
Canada was almost entirely an agricultural frontier in which British immigrants and older American 
Settlers engaged in the difficult task of community building. The attempt of British Loyalists and the 
Anglican clergy to impose their cultural standards was resisted, leading to the Rebellion of 1837.  
 
2 Jameson’s album originally contained 92 sketches (one has been removed). The album itself was initially 
on loan to the library and only donated in 2000. Its long private ownership helps to explain the fact that 
extremely few of Jameson’s Canadian images have ever been reproduced. The Royal Ontario Museum has 
four etchings based on her sketches as well as one original etching. Sixty-one of Jameson’s images revolve 
around her stay in North America. I will consider those images along with four sketches she made just prior 
to leaving England. Before returning to the United States, Jameson took a short trip to Lower Canada, a few 
images of which I will consider as they cannot be separated from her other images of Canada. I will also, in 
some cases consider her images from the northern United States. 
 
Three of Jameson’s sketches along with her five etchings were first printed in a short catalogue introduced 
by G.H. Needler titled Early Canadian Sketches (Toronto: Burns & MacEachern Ltd, 1958). A few more of 
her sketches have been published in Wendy Roy, ‘Here is the Picture as well as I Can Paint it’: Anna 
Jameson’s Illustrations for Winter Studies and Summer Rambles in Canada,” Canadian Literature 177 
(summer 2003), Wendy Roy, Maps of Difference: Canada, Women, and Travel (Montreal: McGill-Queen's 
University Press, 2005) and in Thomas M.F. Gerry, “I am Translated: Anna Jameson’s Sketches and Winter 
Studies and Summer Rambles in Canada,” in Journal of Canadian Studies 25.4 (Winter 1990-1991). 
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In the course of the coming pages, I will explore the effect that travel had on the 

development of Jameson’s sense of selfhood and how this is represented in her landscape 

sketches. For Jameson, who arrived in Canada in December and wintered in Toronto, the 

arrival of summer represented a shift; no longer confined by the snow, she “[woke] up 

from her long winter […] like a huntress for the chase” walking like nature in “full-blown 

life and beauty.”3 Newly invigorated, Jameson independently undertook a two-month 

excursion across the backwoods of Upper Canada. During the first part of her trip she 

visited Niagara, Hamilton, Brantford, Woodstock, London, St-Thomas, Port Talbot, 

Chatham, and Detroit. Although demanding, this part of her journey was tame in 

comparison to what was to come. From Detroit she traveled by steamboat to Mackinaw 

and then to Sault St-Marie by bateau, a journey of about 150 km.4 She then set sail once 

again by bateau for the annual First Nations conclave at Manitoulin Island, a four-day 

and three-night journey down Lake Huron. She then went to Penetanguishene by canoe 

and later portaged to lake Simcoe. From there she returned to Toronto. Jameson did not 

remain there for long, traveling to New York by way of Lower Canada, before returning 

to England. 

Examining her visual representations of this journey, I conclude that during her 

travels into the Canadian interior, Jameson experienced a profound dislocation as she 

attempted to reconcile her femininity with her new status as a pioneer traveler. While 

Jameson threw herself “upon the merciful constructions of a good woman,” her desire for 

                                                
3 Anna Jameson, Winter Studies and Summer Rambles in Canada, 1838 (Toronto: New Canadian Library, 
2008), 187-188.  
 
4 A bateau is a shallow-hulled, flat-bottomed boat with a small mast that was used extensively across North 
America during the colonial period.  
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adventure and her exploration of “scenes and regions hitherto undescribed by any 

traveler”5 created a distance from her position as a Victorian lady. In Canada, not only 

were Victorian women literally outside their domestic borders, they were ideologically 

distanced from psychological and institutional boundaries, and thus better able to take 

advantage of both physical and intellectual freedoms. These freedoms, experienced by a 

number of female travelers to Canada, assumed particular intensity for Jameson because 

of the circumstances of her personal life. Jameson’s trip coincided with a permanent 

separation from her husband, Robert Sympson Jameson (1796-1854), a lawyer and 

colonial official, thus liberating her from a marriage that she had found unsatisfactory.6 

For Jameson travel was a gateway for personal freedom and self-expression. Although 

travel through Canada’s wilderness was not easily adapted to the polite comportment 

expected from Victorian ladies, I wish to argue that it did allow Jameson the ability to 

open up new spaces for herself. In the course of her travels Jameson was required to build 

new identities to correspond to the new social, cultural and physical situations she came 

across in Canada.  

 

Anna Jameson (née Brownell Murphy) was born was born in Dublin on May 19, 

1794 to Denis Brownell Murphy, an Irish miniaturist, and an English mother whose name 

is now unknown. Jameson’s governess, Ms. Yokely, served as her teacher for four years, 

                                                
5 Jameson, Winter Studies and Summer Rambles in Canada, 1, 2.   
 
6 Robert Sympson Jameson was appointed the chief justice of Dominica, West Indies, in 1829. He returned 
to London in 1833 and was shortly thereafter made attorney general of Upper Canada. Robert Jameson was 
the last attorney general to be appointed by the British Government. John D. Blackwell, “Jameson, Robert 
Sympson,” Dictionary of Canadian Biography, Vol. VIII (1851-1860) http://www.biographi.ca/009004-
119.01 e.php?&id_nbr=3985&interval=20&&PHPSESSID=4n18mrcda8v9qmpsrjjjmkaks4 [Accessed 
March 1, 2010]. 
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after which she educated herself  “chiefly at her own will and pleasure,” even taking 

responsibility for the education of her four sisters.7 Due to her father’s inability to prosper 

as a miniaturist, Jameson assumed part responsibility for her family’s finances at sixteen, 

working as a governess intermittently until her marriage to Robert Jameson in 1825. 

Jameson’s position as a governess for the Rowles family resulted in her first successful 

book, Diary of an Ennuyée (1826), first published anonymously as A Lady’s Diary. When 

Robert left for the Americas in 1829, she traveled in Europe and wrote extensively, 

publishing The Loves of the Poets (1829), Memoirs of Celebrated Female Sovereigns 

(1831) and Characteristics of Women (1832).8 In 1834 Jameson published Visits and 

Sketches at Home and Abroad. Prior to coming to Canada in 1836 Jameson had already 

established for herself a considerable literary following.9  

There is a significant body of literature devoted to Jameson’s biography as a 

writer, art historian, critic and early feminist. Key works by Adele M. Holcomb, Marian 

Fowler, Judith Johnston, Laura Smyth Groening, and Clara Thomas have highlighted 

Jameson’s feminist perspective, her work as a woman art historian and her role in the 

construction of culture in the nineteenth century.10 As a literary figure, Jameson has never 

                                                
7 Gerardine Macpherson, Memoirs of the Life of Anna Jameson, (Boston: Roberts Brothers, 1878), 7, 12. 
 
8 Anna Jameson, The loves of the Poets [From the 2nd Edition published as Memoirs of the Loves of the 
Poets] [A 3rd edition entitled The Romance of Biography; or, Memoirs of Women Loved & Celebrated by 
Poets.] (London: Henry Colburn, 1829); Anna Jameson, Memoirs of Celebrated Female Sovereigns, 2 vols. 
(London: Henry Coburn & Richard Bentley, 1831).  
 
9 Anna Jameson, Visits and Sketches at Home and Abroad, 1834 (London: Saunders and Otley, 1839). 
 
10Adele M. Holcomb, “Anna Jameson on Women Artists,” Woman’s Art Journal 8.2 (Autumn 1987-Winter 
1988); Adele M. Holcomb, “More Matter with Less Art: Romantic Attitudes Towards Landscape 
Painting,” Art Journal 36. 4 (Summer 1977); Marian Fowler, The Embroidered Tent: Five Gentlewomen in 
Early Canada: Elizabeth Simcoe, Catharine Parr Traill, Susanna Moodie, Anna Jameson, lady Dufferin 
(Toronto: Anansi, 1982); Judith Johnston, Anna Jameson: Victorian, Feminist, Woman of Letters 
(Aldershot, Hants, England; Brookfield, Vt.: Scholar Press, 1997); Laura Smyth Groening, “‘A 
Curiosity…Natural and Feminine’: Race, Class, and Gender in the Colonial Writings of Anna Jameson and 
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disappeared from the canonical narrative of Canadian history. In her article “Stalking 

Through the Literary World: Anna Jameson and the Periodical Press, 1826-1860,” (2000) 

Ainslie Robinson examines Jameson’s relationship to the literary world, emphasizing her 

progress from an anonymous woman writer to a woman of letters. Her professional status 

had an effect on her longevity and influence in the literary world but also in Canadian 

history. Having been cited most recently in Phillip Buckner’s Canada and the British 

Empire (2008), Jameson continues to play a role in Canada’s historical narrative.11 For 

example, she has been discussed extensively by Marian Fowler in The Embroidered Tent 

and by Wendy Roy in Maps of Difference: Canada, Women, and Travel .12  Together, 

these texts provide valuable biographical information and reconstruct Jameson’s time in 

Canada from feminist, literary and historical perspectives. Despite this interest, however, 

little research has been undertaken on her sketches. Indeed, in the literature on Canadian 

art history, Anna Jameson is almost entirely absent. She has been mentioned, however 

only as a whisper, in Russell Harper’s Painting in Canada: A History (1966) and in 

Maria Tippett’s By a Lady: Celebrating Three Centuries of Art by Canadian Women 

                                                                                                                                            
Susanna Moodie,” in Listening to Old Women Speak: Natives and alternatives in Canadian Literature, 49-
70 (Kingston & Montreal: McGill-Queen’s University Press, 2005); Clara Thomas, Love and Work 
Enough: the Life of Anna Jameson (Toronto: University of Toronto Press, 1967).  
 
11 Phillip Buckner, Canada and the British Empire (Oxford: Oxford University Press, 2008). 
 
Other texts that reference Jameson are, for example, Edwin C. Guillet, Early Life in Upper Canada 
(Toronto: The Ontario Publishing Co. Ltd, 1933); Arthur R. M. Lower, Canadians in the Making (Toronto: 
Longmans, Green & Co., 1958); E.C. Kyte, Old Toronto: A Selection from John Ross Robertson’s 
“Landmarks of Toronto (Toronto: The MacMillan Co. of Canada Ltd., 1954); Donald Creighton, Dominion 
of the North: A History of Canada (Toronto: The MacMillan Co. of Canada Ltd., 1969); and Robert 
Bothwell, The Penguin History of Canada (Toronto: The Penguin Group, 2006). 
 
12 Marian Fowler, The Embroidered Tent: Five Gentlewomen in Early Canada: Elizabeth Simcoe, 
Catharine Parr Traill, Susanna Moodie, Anna Jameson, lady Dufferin (Toronto: Anansi, 1982); Judith 
Johnston, Anna Jameson: Victorian, Feminist, Woman of Letters (Aldershot, Hants, England; Brookfield, 
Vt.: Scholar Press, 1997); Wendy Roy, Maps of Difference: Canada, Women, and Travel (Montreal: 
McGill-Queen's University Press, 2005). 
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(1992).13 Authors that make more than a passing reference to her artworks have been 

working within a literary, rather than an art-historical context.14  

In this literature, Jameson’s drawings are often interpreted as documentary 

artworks that accurately record an historical moment. Clara Thomas states that her 

sketches are “notable for the vignettes they provide of Upper Canada in 1837” and that 

they have the “precision of descriptions of [her] best writing.”15 There is no doubt that 

Jameson’s sketches are factual records of the development of Upper Canada under 

British rule; by her own admission, however, they were also highly personal: “I found 

that [attempting] to extract the tone of personal feeling, on which the whole series of 

action and observation depended, was like drawing the thread out of a chain of beads – 

the chain of linked ideas and experiences fell to pieces.”16 The aspect of personal 

experience that comes across is that of Jameson’s transformations. She not only literally 

transformed her environment into sketches; she herself was transformed by the landscape. 

Jameson illustrated her psychological transformations in her sketches by projecting upon 

nature her emotions and changes in attitudes and awareness.  

                                                
13 J. Russell Harper, Painting in Canada: A History (Toronto: University of Toronto Press, 1977); Maria 
Tippett, By a Lady: Celebrating Three Centuries of Art by Canadian Women (London & Toronto: Penguin 
Group Ltd., 1992). 
 
14 Thomas M.F. Gerry, “I am Translated: Anna Jameson’s Sketches and Winter Studies and Summer 
Rambles in Canada,” Journal of Canadian Studies 25.4 (Winter 1990-1991); Wendy Roy, ‘Here is the 
Picture as well as I Can Paint it’: Anna Jameson’s Illustrations for Winter Studies and Summer Rambles in 
Canada,” Canadian Literature 177 (summer 2003) and briefly in Wendy Roy, Maps of Difference: 
Canada, Women, and Travel (Montreal: McGill-Queen's University Press, 2005); Lorraine York, “‘ 
Sublime Desolation’: European Art and Jameson’s Perceptions of Canada,” Mosaic, 19:2 (Spring, 1986).  
 
15 Clara Thomas, Love and Work Enough: the Life of Anna Jameson (Toronto: University of Toronto Press, 
1967), 138.  
 
16 Jameson, Winter Studies and Summer Rambles in Canada, 2. 
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Despite Jameson’s familiarity with the arts of botanical illustration and miniature 

painting – two genres typical of amateur women artists – the landscape was her principle 

interest.17 Jameson’s sketches follow in the tradition of other topographical and landscape 

artists, such as the work of George Heriot (1759-1839) and Thomas Davies (1737-1812), 

for example. Heriot, author of Travels Through the Canadas (1807), a book that is often 

credited as the first on the Canadian landscape to be written from the point of view of the 

picturesque,18 could be assumed to be a direct predecessor to Jameson. However, in the 

context of this thesis it is more fruitful to consider the relationship of Jameson’s female 

contemporaries.  

Like the pioneer women that came before her, such as Elizabeth Simcoe (1762-

1850) and Elizabeth Hale (1774-1826), and her contemporaries, such as Anne Langton 

(1804-1893), Catherine Parr Traill (1802-1899) and Susanna Moodie (1803-1885), 

Jameson used European literary and aesthetic conventions to make sense of Canada’s 

unfamiliar geography but was confronted by the inadequacy of such genres to her new 

experience.19 In exploring the nature of this confrontation between old and new in 

Jameson, I investigate her sketches as a product of her adherence to multiple ideologies – 

femininity and imperialism, most specifically – and their combination with her feminist 

perspective. In Winter Studies and Summer Rambles Jameson states: “I doubt there be 
                                                
17 See for example her drawings The Wood Apple in Blossom (plate 44) and Mokomaunish, Kee Me Wan 
(plate 64). 
 
18 Gerald E. Finley, “Heriot, George,” Dictionary of Canadian Biography Online, Vol. VII (1836-1850) 
http://www.biographi.ca/009004-119.01-
e.php?&id_nbr=3438&interval=25&&PHPSESSID=doukmip9vb4iktcqfpdrnck1h5 [accessed August 15, 
2010]. 
 
19 For examples see: Bathsheba Susannah Wesley, “Finding the Sublime: Assessing Elizabeth Simcoe’s 
Fires as an Art Practice,” M.A. Concordia University, 2008; Andrea Korda “Femininity, the Picturesque, 
and the Canadian Landscape: the Drawings and Watercolors of Elizabeth Simcoe and Elizabeth Hale,” 
Atlantis 30.2 (2006). 
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separate and single truths […] we arrive [at the truth] by many paths.” Even within 

oneself, she concludes, various paths converge.20 This is unquestionably valid in regard 

to Jameson’s Canadian sketches. Her struggle to negotiate a range of discourses is 

reflected in her renderings of Canada’s landscape. I purport that her attempt at self-

definition and her emotional transformations are reflected in her depictions of Canada’s 

wilderness – particularly in her water themed images. 

 My analysis is divided into three chapters. In chapter one I discuss the impact of 

travel on the writing, sketching and identity of Anna Jameson. The issue of freedom is of 

particular concern to me. In addition to exploring the freedoms that Jameson experienced, 

I also examine her depiction of dwelling places as contradictory to the freedom 

performed through travel. In chapter two I consider how Jameson used the traditions of 

feminine accomplishments to conceal the atypical changes in attitude and experience that 

resulted from her travel. My analysis here necessarily begins with the aesthetic discourse 

of the picturesque, a central aspect of the travel and landscape images made by early 

nineteenth-century amateurs. I explore Jameson’s relationship with the fashionable idea 

of picturesque landscape by investigating how she both utilized and adapted its 

conventions as means to negotiate her identity in relation to Canada’s geography. In her 

attempt to properly decode and interpret Canada’s wilderness landscape Jameson adopted 

a fusion of multiple aesthetic genres, marrying the picturesque with elements of 

naturalism as well as the sublime. In this chapter I also explore the impact of imagination, 

emotion and knowledge on Jameson’s perception of landscape, considering the “play of 

                                                
20 Jameson, Winter Studies and Summer Rambles in Canada, 162. 
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associations and creative reflection,”21 that resulted from Jameson’s liberation from 

intellectual constraints. In the final chapter these threads come together in a focused 

exploration of Jameson’s depictions of water. Departing from the premise that there are 

links between objects in nature and the expression of human emotion, I suggest that the 

characteristics of water provide visual clues that connect Canada’s vast landscape with 

the development of Jameson’s knowledge and perspectives. According to scholar J.M 

Howarth, the similarities between nature and human emotions have a dual effect: they 

allow us to understand our emotions better through aesthetic experience of nature and 

they also deepen our understanding of nature.22 The association between nature and 

identity is rendered visible in Jameson’s water themed images. Water is evocative of 

Jameson’s emotions and reflects her changing perspectives. Like her flexible uses of the 

aesthetic genres, water reveals Jameson’s emotional responses to nature and her 

experience in Canada’s wilderness.  

Finally, the thesis concludes with an illustrated catalogue of the entirety of 

Jameson’s North American sketches, including those she made in transit to and from 

Canada. Following the album’s chronology, I note the title, date, materials and size of 

each image.  I also provide a detailed account of inscriptions – both in her sketches and in 

the album itself. The images are important evidence of physical and psychological shifts 

while traveling in Canada. 

                                                
21 Emily Brady’s Aesthetics of the Natural Environment (Edinburgh: Edinburgh University Press, 2003), 
147. 
 
22 See J.M. Howarth, “Nature’s Moods,” The British Journal of Aesthetics 35.2 (April 1995), http://0-
go.galegroup.com.mercury.concordia.ca/ps/retrieve.do?sgHitCountType=None&sort=RELEVANCE&inPS
=true&prodId=LitRC&userGroupName=concordi_main&tabID=T001&searchId=R1&resultListType=RE
SULT_LIST&contentSegment=&searchType=AdvancedSearchForm&currentPosition=8&contentSet=GA
LE|A16921673&&docId=GALE|A16921673&docType=GALE&role=LitRC [accessed March 1, 2010]. 
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In developing my analysis I have made use of a primary, secondary and tertiary 

sources. Primary textual sources used in this thesis include Jameson’s published travel 

journal, Winter Studies and Summer Rambles in Canada, correspondences between 

Jameson and her family and friends, as well as her pencil and watercolor sketches. 

Multiple versions of Winter Studies and Summer Rambles in Canada have been 

published, but I rely on the New Library Edition (2008). This edition is a compilation of 

the two volumes contained in its first printing. The majority of her letters pertaining to 

her Canadian voyage have been published in four sources: Anna Jameson: Letters and 

Friendships (1812-1860), published and edited by Steuart Erskine in 1915; Letters of 

Anna Jameson to Ottilie von Goethe (1939), edited by George Henri Needler; Clara 

Thomas’s Love and Work Enough: The Life of Anna Jameson (1967); and Judith 

Johnston’s Anna Jameson: Victorian, Feminist, Woman of Letters (1997).23 I have also 

had some recourse to Jameson’s other publications, although these play a limited role in 

the construction of my argument.24 

                                                
23 Anna Jameson, Anna Jameson: Letters and Friendships, 1812-1860, edited by Mrs. Steuart Erskine 
(London: T. Fisher Unwin, Ltd., 1915); Anna Jameson and Ottilie von Goethe, Letters of Anna Jameson to 
Ottilie von Goethe. London, edited by George Henri Needler (New York: Oxford University Press, 1939); 
Clara Thomas, Love and Work Enough: the Life of Anna Jameson (Toronto, Buffalo, & London: University 
of Toronto Press, 1967); Judith Johnston, Anna Jameson: Victorian, Feminist, Woman of Letters 
(Aldershot, England: Scholar Press, 1997). 
  
Jameson’s correspondences are held at: Beinecke Rare Book and Manuscript Library, Yale University. 
New Haven, Connecticut; Girton College Library, Girton College, Cambridge University. Cambridge, 
England; Goethe and Schiller Archives. Weimar, Germany; Houghton Library, Harvard University. 
Boston, Massachusetts; Thomas Fisher Rare Book Library, University of Toronto. Toronto, Canada; 
Wellesley College Library. Wellesley, Massachusetts. 
 
24 For example: Anna Jameson, Memoirs and Essays Illustrative of Art, Literature, and Social Morals 
[Also published as Studies, Stories, and Memoirs, USA] (London: Wiley & Putnam, 1846); Anna Jameson, 
A Commonplace Book of Thoughts, Memories and Fancies, Original and Selected Part I, Ethics and 
Character, part II, Literature and Art (London: Longman Brown Green and Longmans, 1854); Anna 
Jameson, Shakespeare's Heroines: Characteristics of Women, Moral, Poetical, and Historical. [First 
published as: Characteristics of Women, Moral, Poetical, and Historical], 2 vols., 1834 (Norwood, Pa.: 
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In addition to primary sources by Jameson, I have also consulted eighteenth and 

nineteenth-century sources on landscape drawing and the picturesque. The examination 

of texts and practices roughly contemporary to Jameson that deal with, for example, the 

rise of the landscape genre and the popularization of picturesque sketching, allow me to 

position her work within its larger cultural context. Reverend William Gilpin’s influential 

books Three Essays (1792) and Observations on the River Wye  (1782), as well as 

Uvedale Price’s Essay on the Picturesque, as Compared with the Sublime and the 

Beautiful (1810) help position Jameson’s sketches within the realm of the picturesque.25 

In order to discuss how her works escape picturesque confines I consider Edmund 

Burke’s treatise A Philosophical Enquiry into the Sublime and Beautiful (1757).26 

Although I have not found any evidence that Jameson read these texts, it would not be 

surprising given her social status as well as her artistic and literary interests. 

Nevertheless, even if she had not read them, their overall messages were so pervasive in 

early Victorian England that their influence would not have gone unnoticed.27 Jameson’s 

familiarity with the picturesque and the sublime is evident in her drawings, as is her 

                                                                                                                                            
Norwood Editions, 1977); Anna Jameson, Diary of an Ennuyée, 1826 (Boston and New York: Houghton, 
Mifflin and Company, The Riverside Press, Cambridge, 1885). 
 
25 William Gilpin, Three Essays – On Picturesque Beauty – on Picturesque Travel – and on – Sketching 
Landscape – to Which is Added a Poem on Landscape Painting (London: Printed for R. Blamire, in the 
Strand, 1792); William Gilpin, Observations on the River Wye and Several Parts of South Wales &c. 
Relative Chiefly to Picturesque Beauty: Made in the Summer of the Year 1770, 5th ed, (London: A. 
Straham, 1800); Christopher Hussey, The Picturesque: Studies in a Point of View (London: Frank Cass & 
Co. Ltd., 1929); Uvedale Price, Essay on the Picturesque, as Compared with the Sublime and the Beautiful 
(London: L.J. Mawman, 1810). 
 
26 Edmund Burke, A Philosophical Enquiry into the Sublime and Beautiful, 1757, ed. James T. Boulton 
(London & New York: Routledge, 2008).  
 
27 Anna Jameson used the word picturesque often in Winter Studies and Summer Rambles in Canada. See 
pages 19, 29, 169, 175, 198, 218, 223, 259, 291, 299, 319, 356, 358, 379, 399, 412, 423, 434, 465, 479, 
497, 527, 529, 533, 566, 567, 573, and 575.  
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adherence to principles of naturalism, which again infuse her work with another layer of 

meaning. 

Existing writing on Jameson’s sketches by Thomas M.F. Gerry, Lorraine York 

and Wendy Roy has been relevant to my understanding, but I disagree with these 

scholars’ collective consideration of Jameson’s sketches as illustrations for her travel 

journal. For example, in his article “I am Translated: Anna Jameson’s Sketches and 

Winter Studies and Summer Rambles in Canada,” Gerry considers Jameson’s sketches to 

be descriptive translations of Winter Studies and Summer Rambles in Canada.  While I 

agree with Gerry’s emphasis on Jameson’s conscious feminist perspective and share his 

conviction that her images “may be regarded as participating in the genre of illustrated 

autobiography,”28 I find that his understanding of her drawings as acts of translation – 

“Jameson’s words […] into sketches” – is incomplete. Text and images interact in 

Jameson’s Canadian production a great deal, however, this does not mean that they are 

inseparable. Her travel journal and sketches were never published and there is no 

evidence that this was her intent. In Winter Studies and Summer Rambles in Canada 

Jameson relies on language to paint a picture of the Canadian landscape. She also refers 

often to the act of sketching in her journal.29 Words are also frequently part of her 

sketches and many of her sketches include inscriptions that mark the date, location and 

even a short description of its contents. Despite their entanglement, both text and image 

are able to produce different narratives, making them both mutually exclusive and 

                                                
28 Thomas M.F. Gerry, “I am Translated: Anna Jameson’s Sketches and Winter Studies and Summer 
Rambles in Canada,” in Journal of Canadian Studies 25.4 (Winter 1990-1991), 36.  
 
29 See Jameson, Winter Studies and Summer Rambles in Canada, 47, 88, 91, 107, 317, 400, 412, 489, 498 
and 580 for references to sketching. See pages 128, 170, 198, 228 and 273 for references to drawing.  
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complementary. While there is no fixed distinction between realms, Winter Studies and 

Summer Rambles in Canada and her sketches do not necessarily convey the same 

message. If there are many instances when the sketches do correspond with the journal, 

there are others when inconsistencies inhibit a seamless interpretation. I will consider 

them together while being conscious of the potential for gaps and inconsistencies.  

Lorraine York has also discussed a limited number of Jameson’s sketches, and 

emphasized the sublimity and the desolation of her iconography. The accuracy of this 

view is only partial, however, and in this thesis I shall argue that Jameson’s travels in 

Canada mark her move from desolation towards a more hopeful understanding of herself 

in relationship to the country’s geography. More complex than York’s analysis are 

readings of Jameson’s work by Wendy Roy, who asserts that visual representations of 

travel are capable of illustrating the complex subject position of their creators. Roy 

explores how Jameson’s journal and sketches demonstrate the way she is “shaped by the 

politics of colonialism, ‘race,’ culture, class, and gender.”30 She offers an important 

analysis of Jameson sketches of First Nations people and explores Jameson’s link to 

colonialism and its ethnographic project. Roy only briefly mentions Jameson’s landscape 

images, however, focusing instead on her depictions of First Nations peoples. I discuss 

Jameson’s landscapes as important reflections of her struggle to negotiate both the 

discourses of femininity and colonialism.  

The tertiary literature I consulted falls into two categories: theory on landscape 

and theory on women and colonial travel. Not only does this research help to shed light 

                                                
30 Wendy Roy, ‘Here is the Picture as well as I Can Paint it’: Anna Jameson’s Illustrations for Winter 
Studies and Summer Rambles in Canada,” Canadian Literature 177 (summer 2003): 98; Wendy Roy, 
Maps of Difference: Canada, Women, and Travel (Montreal: McGill-Queen's University Press, 2005). 
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on Jameson’s experience and creative practice, but it also frames her work within a 

contemporary context and emphasizes the social and cultural construction of landscape 

representations. Denis Cosgrove and Stephen Daniels’s anthology The Iconography of 

Landscape (1988), Cosgrove’s Geography and Vision: Seeing, Imagining and 

Representing the World (2008), Katherine Baetjer’s Glorious Nature: British Landscape 

Painting, 1750-1850 (1993), Mark Roskill’s The Language of Landscape (1997), 

Jacqueline M. Labbe’s Romanic Visualities: Landscape, Gender and Romanticism (1998) 

as well as Ann Bermingham’s Learning to Draw: Studies in the Cultural History of a 

Polite and Useful Art (2000) and Landscape and Ideology: The English Rustic Tradition, 

1740-1860 (1986) build on eighteenth and nineteenth-century ideas.31 They provide the 

necessary framework for analyzing Jameson’s drawings as evidence of social, cultural 

and political discourse in the early nineteenth century, drawing from a range of 

ideologies. For example, Cosgrove’s discussion of imperial discourse is particularly 

useful, as is Labbe’s examination of the gendered politics of perception and the 

connections between femininity and the European aesthetic conventions. To further 

connect Jameson’s sketches with her emotional responses to Canada, I turn to Emily 

                                                
31 Denis Cosgrove and Stephen Daniels, eds., The Iconography of Landscape (Cambridge: Cambridge 
University Press, 1988); Denis Cosgrove, Geography and Vision: Seeing, Imagining and Representing the 
World (New York: L.B. Tauris & Co. Ltd., 2008); Katharine Baetjer, Glorious Nature: British Landscape 
Painting, 1750-1850 (New York: Hudson Hills Press, 1993); Mark Roskill, The Language of Landscape 
(Pennsylvania: Pennsylvania University Press, 1997). Jaqueline M. Labbe, Romantic Visualities: 
Landscape, Gender and Romanticism (London: MacMillan Press Ltd., 1998); Ann Bermingham, 
Landscape and Ideology: The English Rustic Tradition, 1740-1860 (Berkeley: University of California 
Press, 1986); Ann Bermingham, Learning to Draw: Studies in the Cultural History of a Polite and Useful 
Art (New Haven, Connecticut: Yale University Press, 2000). 
 
Others texts I consider include Andrew Hemingway, Landscape Imagery and Urban Culture in Early 
Nineteenth-Century Britain (Cambridge: Cambridge University Press, 1992); Malcolm Andrews, The 
Search for the Picturesque: Landscape Aesthetics and Tourism in Britain, 1760-1800 (Stanford: Stanford 
University Press, 1989); Christopher Hussey, The Picturesque: Studies in a Point of View (London: Cass, 
1929). 
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Brady’s Aesthetics of the Natural Environment (2003) and J.M. Howarth’s on “Nature’s 

Moods.” (1995).32 To examine the effects of travel on Jameson’s cultural production I 

consider the writing of Sara Mills, Maria H. Frawley, Karen Lawrence, Jordana Pomeroy 

and Janet Wolff who analyze the connection between travel and representations of 

selfhood.33 These texts provide important insight into the (dis)connections between travel 

and femininity and the impact of travel on the construction of selfhood. Contemporary 

theories of travel and the effects of movement on subjective experience underpin my 

discussion of Jameson’s sketches.  

Methodologically, I explore Jameson’s sketches from a feminist perspective using 

poststructuralist theories of discourse analysis. This is a model that has been successfully 

adopted by other scholars addressing similar bodies of historical material such as Mills, 

Frawley and Alison Blunt and Gillian Rose in their anthology Writing Women and Space: 

Colonial and Postcolonial Geographies (1994).34 Further, in addition to the secondary 

literature on Jameson already mentioned, I have been influenced by the published writing 

of Helen M. Buss on Canadian women’s autobiographical writing, and by the doctoral 

                                                
32 Emily Brady’s Aesthetics of the Natural Environment (Edinburgh Edinburgh University Press, 2003): 
J.M. Howarth, “Nature’s Moods,” in The British Journal of Aesthetics 35.2 (April 1995), http://0-
go.galegroup.com.mercury.concordia.ca/ps/retrieve.do?sgHitCountType=None&sort=RELEVANCE&inPS
=true&prodId=LitRC&userGroupName=concordi_main&tabID=T001&searchId=R1&resultListType=RE
SULT_LIST&contentSegment=&searchType=AdvancedSearchForm&currentPosition=8&contentSet=GA
LE|A16921673&&docId=GALE|A16921673&docType=GALE&role=LitRC [accessed March 1, 2010] 
 
33 Sara Mills, Discourses of Difference: An Analysis of Women's Travel Writing and Colonialism (London 
and New York: Routledge,1991); Maria H. Frawley, A Wider Range: Travel Writing by Women in 
Victorian England (London & Cranbury, New Jersey: Associated University Presses, 1994); Karen 
Lawrence, Penelope Voyages: Women and Travel in the British Literary Tradition (New York: Cornell 
University Press, 1994); Jordana Pomeroy, ed., Intrepid Women: Victorian Artists Travel (Aldershot, 
England & Vermont: Ashgate, 2005); Wendy Roy, Maps of Difference: Canada, Women, and Travel 
(Montreal: McGill-Queen's University Press, 2005); Janet Wolff, Resident Alien: Feminist Cultural 
Criticism (New Haven, CT: Yale University Press, 1995). 
 
34 Alison Blunt and Gillian Rose, eds., Writing Women and Space: Colonial and Postcolonial Geographies 
(New York: Guilford Press, 1994).  
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dissertations of Jean Marie Borger, on art writing and gender in Jameson’s work, and 

Heather E. Frey on romantic travel writing and literary self-creation.35 Each of these 

sources discusses Jameson’s work from within a poststructuralist framework while 

placing it within Romantic constraints. Apparent at the core of their arguments are the 

mutual effects of travel and gender on subjectivity in the nineteenth century. Considered 

from a poststructuralist perspective attuned to issues of difference and multiplicity of 

meaning, travel opens up the range of possibilities from which women writers – or in my 

case, artists – are able to construct narratives of identity.36 Language, according to Buss, 

is “our only access to self-construction,” and that identity only exists in difference.37 It is 

the idea of difference that is important here: women such as Jameson narrate their 

experiences – be it textually or visually – from a position of difference. Jameson used 

language as a tool to restructure and reclaim ideology and as a means to participate in a 

public arena dominated by men.  

Considering the plurality of meaning and the relationship between language, 

culture and subjectivity, I examine the connection between Jameson’s sketches and 

ideologies contemporaneous to her. Subjectivity works within the established hierarchy 

of power relations, however within its structure there is the opportunity to break from 

conventional discourses of power. This fracture is possible when there are conflicts 

                                                
35 Helen M. Buss, Mapping Ourselves: Canadian Women’s Autobiography in English (Montreal & 
Kingston: McGill-Queens University Press, 1993); Jean Marie Borger “‘The Artist was a Woman’: Art 
Writing, and Gender in the work of Anna Jameson, George Eliot, and Michael Field,” PhD, University of 
Michigan, 2003; Heather E. Frey “‘I Too Have Been a Wanderer’: Romantic Travel Writing and Literary 
Self-Creation,” PhD, Indiana University, 2002.  
 
36 Buss, Mapping Ourselves; Maria H. Frawley, A Wider Range: Travel Writing by Women in Victorian 
England (London and Toronto: Associated University Press, 1994).  
 
37 Buss, Mapping Ourselves, 5. 7 
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between subject positions as defined by the established social order and individual 

interests. Within this gap there is the possibility for resistance, which I will argue is 

something that is evident in Jameson’s sketches. In this thesis I will examine how 

Jameson worked within these gaps and projected her emotions, beliefs and changing 

perspectives as well as her evolving sense of selfhood onto the landscape, most 

prominently in her water themed images. Jameson’s time in Canada was a crucial episode 

the formation of her selfhood and her Canadian sketches offer a fascinating approach to 

understanding how she transformed existing discourses by altering predominant social 

narratives when they failed to meet her needs.  
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CHAPTER 1: Travel and Jameson’s Canadian experience 

 

The Victorian era was restrictive for women generally, and particularly so for 

women of the middle class. In British society, where highly gendered notions of male and 

female roles, abilities and appropriate accomplishments were reinforced by both 

institutional structures and social conventions, autonomous travel was not considered an 

appropriate feminine activity. From the 1830s onwards, gender difference was produced 

and controlled through the polarization of the public and private. The private world of the 

home was considered the space of femininity and “domesticity attained its hegemonic 

status against other definitions of womanhood.”38 Travel allowed women the freedom to 

redefine their femininity and according to Karen R. Lawrence served as “a metaphor for 

freedom and the satisfaction of intellectual curiosity.”39 The trajectory from confinement 

to liberation was not easily achieved, however. While Anna Jameson’s married status 

afforded her the liberty to travel in propriety,40 it did not give her license to completely 

break from Victorian codes of feminine conduct.  

In this chapter I explore the idea of travel in relation to Anna Jameson’s 

experience as a woman in Canada. After a short discussion surrounding Jameson’s arrival 

in Canada, I consider the importance of travel in the lives of Victorian women generally 

and its particular impact on Jameson’s writing, sketching and identity. I examine the 

                                                
38 Deborah Cherry, Painting Women: Victorian Women Artists (London & New York: Routledge, 1993), 
121. 
 
39 Karen R. Lawrence, Penelope Voyages: Women and Travel in the British Literary Tradition (Ithaca & 
London: Cornell University Press, 1994), 30. 
 
40 Judith Johnston, Anna Jameson: Victorian, Feminist, Woman of Letters (Aldershot, England: Scholar 
Press, 1997), 101.  
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inconsistencies in Jameson’s representations of Canada’s wilderness and the gap between 

appropriate feminine behavior and travel while paying close attention to the dual 

emphasis on travel and the home in her sketches, which I read as a sign of struggle to 

negotiate her identity as a feminine colonial traveler. I argue that Jameson is both inside 

and outside ideologies; her attempt to negotiate her status as a female traveler in colonial 

Canada was a balancing act between colonialism’s discourse of objectivity and her 

subjective femininity. The discordant association between colonial and feminine 

discourses is evident in her drawings.   

 

Anna Jameson arrived in Canada just prior to her first journal entry, made on 

December 20, 1836. Her reception in North America was cold: her husband did not greet 

her upon her arrival in New York, forcing her to make the eight-day journey to Canada 

by carriage, rail, coach and boat unaccompanied.41 Her arrival in Toronto also went 

unnoticed, drawing attention to their unhappy marriage, which she believed to be “a real 

mockery of the laws of God and man.”42 Robert Jameson ostensibly wanted his wife to 

join him in Canada. In a letter he wrote: “Dearest Anna, let me look forward to our 

meeting with hope. Let me not lose the privilege of loving you, and the hope of being 

loved by you.”43 His nominally romantic motivations were strongly tinged with hard-

headed self-interest, however, for he believed his wife’s presence would be a sign of 

stability that would help him in his bid to become the Vice Chancellor of the Court of 
                                                
41 See Thomas, Love and Work Enough: the Life of Anna Jameson, 110-112 for more details on Jameson’s 
travel to Canada from New York.  
 
42 Excerpt from a letter dated Weimar, February 1836 in Thomas, Love and Work Enough, 100.  
 
43 Robert Jameson, Letter to Anna Jameson, dated October 30, 1834, reprinted in Thomas, Love and Work 
Enough, 98. 
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Chancery.44 Jameson’s arrival in Canada was equally fraught. While she felt a debt of 

obligation to her husband, both her letters and her journal indicate her apprehension of 

establishing a new life in Canada. Although Jameson did harbor some small hope for 

reconciliation, Judith Johnston argues that her principal reason for coming to Canada was 

to formally negotiate the terms of their potential separation.45 Judging from her sketches, 

that separation was already a de facto reality; Robert Jameson is not depicted in her 

Canadian sketches, nor is he mentioned – except indirectly – in her Canadian travel 

journal. Jameson was troubled by more than simply an unhappy marriage, however; she 

was also ill prepared for Upper Canada’s dreary, difficult winter landscape.46 As a 

consequence, she approached her new residence with “far more distrust and fear than 

confidence and hope.”47  

 Anna Jameson was to live in the newly incorporated city of Toronto.48 In her first 

journal entry, dated 20 December 1836, she describes the city: 

TORONTO, – such is now the sonorous name of this our sublime capital, 
– was, thirty years ago, a wilderness, the haunt of the bear and deer, with a 
little, ugly, inefficient fort, which, however, could not be more ugly or 
inefficient than the present one. Ten years ago Toronto was a village, with 
one brick house and four or five hundred inhabitants; five years ago it 
became a city, containing about five thousand inhabitants, and then bore 

                                                
44 Clara Thomas, “Murphy, Anna Brownell (Jameson),” in Dictionary of Canadian Biography, Vol. VIII 
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the name of Little York; now it is Toronto, with an increasing trade, and a 
population of ten thousand people.49 
 

Jameson’s numbers are correct. The 1837 census put the population of Toronto at 10,871 

people, a figure that had nearly quadrupled since 1830.50 However, despite the city’s 

exponential growth, Jameson’s images of the city give no clue of its vibrant expansion. 

Rather, she experienced Toronto as a backwater town in a country that she considered to 

be “a colony, not a country”; it was “half-settled, [and] half-civilized,” England’s forlorn 

child.51 Her impressions of a place she initially considered  “wild, white, flat,” a 

monotonous and “dreary waste,”52 are illustrated in Mouth of the River Humber – Lake 

Ontario and Lighthouse of Toronto (plate 10). Here as elsewhere in her sketchbook, 

Toronto is depicted as a barren lonely landscape on the shores of Lake Ontario – a 

lighthouse the city’s only visible landmark. The image is a stark reminder of Jameson’s 

first impression of Toronto: a picture of desolation.  

Throughout the “dismal” winter of 1836-7 Anna Jameson was confined to her 

Toronto rooms, lonely and “sad at heart as a woman could be,” believing herself “a 

stranger,” in Upper Canada.53 Her sadness was not unproductive, however. As Judith 

Johnston has discussed, “the bleakness of discontented imprisonment and separation from 
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the European world of art and letters [was] also paradoxically the condition which 

permit[ted] escape into uninterrupted intellectual activity.”54 “Winter Studies,” the first 

volume of Winter Studies and Summer Rambles in Canada, was written between 

December 1836 and May 1837, and is mostly a consideration of politics, education, and 

history in Upper Canada along with lengthy accounts of Jameson’s literary pursuits as 

well as multiple discussions on the position of women in society. While there is very little 

travel discussed in this first volume, Johnston proposes that Jameson “traverses 

theoretical ground in contemplating the metaphysical idea of travel.”55 Johnston notes 

that Jameson contemplated her eventual freedom by thinking and writing about her past 

travels in Europe and her potential mobility in Canada.56 In Winter Studies and Summer 

Rambles in Canada Jameson states: “everywhere the mind is, or should be, its own 

world, its own country, its own home,”57 suggesting that thinking about one’s prospective 

mobility was in itself a form of freedom.  

For the most part, during the winter months Jameson’s perspective was mediated 

by the boundary between the interior world of her home and the exterior world. As Judith 

Johnston has described, in Winter Studies and Summer Rambles in Canada, the world 

indoors was encumbered with “biographical tensions and anxieties,” while the outdoors 
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was “a realm to be chartered and explored.”58 The great expanse of Upper Canada was 

rife with possibilities for exploration, while Toronto remained a space of confinement 

and limitation, in which Jameson’s home was the focal point.  

The separation between interior and exterior realms that Johnston describes is also 

apparent in Jameson’s early Canadian sketches. While Jameson makes references to 

interior spaces in Winter Studies and Summer Rambles in Canada she does not sketch the 

inside of dwellings. Rather, Jameson’s earliest drawing of Canada, Light House and Bay, 

from Drawing Room Window, Toronto March 24 (plate 5), was, as the title suggests, an 

image of the outdoors drawn from the indoors. Light House and Bay, from Drawing 

Room Window, was made right after moving into a home that her husband had built to 

replace the small uncomfortable residence that Jameson experienced when she arrived in 

Canada. She describes the location of the house in Winter Studies and Summer Rambles 

in Canada: “The site […] command[s], at one glance, the entrance to the bay, the King’s 

Pier, the lighthouse, and beyond, the whole expanse of Lake Ontario to the Niagara 

shore.”59 Despite its location, which Jameson terms better than the last, she is still not 

satisfied, and though she writes of “domestic matters having ‘possessed me wholly,” she 

notes that “nothing in myself or around me feels like home.”60 Given this discomfort, the 

inside-looking-out perspective that she adopts in her sketch is important, as it provides 

the image with dual meaning. Not only does she designate for viewers what they are 
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looking at but she also provides viewers with a perspective from which to view the 

images themselves.  

While inclement March weather might certainly have been a factor in her 

compositional choices, Jameson’s focus on exterior spaces rather than interior ones is 

interesting, particularly given her remark to a friend that in the first month of being in 

Canada she had only “been out of the house twice”61 and that during the rest of the winter 

her only notable excursion was her trip to Niagara Falls. As Karen R. Lawrence remarks, 

“the “security” of domesticity produces its opposite – agitation and movement.”62 

Perhaps Jameson’s exterior focus signifies her longing for an escape from the “death of 

the heart and darkness of the soul,” and her “ever-dying hope” of finding herself happy in 

Toronto.63 This boundary between the interior and the exterior would be a central aspect 

of the travel sketches to come. 

 Jameson assumes an inside-looking-out perspective in several other instances, 

such as in From the Window of the Inn at London, U.C., July 5 (plate 17) and The Beach 

at Mackinaw from the Missionary Church Door (plate 30). This vantage point is more 

than a coincidence, however. Buildings function as thresholds; the door and the window 

– which are both mentioned in the titles and in the inscriptions of the above images – are 

integral to the meaning of the works, and I read them as a visual representation of the 

boundary between Jameson’s confinement and her freedom; a border between Jameson’s 

femininity and her desire for adventure.  
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Jameson’s mobility blossomed during the summer months, and her attitude 

shifted from one of confinement to one of freedom. “Summer Rambles,” the second 

volume of Winter Studies and Summer Rambles in Canada is a detailed account of the 

period between June and August 1837. This volume, originally published in two sections, 

outlines her two-month voyage through the Canadian wilderness, which she describes as 

“a wild expedition.”64 As Jameson’s travels into the Canadian interior began in earnest, 

her view of the country began to change. In a letter to her father, dated Falls of Niagara, 

June 21, 1837, Jameson’s altered relation to her surroundings is discernable: “there is so 

much to see and learn [in Canada] that I must seize the opportunity of appropriating 

knowledge to be digested and applied afterwards.”65  

In her focus on learning, Anna Jameson was typical of nineteenth-century female 

travelers. Technological innovations, a rise in wealth and a decrease in the cost of travel 

had all made travel more accessible and women often traveled as wives and daughters of 

merchants and missionaries.66 As in Jameson’s case, such travels were routinely impelled 

by the circumstances and life choices of fathers and husbands. However, as Maria 

Frawley emphasizes, this does not mean that women had no personal investment in their 

travels. Jameson is typical of the female travelers whom Frawley discusses: women who 

traveled with defined personal or professional interests as well as “with the loosely 
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defined goal of ‘learning’.”67 As her letter to her father indicates, travel allowed Jameson 

to purposefully accumulate useful knowledge for future application.68 Although not the 

original intent of her stay in Upper Canada, autonomous travel through Canada’s 

wilderness provided fodder for her creative production. In a letter to her mother, Jameson 

states: “it [is] a shame to keep these wonders only to make my own hairs stand on end, I 

am just going to make a book and print it forthwith.”69  

Travel acted as a catalyst for Jameson’s creativity owing to its associations with 

the ideas of escape and freedom. According to Shirley Foster,  “women voyagers saw 

their journeying as a release, an opportunity to experience solipsistic enjoyment and to 

enrich themselves spiritually and mentally.”70 The connection between knowledge, self-

improvement and travel and its association with freedom is of particular importance with 

respect to Jameson’s experience of Canada. Foster suggests that women who traveled 

independently benefited from being able to “organize their own doings,” through seizing 

“every benefit that their treasured freedom offered them.”71 Jameson took advantage of 

her freedom from Toronto – the city she despised – and from her husband, with whom 

she felt disconnected, and began a search for a new selfhood that was not determined by 

her role as a wife, but through her own accord. 
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Travel released women from the narrow parameters of home life that constrained 

their movements, and as discussed by Maria Frawley in her influential book A Wider 

Range: Travel Writing by Women in Victorian England, they were thus able to construct 

for themselves “an identity with a purpose and a basis for accomplishment.”72 However, 

independent travel was not easily absorbed into the discourse of femininity. According to 

Foster, women who traveled independently “had to adopt a position of gender ambiguity, 

taking on the ‘masculine’ virtues of strength, initiative and decisiveness while retaining 

the less aggressive qualities considered appropriate for their own sex.”73 She further 

suggests that women travelers were required to find a “‘proper’ purpose,” in order to 

validate the respectability as well as the usefulness of an activity, especially when it 

called into question existing ideas of womanhood in some way.74  

The search for a ‘proper’ place is why women such as Jameson stressed their 

femininity even while engaging in daring pursuits. Though Jameson firmly asserted that 

she was “the first English-woman – the first European female who ever accomplished 

this journey [into Canada’s wilderness]” and that adventures such as hers were “never yet 

rehearsed in prose and verse,”75 she nevertheless continued to emphasize her femininity, 

by throwing herself “upon ‘the merciful construction of good women’” and by suggesting 
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that her travel journal was “particularly addressed to my own sex.”76 The juxtaposition of 

these statements just begins to highlight the tensions and ambiguities that affected 

Jameson’s representations of herself and her Canadian experience.  

For many women, the experience of travel was not enough to sustain feelings of 

accomplishment; therefore many were determined to record their experiences. In the case 

of Anna Jameson, writing and sketching allowed her to record her active engagement 

with Canada.77 However, by the beginning of the nineteenth-century, conventions of 

travel writing had already been established, creating “powerful textual constraints which 

determined the reconstruction of the foreign experience.”78 The colonial language of this 

literature did not leave much room for femininity, thus making it difficult for women to 

adopt imperial voices unconditionally.  

The discourse of colonialism to which travel writing belonged was closely 

associated with masculinity, as were many of its characteristics, such as its objective style 

and its “careful documentation and the ‘othering’ of the foreign country by emphasizing 

details which will assign it an inferior or alien status.”79 Objectivity is a convention of 

travel writing dependent on the ideas of truth and authority. However, in the nineteenth-

century, men were considered more capable of asserting ‘truths’ while women were “not 
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supposed to be ‘scientific’ and authoritative, but rather, supposed to be amateurish.”80 

Women were not trusted to be credible, reliable sources, and were frequently accused of 

trivialities, lies and exaggerations. Therefore, there was much skepticism surrounding the 

ability of women to correctly take up objective, colonial voices.   

Hence, it comes as no surprise that women who committed themselves to 

documenting their travels became caught in a series of tensions between the requirements 

of objective, colonial writing and their feminine propriety. Jameson’s attempts to 

represent her experiences in accordance with the discourse of imperialism were hindered, 

as she was also subject to another set of literary conventions dependent upon her gender. 

Women’s production was consciously determined by the rules governing appropriate, 

feminine behavior, which emphasized subjective responses and stressed “feeling and 

sentiment, and delicacy and emotionalism of expression,”81 – characteristics that did not 

sit well within colonialist discourse. According to Sara Mills, the tensions that arose due 

to the negotiation of two discursive pressures – femininity and colonialism – were 

evident in the works of many women writers who traveled, and she suggests that neither 

discourse took priority over the other.82 Since the push and pull between discourses was a 

common struggle for women who attempted to textually record their travel experiences, it 

is therefore not surprising that it had an effect on Jameson’s visual representations of 

Canada. This is due in part to the marginal position of women within colonialism; 

however, it is also related to the struggle of women to remain proper within its system. 
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This struggle can be found in Jameson’s sketches through her synthesis of the personal 

and the objective.  

The conflation of subjectivity and objectivity is evident in Jameson’s statement of 

purpose. Jameson’s intent with the publication of Winter Studies and Summer Rambles in 

Canada was to pass on information about Canada to readers in England and Europe.83 

However, she did so while taking a “personal, individualized approach.”84 Jameson 

herself merged her objective intent with her subjectivity. As she stated in her preface to 

Winter Studies and Summer Rambles in Canada: “my intention was to have given the 

result of what I had seen, and the reflections and comparisons exited by so much novel 

experience,”85 suggesting that she herself was unable to separate her subjectivity from her 

attempts at objective representations. Jameson continued to address this idea in her first 

journal entry: “I know no better way of coming to at the truth, than by observing and 

recording faithfully the impressions made by objects and characters on my own mind 

[…] neither do I know any better way than this of conveying to the mind of another, the 

truth, and nothing but the truth if not the whole truth.”86 Her assertion that she searched 

for the truth is tied to the objectivity of colonialist discourse, while the idea of a personal, 

individualized approach is intimately related to her femininity. The above statements are 

evidence that Jameson was unable to prioritize one discourse over the other.  

                                                
83 Wendy Roy, Maps of Difference: Canada, Women, and Travel (Montreal & Kingston: McGill-Queen’s 
University Press, 2005), 46.  
 
84 Johnson, Anna Jameson: Victorian, Feminist, Woman of Letters, 116-117. 
 
85 Jameson, Winter Studies and Summer Rambles in Canada, 1. 
 
86 Ibid., 8.  
 



 31 

Careful documentation depended on establishing a certain distance between the 

observer and the observed; removing oneself from the scene was considered necessary 

towards creating objective renderings of places and peoples. However, Jameson’s 

subjective perspective firmly entrenched her within the landscape and in relation to 

peoples and situations she sketched. The struggle between Jameson’s subjectivity and her 

objective intent manifests itself through the dichotomy between proximity and distance in 

her representations of Canada.  

Jameson’s objectivity with respect to Canada’s landscape extends to her travel 

journal. Speaking of her winter journey to Niagara, Jameson made the attempt to distance 

herself from Canada’s landscape through her emphasis on facts. In Winter Studies and 

Summer Rambles in Canada, Jameson writes:  

The whole earth was a white waste: the road, on which the sleigh-track 
was only just perceptible, ran for miles in a straight line; on each side rose 
the dark, melancholy pine-forest […] Between us and the edge of the 
forest were frequent spaces of cleared or half-cleared land, spotted over 
with the black charred stumps and blasted trunks of once magnificent 
trees, projecting from the snow-drift. […] Sometimes wide openings 
occurred to the left, bringing us in sight of Lake Ontario, and even in some 
places down upon the edge of it: in this part of the lake the enormous body 
of the water and its incessant movements prevents it from freezing, […]87 
 

This description of the landscape is a factual recording of nature’s characteristics, and an 

attempt at distancing herself from the environment in which is describing. However, her 

objectivity is blurred through her inclusion of highly personal and emotive word choices. 

Therefore, she was not only a neutral, detached, colonial observer but she was also 

intimately engaged with the landscape. The combination of proximity to the landscape 

and distance from it can also be seen in Jameson’s search for physical comfort on her 
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journey. In Winter Studies and Summer Rambles in Canada Jameson writes: “I was 

absolutely buried in furs; a blanket, netted for me by the kindest hands, of the finest 

lamb’s-wool, rich in color, and as light and elastic as it was deliciously warm, was folded 

around my limbs.”88 This statement does two things: firstly, it corporally places Jameson 

within Canada’s backwoods, and secondly it asserts that Jameson made every attempt to 

travel in comfort, despite the harsh, environmental conditions. It contends that she took 

part in an unlikely adventure, yet insists that she attempted to protect herself, and 

consequently her femininity, from her unusual experience.  

Her emphasis on comfort was a means for Jameson to remain ‘proper’ while 

traveling in Upper Canada. This is echoed in Jameson’s sketch Journey to Niagara, 

Along the Shores of Lake Ontario, January 1837 (plate 8). In this image, a female figure 

– representative of Jameson herself – is covered in red blankets, thus corresponding to 

her statement that she had with her “a blanket, netted for me by the kindest hands, of the 

finest lamb’s-wool, rich in color.”89 However, the brightness of the blankets is in stark 

contrast to the dark and unwelcoming landscape through which they traveled, thus the 

blanket acts as a symbol of Jameson’s femininity within an unfeminine landscape. In 

Journey to Niagara Jameson further emphasizes her femininity through the depiction of 

luggage. The luggage shown attached to the rear of the sleigh is meant to represent her 

belongings and is an indication that she was not quite ‘roughing it’, as she brought with 

her the comforts of home that allowed her to maintain a certain level of feminine decency 

during her travels.  
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However, although these were elements of the personal that consequently connect 

Jameson – and her femininity – to her travel experience, these objects also separated her 

from the environment. She writes: “[the] buffalo and bear skins were heaped over all, and 

every breadth of the external air excluded by every possible device,”90 suggesting that the 

blankets and furs act as a boundary between herself and nature. While she is imbedded 

within the landscape, she is separated from it; nature, including the air she breathed, was 

filtered through European comforts and conventions. Jameson is, in this case, both absent 

and present.   

Travel allowed Victorian women artists a way to metaphorically sketch 

themselves into history and into new geographies, cultures and customs unknown to 

them; for Jameson the metaphor was also quite literally realized. Through her use of the 

female figure in her sketches, Jameson was able to record her physical presence and her 

active participation in travel. However, representations of her self are not straightforward, 

as they are complicated by her attempt to balance colonialism’s discourse of objectivity 

with her subjective femininity. 

Scholars Wendy Roy, Thomas M.F. Gerry and Lorraine York term the female 

figures in Talbot Road to Niagara, January 25 (plate 7), Journey to Niagara, Along the 

Shores of Lake Ontario, January 1837 (plate 8) and The Canoe on Lake Huron (plate 41) 

to be self-portraits. Their interpretation is no doubt valid, yet it is not entirely satisfactory, 

for while Jameson is obviously present within each scene, the faces of each figure bear no 

resemblance to her. As self-portraits, these images illustrate Jameson’s active 
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engagement with travel. However, since the figures are not readily identifiable, her 

images require a more complex reading. 

The sketchiness of the female figures in Talbot Road and Journey to Niagara 

represent a reframing of Jameson’s identity and a representation of the contradictions 

inherent for a woman working within colonialist discourse. Due to the associations 

between North American travel and masculinity, women voyageurs risked being regarded 

as unfeminine. However, to portray their experience exclusively from a feminine 

perspective risked the possible devaluation of their experience as well as a weakening of 

their authority. This required women artist’s travelers, as well as writers, to negotiate the 

two, resulting in the construction of a subjective identity in an objective context. In 

Talbot Road and Journey to Niagara, Jameson represented her environments with 

objective authority, including such details as the felled trees that lined the roadside and 

the lighthouse in the distance in Journey to Niagara, which marks the shoreline of 

Toronto. While the inclusion of a representation of her own image within the scene 

threatens to undermine this objectivity with the dominance of a subjective viewpoint, in 

fact the lack of any genuine likeness to Jameson preserves the objective authority. 

Jameson is present as a female subject within the landscape, but by depriving the woman 

of any of her own features or emotions, the artist remains distanced from the scene.  She 

is both part of the scene (subjective) and detached from it (objective). The result is an 

image that reflects Jameson’s complex subject position. 

Kristina Huneault explores similar questions in her essay discussing the effects of 

travel on the subjective placements and displacements of Frances Anne Hopkins, a mid-

Victorian painter who, like Jameson, created public representations of her travel through 
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the Canadian wilderness. Huneault discusses Hopkins’ position in relation to her art as 

well as to the position of women within patriarchy as “there but not there,”91 and she 

suggests that Hopkins’ “used realism to play out travel’s subjectively experienced 

tensions between presence and absence, painting herself out of the surface of her works at 

the same time that she painted herself into their scenes.”92 This same principle applies to 

Jameson’s drawings: she placed herself within the landscape through her use of self-

portraiture at the same time that she distanced herself from it through the sketchiness of 

her renderings. By distancing herself, Jameson adopted the authoritarianism of masculine 

discourse, all the while retaining her femininity; as, according to Foster, “various 

approaches are employed in order to guarantee the writer’s womanliness.”93 At the same 

time as sketchiness was used as a strategy to reinforce the objective nature of Jameson’s 

rendering of the landscape, it also served as a means to conserve her femininity while 

traveling in Canada’s masculinized, colonial landscape; she was there but not there. The 

indistinct renderings of the female figures reinforce Jameson’s modesty and helps in the 

construction of a ‘proper’ place in Canada’s wilderness environment.   

 

In Jameson’s travel images we see multiple ways in which she experienced 

different pulls in relation to identity construction. Travel, according to Janet Wolff, was a 
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“catalyst in change, in development,”94 and when seen with respect to Jameson’s artistic 

production, it allowed her to begin to separate herself from ideologies of femininity. 

However, she remains inside its ideologies in many ways. Through travel Jameson 

transgressed the established norms respectability, however, she remained symbolically 

tied to her Victorian femininity.   

In The Canoe on Lake Huron (plate 41), Jameson placed herself both inside and 

outside ideologies of femininity. In The Canoe on Lake Huron, the artist represented 

herself in a boat in the middle of the lake. Important, however, is that she is the only 

woman on the boat. The boldness of her actions – along with the fact that she was the 

only woman in the canoe – positions her as outside of her British femininity. She 

confirms her place as the lone woman in Winter Studies and Summer Rambles in Canada: 

“there were two canoes, each five-and-twenty feet in length, and four feet in width, 

tapering at the two extremities, and light, elegant, and buoyant as the sea-mew when it 

skims the summer waves: in the first canoe were Mr. Jarvis and myself; the governor’s 

son, a lovely boy of fourteen or fifteen, old Solomon the interpreter, and seven 

voyageurs.”95 By listing the other travelers – who were all male – Jameson reinforces her 

position as the only woman within a sea of masculinity. Further her objective rending of 

the lake’s grandeur and vastness – two terms closely associated with the ostensibly male 

pursuit of colonial travel – places her on the margins of her femininity. 

However, despite her objectivity and her emphasis that she was the only woman 

on this colonial adventure, Jameson remains tied to the discourse of femininity through 
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her insistence upon the trappings of the gentlewoman. While she traversed Canada’s 

expansive wilderness, guided at the rear of the canoe by a First Nations voyageur, she sits 

at leisure in the middle of the boat, free to observe her surroundings. Most importantly, 

she is the only figure that sits under a parasol, thus reinforcing her femininity. In Winter 

Studies and Summer Rambles in Canada she describes her canoe voyage, in which she 

had her “cloak, umbrella, and parasol, my note-books and sketch-books, and a little 

compact basket always by my side, containing eau de Cologne, and all those necessary 

luxuries.”96 As Johnston has observed, these were the “paraphernalia of the 

gentlewoman” with which “Jameson carefully construct[ed] herself not only as a lady of 

rank, but also as truly feminine.”97 Her dual reinforcement of the objects of her 

femininity – both in her travel journal as well as in The Canoe on Lake Huron – 

emphasize her commitment to ideologies of femininity.   

Jameson’s associations with colonial travel act as a point of differentiation 

between herself and other British women who had not taken part in such an adventure. 

However, while she was undeniably on an unusual adventure, she carefully negotiated 

discursive constraints in order to appear both feminine and daring. The Canoe on Lake 

Huron is evidence of her struggle occupy a place within the discourse of colonialism 

without losing her femininity; drawing from the epigraph that Jameson chose for Winter 

Studies and Summer Rambles in Canada: “Be bold, Be bold, and everywhere Be bold 

[…] Be not too bold.”98 

                                                
96 Ibid. 
 
97 Johnston, Anna Jameson: Victorian, Feminist, Woman of Letters, 114. 
 
98 Edmund Spencer’s Faerie Queen, book iii, in Jameson, Winter Studies and Summer Rambles, 6. 
 



 38 

Jameson’s focus on objects reoccurs throughout her Canadian sketches. In Lake 

Huron, Night Encampment, August 6 (plate 46), for example, there are many objects 

scattered around the image that attempt to visually capture the domestic in the wilderness. 

While the landscape itself highlights Jameson’s unique experience traveling in Upper 

Canada, the tent – her accommodation while traveling around the Great Lakes – and the 

objects strewn about reference her domestic femininity. As Huneault has discussed, the 

inclusion of domestic objects is a conventional way of representing femininity.99 As 

illustrated in the image, the carrying cases and the rolled blankets refer back to her 

gender. These objects also have the effect of offsetting Canada’s unfeminine wilderness 

landscape and the unusual nature of her travel experience. Further reinforcing the idea of 

domestic femininity in Lake Huron, Night Encampment is Jameson’s depiction of her 

accommodations. The title emphasizes that this is a rendering of her ‘night encampment’, 

thus returning to the dichotomy between the interior and the exterior; between her 

domestic femininity and her adventurous nature.  

The same emphasis on possessions can be found in Going to Bed on an Island 

Between St. Josephs & the Continent (plate 38). In this image food can be seen cooking 

to the right of a tent pitched and baggage strewn about. Men are seen cooking, but what is 

most interesting is that the figure closest to the front of the composition is seen holding a 

child. Though it is barely noticeable – the rendering of the woman and child very 

indistinct – it is in fact Mrs. MacMurray and her son, with whom Jameson traveled at the 

end of her journey.100 This allusion to motherhood, only seen in her depictions of First 
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Nations, is another illustration of Jameson’s concerns with her femininity. Further, while 

on this island, Jameson speaks about a creek that “answered to all purposes, both of bath 

and mirror”101 – reminding the reader of her feminine virtues and cleanliness while in the 

outback. 

Lake Huron, Night Encampment and Going to Bed on an Island – two images that 

depict Jameson’s wilderness accommodations – are evidence of her attempts to find a 

place for herself in Canada’s backwoods. However, in these attempts we see Jameson’s 

negotiation between her domestic femininity and her desire for freedom and adventure in 

Upper Canada’s wilderness. In Winter Studies and Summer Rambles in Canada Jameson 

describes her lodgings, including wilderness camps and inns. In her descriptions, 

however, she walks the line between her persona as a lady and that of wilderness traveler. 

For example, this duality can be read when speaking of the inn at Penetanguishene in her 

August 6, 1837 entry:  

There was an inn here, not the worst of Canadian inns; and the wee closet 
called a bedroom, and the little bed with its white cotton curtains, 
appeared to me the ne plus ultra of luxury. I recollect walking in and out 
of the room ten times a day for the mere pleasure of contemplating it, and 
anticipated with impatience the moment when I should throw myself down 
into it, and sleep once more on a Christian bed. But nine nights passed in 
the open air, or on rocks, and on boards, had spoiled me for the comforts 
of civilization, and to sleep on a bed was impossible; I was smothered, I 
was suffocated and altogether wretched and fevered; – I sighed for my 
rock on Lake Huron.102  
 

This statement speaks volumes of the gap between her expectations and the realities of 

her experience in Canada’s wilderness and the passage reveals Jameson’s negotiation 
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between her femininity and her ability to break the boundaries of her femininity. Her 

expression of enjoyment in sleeping out in the wilderness fractures predominant 

expectations of feminine propriety – including her own. The encampments on Lake 

Huron that Jameson longs for are illustrated in Lake Huron, Night Encampment, August 6 

(plate 46), in Dining, August 8 (plate 47), and described in Winter Studies and Summer 

Rambles in Canada. In her descriptions she further articulates the gap between her 

femininity and her Canadian experience. For example, while she states that they slept on 

an island made up mostly of naked rock, on which her tent was pitched (one night her 

tent was placed on “a height” with its door facing a “precipitous decent”) she also 

articulated that they – meaning the voyageurs with whom she traveled – placed her “tent 

at a respectful distance from the rest,” thus protecting her modesty while she traveled 

with a group of men.103 In this way Jameson uses the issue of her unusual 

accommodation to present herself at once as different from other European women, but 

also as preserving the femininity she shared with them.  

Despite Jameson’s projection that she traveled in places that were “almost new 

ground”104  – on the northern shores of Lake Huron for example – she did not sketch the 

wilderness as wholly uninhabited. Her wilderness accommodations figure prominently in 

her sketches, as do the homes of Upper Canada’s early settlers. Since Jameson ostensibly 

drew what she observed, it comes as no surprise that if she saw a dwelling, she sketched 

it. However, what is curious is the reoccurrence of homes throughout her Canadian 

oeuvre – a pattern that is quite distinct from, say, the travel images of Frances Ann 

Hopkins, the artist with whom Jameson might most readily be compared. Her images of 
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homes as well as those of unspoiled nature are a product of Jameson’s negotiation of a 

foreign land – she draws what is familiar as well as what is strange, illustrating Canada’s 

wilderness as both empty and inhabited, sometimes simultaneously.   

Buildings are both subjects of Jameson’s images and objects in them. They often 

take precedence, but they also merge with the landscape. Many of the dwellings she 

sketched were named, such as The House of Col. Talbot (plate 19), Campbell’s Inn –on 

the Talbot Road, July 10, 1837 (plate 20), Mrs. Wheatley’s House, July 11, 1837 (plate 

21) and Mr. Arnold’s House, Woodstock July 4 (plate 16), but others were not. Others, 

designated by place rather than person, such as A Log House at the Entrance of the Pine 

Forest Between Woodstock & London, Canada (plate 18), are physical markers of her 

journey rather than of persons. Buildings also appear unnamed in her images. In Talbot 

Road to Niagara, January 25 (plate 7), for instance, a building is represented at the side 

of the road, over which Jameson has represented herself traveling in a horse drawn sleigh 

with another man, presumably Mr. Campbell, the clerk of assize in Toronto for the 

British court. Due to the number of images of buildings of all types in Jameson’s 

sketches, their importance cannot be ignored.  

 Those images and journal entries that reference Jameson’s wilderness 

accommodations are important relative to domesticity and the home. Jameson 

unabashedly longed for her home in England, writing in a letter “I have only one thought, 

wish, fear, hope – Home, Home, Home!”105 The frequency of images of dwellings in her 

scenes of wilderness travel gains resonance in the context of this longing.  As she 

repeated more than once, Jameson found her home in Toronto to be “cold and 
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comfortless.” 106 By contrast, however, she often (though admittedly not always) wrote 

favorably about her places of rest on her travels through the wilderness – be they inns, 

homes of acquaintances, or tents in the woods. These places, even when unsatisfactory, 

were a respite from her unhappy home in the city of Toronto, and a reprieve from 

Canada’s difficult environment. Thus, while it might be anticipated that by leaving 

Toronto to travel throughout Upper Canada Jameson was leaving behind any chance at 

having a place to call home, this does not seem to have been the case. In this section I 

wish to argue for a reading of Jameson’s sketches of homes of all types as indicative of a 

latent desire to carve a space for herself in Canada – substitutes for the happy home that 

her and Robert Jameson lacked.  Somewhat ironically, Anna Jameson found her place in 

Canada in the wilderness through travel.  

Jameson introduced her femininity into Canada’s colonial landscape by sketching 

the dwellings she encountered over the course of her wilderness tour. Like the domestic 

comforts, which she kept in a box at her side, Jameson remained psychologically attached 

to the idea of the home through her focus on dwelling types in her sketches. In her 

sketches, Jameson depicts a variety of houses, not limiting herself to portraying homes 

that would be deemed appropriate housing by European standards. Dwellings, such as log 

cabins, wood framed houses, inns, and both settler and First Nations encampments figure 

prominently in Jameson’s Canadian sketches. A Log House at the Entrance of the Pine 

Forest Between Woodstock & London, Canada (plate 18), The House of Col. Talbot, July 

7 (plate 19), Campbell’s Inn – On the Talbot Road, July 10 (plate 20), Going to Bed on 
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an Island Between St. Josephs and the Continent, August 1 (plate 38) and Wigwams on 

the Beach at Mackinaw, July 21 (plate 29) each depict a different type of housing in 

Upper Canada. She depicted isolated homes in the forest, encampments by rivers, and 

those on the outskirts of small towns as well as those in Upper Canada’s burgeoning 

commercial centers and more established towns. Taken as a group, the surprising 

frequency of representations of dwellings signals another departure from Jameson’s self-

positioning as an adventurer. While Anna Jameson was able to physically escape the 

cramped confines of domesticity, she remained psychologically tethered. Despite her 

physical isolation and her comfort traveling in underdeveloped territories, she remained 

tied to traditional ideas of the home.   

Homes and dwellings appear in Jameson’s sketches in areas of Canada’s 

wilderness landscape that were almost completely undeveloped. The frequent 

reoccurrence of dwellings of all types is interesting with respect to the picture of Canada 

so often given: that Canada was an empty land, ripe for development and colonial 

expansion. Jameson’s emphasis on dwellings throughout her sketches relates to her 

continuing place in the ideology of femininity that required women to hold a firm grip on 

domesticity.  

A strong contradiction between her sketches and Winter Studies and Summer 

Rambles can be made when comparing her images of the Woodstock area that signals 

Jameson’s struggle to be both adventurous and feminine on her journey in Canada’s 

backwoods. In her journal she insists that she traveled through boundless wilderness:  

The seemingly interminable line of trees before you; the boundless 
wilderness around; the mysterious depths amid the multitudinous foliage, 
where foot of man hath never penetrated, […] the solitude in which we 
proceeded mile after mile, no human being, no human dwelling within 
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sight, – are all either exciting to the fancy, or oppressive to the spirits, 
according to the mood one may be in. Their effect on myself I can hardly 
describe in words.107  
 

Jameson’s sketches paint a different picture, however. In contrast to the uninhabited road 

between Woodstock and London that Jameson’s journal describes, the journey is 

represented in her sketches by a sketch of a log cabin on the forest road (plate 18), and 

while the text emphasizes the wilderness between the towns in the area, the sketchbook 

offers up instead a drawing of Mr. Arnold’s House, Woodstock July 4 (plate 16); a 

representation of home instead of one of boundless wilderness. The home, in the case of 

this image, I read as a signpost for her femininity within “the mysterious depths amid the 

multitudinous foliage, where foot of man hath never penetrated.”108 Thus, Jameson’s 

focus on the home in Canada’s wilderness landscape relates to her continuing ascription 

to the discourse of femininity. 

  

Jameson’s tendency to sketch dwelling types during her Canadian tour is evidence 

of more than her British femininity, however. The dichotomy between Canada as both 

empty and inhabited provides also insight into Jameson’s ideological struggles between 

the discourse of femininity and that of colonialism. The presence of homes in the outer 

reaches of Upper Canada when seen in colonial terms alludes to the country’s expansion 

– a sign of imperial progress. However, her focus on these homes within what she 

describes as “barren wilderness” suggests that she searched for the familiarity of the 

feminine domestic while in Canada – perhaps even to the extent of unsettling the 
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narrative of physical emancipation through travel that she so stressed in her own travel 

writing.  In Jameson’s work, dwelling types are thus both symbols of femininity through 

their associations with the domestic, as well as of imperialism, as tied to exploration and 

travel. 

Anna Jameson’s emphasis on buildings places her both inside and outside the 

discourse of colonialism. Her insistence on buildings and homes is also indicative of her 

understanding of Canada’s development – economically and politically. In Taking in the 

Wood on River St. Clair (plate 25), for example, the home can be seen as a symbol of 

imperial progress and nation building. This image is a sign that she was an active partner 

with men in their endeavor to document and explain the world, which in turn 

“empowered [her] to move beyond the restrictive definition of Victorian 

Womanhood.”109 Significantly, however, she provides a distinctly feminine viewpoint 

with regards to Canada’s development.  

In many of her images houses and other dwellings appear at the edges of the 

frame – as background material rather than subject matter. Moreover, in images such as 

The Bay of Penetanguishene (plate 48), Lake Champlain (plate 57) and Fort and Town of 

Niagara (plate 11), buildings are represented not by their presence but, quite literally, 

through their absence – signaled to the eye by the use of negative space. While 

picturesque sketches are sometimes characterized by their indistinctness, which I will 

discuss later, indistinctness is not characterized by complete absence but rather by an 

absence of detail. Jameson’s use of negative space is therefore curious, and it seems to 

find some parallel in her textual descriptions of the place as a relic of its former self.  
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While she states that it was once a bustling dockyard and military depot, at present “the 

only remains of all the warlike demonstrations of former times are a sloop sunk and 

rotting in the bay, and a large stone-building at the entrance called the “Fort.”110 This 

decline notwithstanding, however, she also emphasizes that there were “several pretty 

houses on the beautiful declivity, rising on the north side of the bay, and the families 

settled here have contrived to assemble round them many of the comforts and elegancies 

of life.”111 And indeed the picture – apart from its surprising use of empty squares to 

mark the presence of settlers within Canada’s expansive landscape – is an extraordinarily 

picturesque place. It seems, after an analysis of the images, in Jameson’s placement of 

dwellings in the background without much – or any – detail, she conforms to a dual 

interpretation of the Canadian nation as both developed and undeveloped. 

Anna Jameson’s images are also connected to the politics of colonialism due to 

her representations of First Nations peoples. Wendy Roy has thoroughly discussed the 

ethnographic aspect of Jameson’s Canadian voyage, and suggests that Jameson revised 

her “imperialist discursive inheritance […] as a result of the mutual influence of contact,” 

between herself and First Nations peoples.112 Roy suggests that this is apparent in 

Jameson’s images. Although she considers many of Jameson’s sketches to be “clearly 

documentary,” such as Wigwams on the Beach at Mackinaw – July 21 (plate 29), she 

suggests that “Jameson’s documentary record is also sometimes explicitly tied to 

individuals whom she knew and described in detail,”113 and cites Wayish-ky’s Lodge – 
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July 31 1837 as an example. Significantly, Roy proposes that Jameson's analysis of First 

Nation’s peoples became “more thoughtful,”114 as she traveled the country.  I would like 

to further examine this idea that Jameson’s sketches of Canada’s First Nation’s peoples 

as signs of her evolving perception while in Canada. From the outset, Jameson’s 

considerations of Aboriginal people were thoroughly steeped in British colonial rhetoric. 

While Susan P. Casteras suggests that Victorian women were active agents that were able 

to break from convention in order to “satisfy their own desires, aims, and needs,”115 she 

was adamant that women were not exempt from their national backgrounds and that they 

had the tendency to define the new world in old world terms.116 At the outset of her stay 

in Canada, Jameson did just that. She threw herself “into relations with the Indian tribes, 

such as few European women of refined and civilized habits have ever risked, and none 

have recorded,”117 and both textually and visually documented them for her own 

ethnographic purposes. Though, her representations of First Nations peoples evolved over 

the course of her journey. 

As argued by Wendy Roy, Jameson’s early sketches of Canada’s First Nations 

peoples are unquestionably connected to the discourse of imperialism. Jameson wrote 

extensively about Canada’s Aboriginal population, especially First Nations women. Roy 

contends, “Jameson’s initial views of First Nations people in Upper Canada […] were 

very much based on what she had read and heard – in other words, on her discursive 
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inheritance.”118 While Jameson became more sympathetic to First Nations cultures over 

the course of her time in Canada and became more critical with regards to England’s 

colonial policies, as a visitor she did not experience first hand the conflicts between the 

Native people and settlers. Though her visual renderings of First Nations peoples and 

customs changed drastically over the course of her journey, choosing to take an 

“ethnographer’s care to specify exact cultural relationships,” her sketches and writings 

are nonetheless “filled with preconceived notions.”119 This is confirmed by her use of the 

word specimen to describe Canada’s First Nations.  

Jameson’s growing sympathy for First Nations peoples can be seen in the 

evolution of her sketches. Compare, for instance, her three images entitled Watercolor on 

Onionskin Paper of a Warrior Dancing (plates 32-34) to Mokomaunish, Kee Me Wan 

(Two Indian Faces) (plate 64). Jameson’s watercolors of warriors dancing are generalized 

depiction of First Nations peoples. She ignored the individuality of people, and instead 

accentuated their Indian-ness. She further removed their individuality by not naming the 

figures and referring to them collectively as warriors dancing. Mokomaunish, Kee Me 

Wan, on the other hand, is a more sympathetic illustration of named First Nations 

persons, highlighting Jameson’s growing understanding of Aboriginal cultures.  

Jameson’s tendency to describe First Nations in general terms is a result of her 

adoption of a colonialist voice, while the evolution of her perception to one that focused 

on the individual is a result of her feminine perspective. According to Roy, her images of 

First Nations peoples “alternately show a distancing from First Nations subjects through 
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an ethnographic or natural history focus and a personalized and nuanced interest through 

portraits and scenes that picture her First Nations hosts.”120 Jameson presented First 

Nation’s peoples as part of the landscape, such as in Scène d'après la nature sur le lac 

Huron, famille de sauvage (plate 39), however, she also displayed a deeper understanding 

of Canada’s Aboriginal peoples. Take, for example, Wayish-ky's Lodge, July 31, 1837 

(plate 37), an image of a First Nations home. This image both conforms to imperial 

discourse, as well as separates itself from it through Jameson’s emphasis on the 

individual. This image contains many household objects, such as barrels, clothing, cases 

and what appears to be a food grinder, confirming her intent to document the lives and 

habits of First Nations peoples. However, this is the only instance that the home of a First 

Nation is attributed to a named individual, which suggests that Jameson had a more 

intimate understanding of what she was portraying. Therefore, this image in not only a 

factual record of cultural artifacts and practices of First Nations peoples but is an account 

of her interactions with Wayish-ky.  

 

The link between domesticity and travel that is found throughout Jameson’s 

sketches is one way in which she impresses her femininity upon the landscape. By 

interspersing homes in nature, Jameson genders her experience as feminine, thus 

preserving her own femininity and problematizes the purportedly masculine ideas of 

travel and exploration.  Travel afforded Victorian women the ability to escape from 

culturally determined grand rules that, according to Shirley Ardener, “divided the social 

into spheres, levels and territories with invisible fences and platforms to be scaled by 

                                                
120 Ibid., 64. 
 



 50 

abstract ladders and crossed by intangible bridges with as much trepidation and exultation 

as on a plank over a raging torrent.” 121 With travel, Jameson blurred the lines of these 

divides and carefully negotiated the boundary of propriety. In Canada, Jameson was 

twice removed from the ideological constraints that bounded women in Victorian 

England – first by traveling to Canada and once again by leaving Toronto, a center of 

colonial power, for the wilderness of Upper Canada. It was travel within Upper Canada’s 

wilderness that afforded her the greatest separation from ideological constraints. Despite 

this, Jameson was never completely able to leave behind Victorian mores and 

expectations, and she struggled to curate her experience to fit within their boundaries, 

resulting in divergent representations of Canada – reflective of both her femininity and 

status as an adventurer. 
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CHAPTER 2: Jameson’s Sketches and Picturesque Modifications 

 

 Deeply rooted in eighteenth and nineteenth-century ideas of taste, the picturesque 

is “a valuable coin in the currency of tourism,” a pictorial prescription for a way of 

seeing the natural landscape.122 Meaning like a picture, it implies that a landscape scene 

conforms to certain ideas and expectations in terms of subject matter and composition. 

Picturesque sketching was a practice intimately related to tourism and its corresponding 

ways of seeing enabled artists to represent nature in a stylistically regimented manner and 

was a “system, by which actual scenery could be manipulated to mimic painted 

landscapes.”123 To its most influential exponent, the Reverend William Gilpin, the task of 

the landscape artists was “not barely examining the face of a country; but of examining 

[it] by the rules of picturesque beauty: that of not merely describing; but of adapting the 

description of natural scenery to the principles of artificial landscape; and of opening the 

sources of those pleasures, which are derived from the comparison.”124 Therefore, 

picturesque images are more than geographical transcriptions; they are a record of the 

artist’s responses to nature and an attempt represent nature in pictorial terms. 

Importantly, these responses depended on the cultural baggage of producers and 
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according to Kathleen Nicholson, “were as much constituted from prior texts and 

discussions as from the natural setting before them.”125 

It is no surprise, then, that according to Denis Cosgrove pictorial images of the 

landscape play active roles in the construction of meaning and unite geography with 

broader cultural considerations such as class and gender. 126 Jameson’s picturesque 

sketches are evidence of her interactions with Canada’s landscapes – the collision 

between its geography and her British femininity – and they function as a portrait of her 

subjective experience. In this chapter I explore Anna Jameson’s relationship to the 

picturesque and its connections to travel. I analyze Jameson’s use of picturesque 

sketching techniques as an attempt to fit Canada’s wilderness within British landscape 

traditions; at the same time, I argue that her modifications of picturesque principles were 

the result of her changing perspectives in Canada. I also discuss the impact of the 

imagination on Jameson’s perception and how it affects her interpretation of Canada’s 

landscape.   

 

Anna Jameson's search for picturesque landscapes in Canada is evident in the text 

of Winter Studies and Summer Rambles in Canada. There, she describes Canada as the 

“true philosopher’s stone” of the picturesque and she speaks positively of “dilettante 

hunters after the picturesque,” from whom she is inseparable.127 While Jameson sought 
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out picturesque views in Upper Canada and admired scenes that were “perfect 

picture[s],”128 landscape appreciation had not always been considered a meaningful 

pastime. In the early eighteenth century, landscape painting sat low on the academic 

hierarchy of genres, and only gained prominence near the end of the 1700s. According to 

Emily Brady “enjoying nature for its own sake or for recreation was not common 

practice,” and while nature was studied in scientific terms, “aesthetic experience of 

environments took place mainly through art’s Arcadian idealizations of nature.”129 The 

eighteenth century was a turning point in the aesthetic appreciation of nature; as such, 

landscape appreciation became a leisure activity for the middle and upper educated 

classes. New activities of aesthetic tourism, such as the Grand Tour, “allowed aesthetic 

experience of Nature ‘in the raw’ for the first time.”130 Picturesque tourism was a 

symptom of this new interest in the landscape and individuals were encouraged to seek 

out picturesque views. 

According to Nicholson, however, “almost as quickly as Nature was discovered 

roaming free, she […] found herself domesticated verbally and pictorially.”131 The idea 

of domestication is relevant when considering the popular usage of the picturesque: to 

tame or to order uncultivated landscapes; to make them more pleasing to the eye; to 

render them more like a picture. The domestication of nature was an attempt to 

harmonize the landscape in order for it to fit within British ideas of taste and to make the 
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unfamiliar understandable within established frameworks.132 Picturesque sketching 

encouraged the gentile reconstruction of wild and unbound nature, which corresponded to 

the ongoing cultivation and aestheticizing of real landscapes. References to the taming of 

wild and unbridled nature are found throughout Winter Studies and Summer Rambles in 

Canada. For example, Jameson writes of Mr. M, a protestant clergyman who immigrated 

to Canada from Ireland and Purchased eight hundred acres of land along the banks of the 

Credit River in the southern part of Upper Canada: “with the assistance of his sons and a 

few laborers, he soon cleared a space of ground for a house, in a situation of great natural 

beauty, but then a perfect wilderness. […] They now have one hundred and fifty acres of 

land cleared and in cultivation.”133 Canada’s wilderness landscape, in this case, can be 

seen as an extension of the home, a picturesque stage set that offset the ongoing 

development of nature. Jameson further organized and tamed the backwoods of Upper 

Canada through her use of the picturesque sketching techniques.  

The picturesque, considered a “peculiarly British reaction to the Romantic 

attitudes sweeping Europe,”134 was an attempt to establish a critical category between the 

sublime and the beautiful, aesthetic categories developed by Edmund Burke (1729 – 

1797) and Immanuel Kant (1724-1804).135 Developed by Reverend William Gilpin 

(1724-1804), Sir Uvedale Price (1747-1829) and Richard Payne Knight (1750-1824), the 
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picturesque describes landscapes that are neither awe-inspiring like the sublime, nor 

serene like the beautiful, but which are full of variety, texture and interesting detail. 

Through his publication of instruction manuals, Gilpin – the earliest proponent of the 

picturesque – outlined its essential characteristics in an attempt to make its terminology 

and ideas accessible. Widely published and read in the eighteenth and nineteenth 

centuries, Gilpin’s Observations, for example, Observations on the River Wye … Relative 

Chiefly to Picturesque Beauty (1782), presented the picturesque as an accessible 

technique for representing the landscape.136 Addressing amateur artists, he outlined how 

to sketch the landscape, basing his teachings on the principles of classical landscape 

composition. Notably, Gilpin required little background knowledge from his readers, and 

so was particularly influential.137  

Picturesque objects, according to Gilpin, are those “which please from some 

quality capable of being illustrated in painting.”138 When applied to the natural landscape, 

the term picturesque refers to its ability to make a picture. Conversely, when pertaining to 

a work of art the term is synonymous with its fidelity to nature. Bermingham states: “if 

the highest praise for nature was to say that it looked like a painting, the highest praise for 

a painting was to say that it resembled a painterly nature.”139 When examining the 
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picturesque it is necessary to remember that it functions as a space of mediation between 

human activity and nature and is a constructed fantasy that connects landscape and 

image, and therefore bridges the gap between the real and representation. 

In Three Essays, Gilpin asks: “What is that quality in objects, which particularly 

marks them as picturesque?”140 He argued that smoothness, such as that found in the 

beautiful as outlined by Edmund Burke, “offends in picture.”141 Accordingly, it is no 

surprise that he considered roughness to be the most important characteristic of the 

picturesque. Gilpin’s other picturesque requirements were: irregularity, sudden 

variations, strong contrasts of light and shadow, novelty and the capacity of a landscape 

(or image thereof) to affect the imagination of the viewer. Gilpin firmly believed that “no 

painter, who had a choice of two objects, would hesitate for a moment” in choosing that 

which was most picturesque.142 Gilpin also established a formula for creating picturesque 

compositions. He divided the picture plane into three distinct distances: a rough and 

shadowy foreground that leads the eye to the middle distance and a hazy background. 

Gilpin considered the foreground “the stage for artistic license in effects of texture, color, 

and expression” that framed the middle ground, which he believed should carry the 

leading subject and function as the “tonal center for the effects of light and shadow.”143 

The background, according to Gilpin, should be the lightest and most indistinct region of 
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picturesque compositions, an indeterminacy that allowed viewers to explore the scene 

while leaving something to the imagination.   

Gilpin’s landscape formula is a variation on classically beautiful landscape 

compositions, the main difference being one of mood: the mood of the picturesque is not 

one of idyllic repose but one of stimulated attention to an uncultivated landscape. While 

classical landscapes tend towards tranquility, Gilpin’s picturesque is more expressive. 

Gilpin recommended that artists take license with landscape composition in their works 

by eliminating certain aspects while rearranging others in order for the image to best 

conform to his picturesque specifications in order to extract an emotional response from 

viewers. Gilpin advocated for “the freest scope of execution” in which the picturesque 

would consist of a whole formed by “uniting in one whole a variety of parts,”144 both real 

and imaginary.   

Gilpin based his definition of the picturesque on the analysis of physical 

characteristics and sensations,145 encouraging a “picture-imagination” – a mode of 

drawing that was imaginative and generalized rather than precise and topographical, and 

that considered the landscape to be an ordered and coherent pictorial whole.146 Although 

observation played an important role in the picturesque, it also had deep roots in the 

imagination and its effects on perception: Gilpin emphasized not only the physical 

characteristics of place, but propagated the imaginative relocation of landscape elements 

in an attempt to instigate an emotional response from the viewer.147 Nicholson states that 
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Gilpin encouraged his audience to look attentively at nature but then to look past it to a 

new ideal.148 “Positing a sense of nature both specific (based on what are encountered out 

of doors) and general (a composite of individual perfections),” Nicholson argues that 

Gilpin’s idea of nature “existed as a result of the viewer’s improvements to it; it 

coalesced in the viewer’s mind or was articulated in conversations or on the sketching 

pad.”149 

 It is clear from her drawings that Anna Jameson made use of the formula put 

forward by Gilpin. The Chief Yellowheads Encampment on Lake Huron (plate 42), for 

instance, is made up of sketchy and imprecise lines, corresponding to the picturesque 

requirement for roughness and variety. Jameson relied on scratchy lines and rough 

shading to convey foliage and provide her image with depth and perspective. 

Additionally, her varied use of lines and contours helps to distinguish objects from their 

reflections in Lake Huron as well as provides her image with additional visual interest. 

Further, the dark figures in the otherwise light image introduce variety into the 

composition. 

Jameson’s The Bay of Penetanguishene (plate 48) is another clear example of a 

picturesque composition. The sketch is organized into three distinct distances: a darkened 

foreground that frames the view and directs the eye to the middle distance and a hazy 

background. In this image, the river helps move the eye through the picture plane towards 

a hilly backdrop. The predominant feeling of this image is one of a natural, uncultivated 

picturesque beauty, despite the inclusion of a few non-natural objects. In addition to its 
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compositional elements, this sketch also conforms to other picturesque expectations; the 

expressive marks that form the trees and shrubs in the foreground provide the sketch with 

interesting texture and evidence of the artist’s hand.  

Although Jameson included signs of human presence in her picturesque scenes – 

notably the dwellings discussed in chapter one – she nevertheless sought out first and 

foremost uncultivated, natural landscapes. Take, for example, Lake Huron (plate 45). The 

foreground of the image, a roughly drawn shoreline, leads the viewer to the middle 

ground, which is the lake itself. The viewer moves from island to island into the rear of 

the image, an obscured space that leaves much to the imagination. Furthering the idea of 

the viewer’s imagination is the presence of the figure on the boundary between the fore 

and middle grounds. According to Gilpin, the picturesque was dedicated to seeking 

unspoiled natural scenes, all the while leaving something to the imagination. Here the 

figure acts as an intermediary between the real and the imaginary – a foremost 

characteristic of the picturesque.  

Direct comparisons can be made 

between Gilpin’s View of Goodrich Castle 

(1783) (Figure 1) and Jameson’s Island of 

Mackinaw, Lake Huron (1837) (plate 27).  

Although these images differ in subject 

matter – the former an image of a castle, 

the latter an image of a First Nations 

village and a Canadian missionary post – the arrangement of the landscape is quite 

similar: each depicts a formidable building on a hill, above a body of water. The water, 

Figure 1 
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along with geographic markers such as pathways and rock formations, lead the viewer to 

the middle of the image where the focus lies. Furthermore, Jameson’s Canadian sketches 

present a simplified view of the landscape found within many of Gilpin’s pencil and 

watercolor sketches. Her trees echo those illustrated by Gilpin in Remarks on a Forest 

Scene, and Other Woodland Views (1791) (Figure 2), a fact that corroborates Jameson’s 

knowledge of picturesque sketching techniques.  

Gilpin emphasized the importance of the initial 

sketch, according to Bermingham, because he believed that 

through its immediacy it was able to recall the presence of 

the artist; the emotions of the artist present in the roughness 

of the markings.150 Further, “since part of the popular 

picturesque pursuit involved preserving an accurate record of 

one’s discovery of scenic beauty” artist-travelers relied upon 

these mediums for their immediacy.151 With the move towards “recording nature in its 

most immediate, transient state,”152 the picturesque managed to capture the expressive, 

disordered affective qualities of the landscape through its more natural qualities.153 For 

instance, take the markings in the foreground of Jameson’s Inn at the Entrance of Creek 
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Road, July 11 – On the Road to Chatham, Canada (plate 22). Roughly sketched, they 

outline the undulations of the ground. However, they are also a sign of the artist herself – 

a marker of her presence and of her response to the scene. The expressiveness of the 

markings in the foreground contrast with Jameson’s depiction of the inn in the middle 

distance; its detailed rendering along with its central placement signal it as the subject of 

her documentation. Additionally, the fence is interesting when seen through a picturesque 

lens: the fence does not serve the purpose of enclosure and functions in the same manner 

as picturesque ruins. That is, it enforces the idea that despite ongoing efforts to develop 

the land, it remains wild and unbounded. 

  

In significant respects, then, Jameson’s sketches of Canada conform in one way or 

another to Gilpin’s picturesque.  There are gendered implications to this observation, for 

while the picturesque was an activity enjoyed by both men and women at the moment of 

its inception, over time it had become an activity closely associated with femininity. 

According to Bermingham, this was partly due to Gilpin’s targeting of the emerging 

female market.154 It was also a result of the close associations between the picturesque 

cultivation of nature and the social constraints imposed on women in nineteenth century 

Britain. The clear rules governing the behavior of women in Victorian England echo the 

exacting requirements of what constitutes a picturesque landscape; like the landscape, 

women were considered objects to be admired, and as such had to conform to 

expectations. In the nineteenth-century, drawing was considered a “suitable undertaking 

or genteel hobby for young women,” and drawing lessons were often framed around the 
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picturesque.155 Therefore, it was not unusual for women to turn to picturesque drawing 

manuals – geared towards amateur artists – for educational purposes.156 Growing up a 

member of the English middle-class in the early nineteenth century, Jameson was likely 

instructed in picturesque concepts;157 its pervasiveness would have been difficult to 

ignore. Jameson’s embrace of the picturesque is thus closely allied to her concern to 

maintain and assert her feminine position within colonial travel. 

Yet there were important ways in which the picturesque was not well suited to 

women with cultural ambitions, such as Jameson. Despite the probability of a picturesque 

education, women such as Jameson were not meant to be trained professionals,158 As 

Michael Rosenthal suggests, “women were encouraged to sketch in landscape, but within 

limits.”159 Andrew Hemingway, who states that eighteenth and nineteenth century women 

were encouraged to express themselves “in watercolor rather than oil, and in topography 

and not historical or poetic subjects,” reinforces this idea.160 Such limitations on the 
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capabilities of women helped keep gender (and artistic) hierarchies intact, despite the 

democratization of the art established in picturesque sketching. Furthermore, it was 

anticipated that women were to be satisfied with their amateur status, though this was not 

the case for all women and some desired professional careers in the art world.161 Further, 

problems arose when women like Jameson ceased being passive objects of the gaze and 

became active agents who explored the landscape on their own accord. As travelers 

women reclaimed the gaze by performing the role of the viewer rather than the object to 

be viewed.162 Women who took part in picturesque tourism and documented their 

experience displaced normative gender roles and, as Frawley has argued, called into 

question the assumption that women were unable to “keep pace with their male 

counterparts.”163   

If Jameson’s feminist convictions and aspirations were not exactly suited to the 

picturesque, neither was the landscape she encountered. According to W.J.T Mitchell, 

visitors to colonial lands absorbed the strange and threatening elements of their new 

environments into European conventions of the picturesque – a point reinforced by 

Andrea Korda, who has described how female visitors to Canada, such as Elizabeth 

Simcoe and Elizabeth Hale, were “intent on applying their own conventions to 

descriptions of new surroundings.”164 Canada’s landscape did not easily accommodate 
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Jameson’s aesthetic baggage, however, nor did it effortlessly contain conform to her 

British femininity. Consequently, the agency that Jameson was allotted afforded through 

picturesque travel could not always be depicted through her use of Gilpin’s landscape 

formula. During her travels in Upper Canada, Jameson encountered strange and unusual 

scenes that demanded a reconsideration of her use of the picturesque as a representational 

strategy. While she continued to use the picturesque throughout, she wavered from her 

sole adherence to its principles and began to incorporate other European artistic 

conventions into her sketches. The picturesque was no longer the only pictorial 

prescription to which she ascribed. The beautiful, naturalism, and the sublime began to 

infiltrate her landscape images.  

The beautiful was a term closely associated with the philosophical writings of 

Edmund Burke, who applied “to all such qualities in things as induce in us a sense of 

affection and tenderness, or some other passion the most resembling these.”165 Beauty in 

art refers to symmetry and proportion, along with grace and rhythm. Meaning that which 

was well formed and aesthetically pleasing, the beautiful in nature involves the 

interpretation of balance and harmony. Often associated with the adoption of classical 

ideals, the beautiful in the landscape reflects the positive perceptions of the viewer. As 

Christopher Hussey points out, “all [objects] that were in any degree pleasing, attractive, 

smooth […] were called beautiful.”166  English images in Jameson’s album offer 

examples of the genre. For example, At Portsmouth, Before Embarking for New York 
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(plate 4) corresponds to the characteristics of a beautiful image. The ships in the harbor 

rest on calm waters, two large ships on the right side are counterbalanced on the left by 

one large ship and numerous small boats. Further, the airy quality of the image and the 

even tone throughout lend this image to fall within the boundaries of the beautiful. 

However, her image of Stockbridge, New York, entitled A Little Bit of Stockbridge, Nov. 

10, 1837 (plate 59) is a North American example of a beautiful image. The rolling hills 

and short rows of small houses pepper an agricultural landscape that mirrors that of the 

English countryside.  

Naturalist tendencies also infiltrate Jameson’s works in subtle ways. Before the 

advent of photography, artists played a crucial role in documenting and circulating 

knowledge about the world. Early women travelers or settlers in Canada sought to imitate 

nature in an effort to record what they saw. Jameson also took up this naturalist 

perspective in an effort to truthfully reveal the characteristics of the natural environment. 

Naturalism is a term that denotes the attempt at representing objects as they are observed 

rather than in a stylized or conceptualized manner conditioned by knowledge and 

preconceptions. Understood in a broad context, the term naturalism suggests that a work 

is representational, however, it is often used to denote a minute attention to detail. 

Jameson uses naturalism as a strategy in her work; however, it is usually coupled with her 

use of the picturesque aesthetic. Her most overt use of naturalism is in the botanical style 

illustration The Wood Apple in Blossom (plate 44). This close-up of a small aspect of 

Canada’s natural environment evokes the attention to detail most often associated with 

naturalism. This attention to detail can also be seen in other images, such as in the small 

objects scattered around the scene in Lake Huron, Night Encampment, August 6  (plate 
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46) and in the fineness of her distinctions between the different kinds of trees in The 

Widow Jones’s Where Harriet Martineau Lodged at Lenox (plate 54).  

Jameson also incorporated the sublime into her sketches; however, its use was 

often subtle, so as to not compromise her femininity. According to Hussey, Burke 

believed: “all that aroused passions connected with fear, infinity, difficulty, or pain 

appealed to the other, and were sublime.”167 Jameson articulates both her fear and her 

fascination with the unknown through the incorporation of the sublime into her work.  

One example stands out in defiant contrast to her gendered identity: Table Rock, June 26 

(plate 14). While Niagara Falls – a decidedly sublime subject matter – is the focus of two 

other sketches, Jameson did not represent them using a sublime aesthetic. Rather, both 

American Falls, June 15 (plate 12) and The Crescent Falls (plate 13) are sketched in 

picturesque fashion. Table Rock is Jameson’s most subversive incorporation of the 

sublime into her work as a strategy to represent her emotional state at that moment. 

According to Edmund Burke, “whatever is fitted in any sort to excite the ideas of pain, 

and danger, that is to say, whatever is in any sort terrible, or is conversant about terrible 

objects, or operates in any manner analogous to terror, is a source of the sublime; that is, 

it is productive of the strongest emotion which the mind is capable of feeling.”168 In 

Table Rock a figure is placed on a precipice, under which lies the torrent of Niagara, thus 

corresponding to the ideas of terror and danger in Burke’s sublime. However, the 

placement of a figure on this ledge does something else, which I argue is more 

productive: The viewer is placed on a prospect, “a vantage-point from which one may 
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compose or order the elements” of a landscape.169 Unlike her two other images of 

Niagara Falls, in which she places the figures below the torrent, far away from danger yet 

in a submissive position with respect to the falls, in Table Rock she provides the figure – 

that arguably represents the artist herself – with a position of power.170 Jameson’s use of 

the sublime is an undermining tactic that functions as a re-interpretation of the 

picturesque to suit the new landscape considerations of the new world. Further, according 

to Kirk Pillow, the “sublimity of a work of art lies in its richness as a focal site of 

unbounded meanings and possible interpretive elaborations.”171 The feeling of the 

unbound can be read in Table Rock through Jameson’s illustration of the figure looking 

into the distance, over the waterfall – the source of the sublime. 

Jameson’s use of multiple aesthetic conventions to represent Canada’s landscape 

is not terribly unusual. According to Brian Foss, in North America the picturesque was 

considered a flexible aesthetic category.172 Although Foss reinforces the notion that the 

picturesque was used by British visitors as a taming device and as a means to feel ‘at 

home,’ through the imposition of the familiarity of the British Empire on Canada’s 

landscape, he suggests that it was also adapted in the face of new landscape 

characteristics. This idea echoes the ideas of Jacqueline M. Labbe, who argues that the 
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picturesque was “an aesthetic category large enough to contain multitudes,”173 and 

suggests that it was able “to contain itself and [to] remake itself.”174 When applied to the 

Canadian landscape, British artistic conventions helped establish “a continuity of 

tradition from the Old World to the New,” however, their parameters were often altered 

out of a concern for the establishment of a unique cultural identity.175 Representations of 

the Canadian landscape require a complexity of vision, and this leads to the blurring of 

the definition of the picturesque. Therefore, the picturesque is both a polyvalent and 

porous term with respect to Canadian landscape representations: it is polyvalent in that is 

acknowledges its unique characteristics while imposing pastoral ideals central to 

picturesque concerns in Britain.176 It is also porous as it allows for the incorporation of 

other aesthetic principals into its parameters.  

These complexities manifest themselves in Jameson’s sketches through her 

application of naturalistic and sublime principles to her mostly picturesque sketches. 

Jameson refashions Gilpin’s picturesque in order to incorporate broad range of 

landscapes into her sketches through the use of multiple artistic genres. Further, the 

combination of genres in Jameson’s work can be likened to Jameson’s attempt to 

understand Canada’s landscape and her changing subjectivity. The flexibility of the 

picturesque allows Jameson to cross over into a different order of experience and to 

manipulate her marginal position as a woman in colonial society. Her alterations to the 
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picturesque through the incorporation of other European aesthetic theories allowed her to 

represent her various experiences in a convincing manner.  

In her use of multiple theories Anna Jameson forged a plastic relation to her 

culture’s representational guidelines. For instance, while Jameson was witness to multiple 

traditionally sublime scenarios, such as waterfalls and rapids, she did not represent them 

all in typically sublime fashion; many of the sublime situations she came across she 

decided to represent in a picturesque manner. Take, for example, Journey to Niagara, 

Along the Shores of Lake Ontario, January 1837 (1837) (plate 8) and Talbot Road to 

Niagara, January 25 (1837) (plate 7). Both images oscillate between the sublime and the 

picturesque. On one hand, the forest is a sublime setting – the trees are dark and 

foreboding, the landscape is blasted and uninviting. Further, the trees project an image of 

danger and the unknown. However, the overall impression of the image is picturesque. 

Jameson, represented traveling by sleigh, is not shown directly within the forest; in 

Journey to Niagara she is shown in a clearing and in Talbot Road to Niagara she is 

traveling on a road that borders a pine forest. The trees themselves are characterized only 

by the vastness and greatness associated with Burke’s theory on the sublime, however, 

the overall impression of the image is associated with Gilpin’s picturesque.  

The relationship between the sublime and the forest is an interesting one because 

it demonstrates the flexible accommodation of different aesthetic strategies. Although the 

forest is conducive to the fear and darkness attributed to the sublime, the forest was, in 

fact, absent from definitions formulated in early aesthetic reflections of the sublime: 

“neither Edmund Burke or Immanuel Kant mentions the forest in particular as a place for 
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experiencing the sublime.”177 The absence of the forest in definitions of the sublime is 

important when compared to Jameson’s semi-sublime renderings of the forest. The fact 

that she kept her images well within the realm of the picturesque echoes the absence of 

the forest within definitions of the sublime. However, the edge of the forests in both 

Journey to Niagara and Talbot Road to Niagara function as thresholds between her fear 

and apprehension and her desire for adventure and the excitement she associated with her 

travels.   

In discussing Benjamin Baltzly’s photograph 

Forest Trees on the North Thomson River, 165 Miles 

Above Kamloops (1871) (figure 3) François-Marc 

Gagnon suggests that in this image “the viewer sees no 

limit to the trees, neither at the right, the left nor in the 

distance,” as if he left the viewer in the “middle of the 

woods and removed all the reference points that might 

orient us.”178 The infinite character of the forest 

described by Gagnon is referenced in Journey to 

Niagara (plate 8) and Talbot Road (plate 7). Each sketch depicts carriages moving along 

a cleared path, flanked by the dark and foreboding forest. These sketches encompass 

Burke’s idea that: “in utter darkness, it is impossible to know in what degree of safety we 

stand; we are ignorant of the objects that surround us.”179 The density of the forest stops 
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Jameson, as well as the viewers of her sketches, from truly witnessing the character of the 

land; the forest limits one’s perspective. Importantly, however, Jameson is not lost or 

embedded within the trees themselves, but travels alongside them, skirting the fear 

associated with being lost and only evoking them as a reflection of the overall feelings of 

being lost and isolated that she experienced in Canada during the winter months. The 

action in each image is in the light middle ground area, recalling Gilpin’s picturesque 

formula that places the subject in the center of the image. The forest in both images 

visually divides them into dark and light: on one hand, the ostensibly civilizing of the 

Canadian wilderness – the felled trees – on the other, the unknown wilderness.  

As these examples might suggest, Anna Jameson’s continuing reliance on the 

aestheticizing lens of the picturesque was Jameson’s attempt to secure a safe position 

from which to view the landscape. When seen in this light, the picturesque can then be 

read as a barrier that allowed Jameson to protect her femininity while representing the 

more threatening aspects of Canada’s wilderness landscape. However, over the course of 

her travels, un-feminine, foreboding and dangerous aspects of Canada began to infiltrate 

the picturesque boundary Jameson established between the landscape and herself. 

Jameson began to abandon solely picturesque framing techniques in an attempt to 

emphasize the landscape that was directly in front of her. Also, it seems that her subtle 

abandonment of the picturesque formula is correlated to her ongoing familiarity with 

Canada’s backwoods; increased familiarity with the country’s landscape allowed her to 

let down her guard. Thus, she did not require the complete protection of the picturesque 

aesthetic and she was better able to incorporate unconventional landscape elements into 

her sketches. 
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Jameson used the picturesque as a visual refuge from Canada’s harsh landscape 

characteristics. Interestingly, her depiction of physical refuges in her sketches is 

correlated to her use of the picturesque as a safe representational strategy in Canada. 

Traditionally, physical symbols of refuge are caves and ravines, for example. Though, 

according to Jay Appleton, there are other, more artificial types of refuges. For instance, 

Appleton suggests that boats are a highly specialized refuge from environmental 

dangers.180 When considered in regards to Jameson’s sketches, her modes of transport 

can be seen as a refuge from Canada’s landscape at the same time as it represents escape 

from her confinement in Toronto. Take for instance The Canoe on Lake Huron (plate 41). 

The boat in this image is a symbol of refuge from the vastness of Canada’s wilderness 

landscape. Jameson further separates herself from the environmental dangers by veiling 

the image with picturesque conventions. Moreover, the indeterminacy of the nature in 

this image denies any associations with danger, and consequently with the sublime 

characteristics of Canada’s landscape connected to the immensity of the Great Lakes. 

However, throughout the course of her travels, Jameson allowed herself to visually 

engage with Canada’s more threatening attributes. Take, for example The Quebec Going 

Round St-Catherine’s Point, March 2, 1838 (plate 65). Comparable to traditional marine 

paintings and the corresponding urge to “represent violent action and emotional crisis 

with a corresponding force of expression”181 derived from storms and the sea, the overall 

impression of this image oscillates between the picturesque and the sublime. The sublime 

is conveyed through her rendering of the sky and sea; their illustrations suggest both the 
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power and unpredictability of nature. However, this image – the last in her series of 

drawings from her Canadian tour – evokes the idea of refuge while breaking significantly 

from Gilpin’s picturesque. The idea of refuge here, unlike in The Canoe on Lake Huron, 

is distinctly that of a shelter from the sublime characteristics of nature. She protects 

herself through her depiction of the ship, but engages with her threatening surroundings 

without concealing them in a picturesque fashion. The ship is a physical boundary 

between herself and the environment that allows her to depict the reality of the situation 

all the while protecting her self from it. The boat is the strongest symbol of refuge in this 

sketch, “rendered more potent by the immediacy of its exposure to hazard.”182 

In contrast to her use of the picturesque as symbolic of a refuge, Jameson relied 

on the prospect as a means to symbolically expose the country’s un-picturesque, oft 

sublime, qualities. Most simply, prospects are “views actually achieved by the observer 

from his position of observation.”183 However, as Appleton describes, there can also be 

indirect prospects that are “symbolically suggestive” of the prospect itself. Jameson 

refers both directly and indirectly to the prospect. Take, for instance, Voyage with Mrs. 

Schoolcraft from Mackinaw to the Sault Ste-Marie (plate 35) in which she intertwines the 

ideas of prospect and refuge. Again, the boat in this sketch is symbolic of refuge from 

Canada’s vast wilderness landscape. However, the mast and sails are evocative of the 

prospect. According to Appleton, “masts and sails, like all objects which reach up 

towards the sky, are suggestive of the promise of ‘prospect’,”184 While Voyage with Mrs. 
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Schoolcraft is undeniably picturesque, the mast of the ship is tinged with the idea of the 

prospect, which is associated with Burke’s sublime.  

 The prospect is an important sign of Jameson’s ongoing understanding of Canada’s 

natural environment. Her strongest illusions to the sublime – and to the idea of the 

prospect – can be found in her discussions of Niagara Falls. Jameson writes of Niagara: 

“Wherever we stood we were on unsafe ground […] I was very fearful, and 
yet I could not tear myself away, but remained on the Table Rock, even on 
the very edge of it, till a kind of dreamy fascination came over me; the 
constant thunder, and might and movement of the lapsing waters, held all 
my vital spirits bound up as by a spell.”185  
 

This passage encompasses a sublime attitude towards the landscape linked to her inability 

to tear herself away from a dangerous situation. However, this passage is also evocative 

of Jameson’s attempt to take up a position of ownership, an idea that distinguishes her 

from Victorian femininity. Interesting here is the connection between the prospect and 

Jameson’s femininity. According to Labbe, the prospect view was primarily associated 

with the male mind, which in the eighteenth and nineteenth centuries was seen as 

unconfined, as opposed to the female mind that was believed to welcome confinement as 

its natural state.186 However, in her deconstruction of the prospect view, Labbe argues 

that women were in fact not excluded from the prospect view despite its obviously 

masculine connotations. She states that women artists and writers are able to take back 

the prospect and use it as a tool to oppose the legitimacy of masculine viewpoints, as “the 

existence of such a standard does not preclude dissenting voices; indeed, it may even 
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encourage them.”187 Sublime experiences associated with the masculine prospect view 

are adopted and transformed by woman artists within picturesque approaches to nature. 

The absorption of sublime elements such as the prospect view into the picturesque allows 

Jameson’s artworks to function as a subversively feminized experience. According to 

Labbe, the incorporation of the sublime into the picturesque appropriates “the power 

thought inherent in the sublime,” and that this “represents a cultural reshuffling of 

standardized visualities.”188 The edge of the precipice characteristic of the prospect view 

is important relative to her identity and symbolizes her choice between her multiple 

selves. On one hand it signifies her apprehension at the beginning of an arduous and not 

typically feminine voyage, and on the other it is representative of her leap into the liberty 

of the sublime. 

 Jameson’s Victorian femininity is a predominant reason for her continued reliance 

on the aesthetic of the picturesque, despite her incursions into other aesthetic genres, 

most notably that of the picturesque. However, the blending of European aesthetic genres 

into the picturesque itself was Jameson’s attempt to reorganize standard feminine 

visualities in order to articulate her identity as a pioneer traveler in Canada. This is most 

evident in her dichotomous discussions of Niagara, which I believe is echoed in her 

renderings of the Falls themselves. In one journal entry she describes Niagara at once as 

deep-voiced, thunderous, awful, whirling, tremendous and mysterious, as well as  “fleecy 

folds of spray, over which floated a soft, sleepy gleam” within the midst of which she 
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found herself in “deep, deep repose,” and “lost in a thousand reveries.”189 These 

descriptions along with her image Table Rock present two divergent representations of 

her selfhood. Niagara’s mysterious, imposing and impressive characteristics that were on 

one had fearful in Jameson’s eyes were also magnetic and delicately mesmerizing. I 

believe that this is a result of her dual subject positions: a Victorian lady and a colonial 

traveler. Further, her visual representations of Niagara Falls as sublime as well as 

picturesque reinforces her negotiation of her opposing selfhoods. Her nontraditional role 

as explorer and recorder subverts – or redefines – appropriate feminine roles. Jameson’s 

inability to represent Canada within picturesque terms is linked to the failure of the 

picturesque to adequate correspond to the characteristics of the Canadian landscape. 

However, it is also representative of Jameson’s growing acceptance of Canada’s different 

characteristics as well as her understanding of herself as more than a woman without a 

purpose in Canada.  

 In her short 1986 article entitled “‘Sublime Desolation’” European Art and 

Jameson’s Perceptions of Canada,” Lorraine York states that the “sublime and the 

picturesque function as major portions of [Jameson’s] mental ‘gestalt’” suggesting that 

their theories influenced Winter Studies and Summer Rambles in Canada and her 

sketches.190 This is true, however Jameson’s reliance on the sublime as a representational 

strategy – like her use of the picturesque – is not as straightforward as York asserts. The 

sublime, in Jameson’s work, is used, according to York, to represent the “sublime 

desolation” of Canada’s landscape. However, her use of the sublime is not so easily 
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defined. Jameson, in my opinion, does not use the sublime to convey Canada’s 

desolation. She does, however, use it to attempt to understand her tumultuous relationship 

to the landscape. The sublime for Jameson is a way of understanding. Jameson 

incorporates the sublime into her picturesque images, but does not replace picturesque 

characteristics with purely sublime attributes. Her use of the sublime can be interpreted in 

a multitude of ways, all coming together to represent her internal negotiations of the 

physical world and her relationship to her surroundings. The incorporation of multiple 

attributes into one image could be interpreted both as an attempt to understand the 

landscape as she saw it and a response to her familiarization with that landscape, a 

growing understanding of nature and her relationship to the land.  

 Jameson’s use of multiple European aesthetic conventions in her representations 

of Canada’s landscape has its roots in the disparity between the cultural baggage of her 

femininity and her new social and cultural environments. Jameson’s training in polite 

accomplishments like pencil and watercolor sketching when applied to her 

representations of the new world are reflective of her subjective experience and gendered 

identity.191 In order to express the full extent of her developing selfhood while traveling 

through Upper Canada, Jameson had no choice but to draw from European aesthetic 

conventions. It is evident that she knew that her experiences could not snugly fit within 

the boundaries of the picturesque, however, it is also clear that she was unsure which 

theory’s to rely on in order to convey the breadth of her voyage.  

 Jameson’s use of naturalism – a documentary style of representing colonial 

landscapes – is evidence of her attempt to fit within the boundaries of imperialism and of 
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her endeavor to produce a truthful record of her experience. Her use of the beautiful is a 

classical example of attempting to present herself as a woman, in complete contrast to 

Canada’s colonial context. Most notably, Jameson’s utilization of the sublime is 

reflective of her struggle to negotiate her European (feminine) artistic baggage with 

Canada’s unusual landscape characteristics. The flexibility of the picturesque allows her 

to do this as a means of exploring the idea of the self in a strange land. 

 

 Imagination was another factor in Jameson’s struggle to represent Canada both 

objectively as well as in a way that would be reflective of her European femininity. 

Imagination played a large part in Jameson’s interpretation of the landscape. According 

to Emily Brady “imaginative and affective components build upon the sensuous to 

broaden and deepen aesthetic engagement.”192 Imaginative and affective components in 

nature relate to Jameson’s emotional status and had an effect on her perception and her 

representations of Canada’s wilderness.  However, imagination complicates ideology and 

further obscures representations. Coupled with her use of picturesque sketching 

techniques, imagination forms another layer of Jameson’s engagement with the world.  

Jameson likens her active imagination to her appreciation of books suggesting 

that she admired them “for some especial image or picture that I had picked out of them 

and assimilated to my own mind and mixed up with my own life.”193 This notion emerges 

in her analysis of literary works, such as those by Goethe and Eckermann, and in 
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passages from books and poems by such authors as Wordsworth, Edmund Spencer and 

Joanna Baillie in her travel journal, which lay the foundation for her opinions.194  

Jameson’s imagination is not relegated to the world of literature, however, and is 

revealed in her discussions of art, most specifically in her quotation of Goethe a propos 

Claude Lorraine. Jameson quotes Goethe: 

[Claude Lorraine’s] pictures have the highest possible truth, and not a 
trace of reality; he knew the real world in its minutest details, and used 
these details as a means to express the fairer world within his own soul; 
and that is the true ideal, where real means are so used that the apparent 
truth shall produce an illusion, as if it were reality.195 

 
Jameson’s inclusion of this quotation in Winter Studies and Summer Rambles in Canada 

is not accidental, as she believed Goethe to be “the greatest critic and connoisseur [of art 

and artists] of his country and age.”196 What is significant about Goethe’s comment is his 

assertion that detail is able to produce an illusion of reality and express intangible 

thoughts and feelings; how, if handled correctly, illusions can come across as factual. 

Goethe’s statement that Lorraine’s pictures are truthful but do not contain a trace of 

reality further blurs the boundaries between fact and fiction. The blurring between fact 

and fiction can be found in Jameson’s sketches. The factuality of her images is 

punctuated by fiction that resulted, in my opinion, from her internal negotiations between 

her femininity and imperial identities.  

                                                
194 For examples, Jameson chose an epigraph from Edmund Spencer’s Faerie Queen, a romantic and 
imaginative literary work, to begin her Canadian journal. 
 
195 Goethe quoted in Jameson, Winter Studies and Summer Rambles in Canada, 141. 
 
196 Jameson, Winter Studies and Summer Rambles in Canada, 141. 
Jameson stated that she regretted leaving many of his passages unnoted in Winter Studies and Summer 
Rambles in Canada. 
 



 80 

 The negotiation between reality and the imagination is intimately related to the 

perception of the viewer. Jameson questions perception in Winter Studies and Summer 

Rambles in Canada: “How far are our perceptions confined to our outward senses? Can 

anyone tell? – for that our perceptions are not wholly confined to impressions taken in by 

the outward sense seems the only one thing proved; and are such sensible impressions the 

only real ones?”197 Jameson’s statement brings to the fore the idea that there is not one 

truth. Truth can legitimately be found in illusion; it is not confined to reality. Something 

may be interpreted in one way in reality, but completely differently with regards to 

imagination. 

 Jameson goes back to the notion of perception often. A poignant example is when 

she recounts a dream. “I dreamed I was reading a volume of German tales” she wrote, 

“[and] it seemed as if, by a strange, dream-like, double power of perception, not only the 

words before me, but the forms and feelings they expressed, became visible and palpable 

to sense.”198 This statement suggests that she believed there to be more to representation 

than what lies on the surface. The double power of perception that she refers to as dream-

like can be used as a means to interpret her sketches. Her sketches act as a visual 

materialization of dual perception. Her images are both naturalistic and topographical 

drawings that represent the physical world as well as illustrations of her thoughts, beliefs 

and understanding of that world and her place within it.  
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Judith Johnson suggests “detailed and careful research is always Jameson’s 

method and lends to her writing an authority and precision.”199 However, this does not 

prevent her imagination from infiltrating her images. Like her use of the picturesque, 

Jameson carefully combined reality with her imagination so that on the surface the 

documentary style of her images remained untarnished, thus echoing Clara Thomas’s 

statement that Jameson “walked a fine line […] between writing a frank, truthful and 

saleable account and one which might hurt her [reputation].”200  

There are two categories of imagination through which Jameson’s visual 

representations of Canada can be understood: sensory and creative. Sensory imagination 

refers to “the mental power that makes our experience of objects coherent by ‘bridging 

the gap’ between concepts and sense perception […] [including] its imaging role in 

connection to memory and recollection.” 201 On the other hand, creative imagination 

describes the ability to use the 

imagination to entertain possibilities, to be inventive, to solve difficult 
problems – scientific, moral, artistic or to create fantastic scenarios such as 
those of make-believe and daydreams. […] Imagination enables us to 
reach beyond the given by bringing together the elements of experience in 
novel ways so that we can, for example, imaginatively transform ourselves 
into trees swaying in the wind.202 
 

Sensory imagination allowed Jameson to bridge the gap between her preconceived 

notions and her observations and experience in Canada. The principles of sensory 

imagination linked Jameson’s memories of travel in Europe to her new experiences as a 
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means to work out their differences. Conversely, creative imagination helped Jameson 

understand the unknown by projecting herself upon it. As I will discuss in chapter 3, for 

instance, Jameson transforms herself into water to embody its characteristics as well as to 

infuse the water with her subjectivity, knowledge and desires.  

According to Brady there is an undeniable connection between preconception and 

imagination. She suggests that “imagination depends upon our beliefs about the 

world,”203 and as such, is dependent on ideological constructs. For example, both 

Jameson’s femininity and feminist beliefs influence how she sees and how she imagines 

the world. Jameson’s imagination depends on cultural and social ideologies and her 

responses to nature are directly correlated to knowledge and belief systems. Jameson 

writes, June 27, 1837: “No one who has a single atom of imagination, can travel through 

these forest roads of Canada without being strongly impressed and excited.”204 

Statements such as this make clear the link between the imagination and physical 

experience. 

Jameson’s active imagination becomes apparent in her sketches early into her 

Canadian tour. Its most obvious illustration is in her image A Dream in Canada, the Pine 

Trees in the North Dream of the Palm Tress in the South. While this image does not 

correspond to Jameson’s textual descriptions of Canada, it does allude to her discontent 

with the country’s landscape and functions as an illustration of her loneliness and 

longing. There are many symbols at play in this sketch. Firstly, Jameson juxtaposes two 

discordant landscapes: a northern landscape on the left and an imagined tropical 
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landscape on the right. The winter landscape is a representation of her physical location 

and the southern landscape on the right is an illustration of her imaginative relocation. 

The juxtaposition is stark: on one hand Canada is seen as dark, foreboding, unpleasant as 

well as dangerous, drawing on the sublime to impress its negative characteristics upon the 

viewer. On the other, the south – representative of her desire – is sunny and inviting, the 

clear sky in contrast to the stormy atmosphere in the former. Furthermore, the 

organization of the image leads the eye to the bottom right of the image, or to the 

imaginary. Hierarchically, the image could be read as a privileging of the real over the 

imaginary, as the Canadian landscape is illustrated as an ice covered precipice, which 

presides over her southern fiction. However, her imaginative depiction of a southern 

landscape is both a visual and metaphoric counterpoint to Canada, and a contemplation of 

her escape. As a result of their juxtaposition, the viewer is asked to choose between two 

worlds: one residing in the real and the other in the imagination. Also important is 

Jameson’s use of water in the image. Water, indicative of fluidity, resides in the case of 

this image in the realm of the imaginary and functions as a mirror – a reflection of 

Jameson’s desires. 

Andrew Hemingway describes art as a “category of experience, which takes 

different forms in different social orders,”205 that is “shaped through historically specific 

patterns of relations, institutions, and ideologies.”206 Hemingway delves into this issue 

further by recognizing that differences of gender and ethnicity are embedded within the 

abovementioned system and “exert a determining influence” on class and ideological 
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structures.207 He further asserts that experience and ideologies contribute to the formation 

of different subjectivities and that “individuals almost invariably hold contradictory 

positions.”208 To extend this idea, I would like to draw on his ideas concerning the 

interpretation of images: “Given the range of ideologies which might be drawn on in any 

act of interpretation […], and the different interests they could serve, it follows that 

images have no single meaning.”209 Interpreted in different ways, Jameson’s images 

serve several ideological functions. Her use of the sublime, for instance, serves a specific 

ideological function: as an escape from her femininity and a way in which to express her 

subjectivity while undermining the status quo. Significantly, integrated into these 

different theories of representation is the importance of the imagination. In his enquiry, 

Burke recognizes “the ability of the imagination to transform people’s understandings of 

themselves and society.”210 Further, Burke believed that “the power of imagination is 

incapable of producing any thing absolutely new; it can only vary the disposition of those 

ideas which it has received from the senses,”211 suggesting that the imagination is 

dependent on experience. However, James T. Boulton makes clear that it is a “faulty 
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assumption that “the realities” remain unchanged when they are transmuted unto art,” 212 

meaning that experience is not necessarily directly translated into artistic representation, 

but rather, artistic representations of the world are mediated by imagination. The effects 

of the senses and the imagination in Jameson’s sketches are apparent in her uses of the 

sublime and the picturesque throughout her body of work.  Burke emphasizes that, “the 

activity of mind in making ideas and the influence of these upon conduct.”213 Therefore, 

imagination exerts a certain amount of control upon action, suggesting, in the case of 

Jameson, that her sketches are a reflection of her ideas about the world and not simply 

faithful reproductions about that world. In the aforementioned example, A Dream in 

Canada, Anna Jameson presents to the viewer her struggle with her new Canadian, 

wilderness, surroundings, as well as her desire to be somewhere completely different.  

 According to Burke, “astonishment […] is the effect of the sublime in its highest 

degree; the inferior effects are admiration, reverence and respect.”214These passions arise 

when “pain threatens […] from a relatively safe distance, and which combines feelings of 

sobriety, awe, and ‘tranquility shadowed with horror.’”215 This language is found most 

often in her descriptions of bodies of water in her travel journal, and acts as a contrast to 

her feminine use of the picturesque and the integration of the masculine sublime in her 

work. Notably, it is important to remember the fact that both the sublime and the 
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picturesque are gendered, thus any attempt to use them has to be taken in context, not 

only with the image, but also with the user.  

 In her journal entry on July 29, 1837, Jameson writes about her departure from 

Mackinaw. While at Mackinaw, Jameson was offered the opportunity to travel to the 

Sault on a Canadian bateau, rowed by five voyageurs accompanied by her friend Mrs. 

Schoolcraft and children.216 She describes her journey:  

I cannot, I dare not, attempt to describe to you the strange sensation one 
has, thus thrown for a time beyond the bounds of civilized humanity, or 
indeed any humanity; nor the wild yet solemn reveries which come over 
one in the midst of this wilderness of woods and waters. All was so 
solitary, so grand in its solitude as if nature unviolated [sic] sufficed to 
herself. Two days and nights the solitude was unbroken; not a trace of 
social life, not a human being, not a canoe, not even a deserted wigwam, 
met our view. Our little boat held on its way over the placid lake and 
among green tufted islands;217  
 

This passage can be compared to Jameson’s sketch Voyage with Mrs. Schoolcraft from 

Mackinaw to the Sault Ste-Marie (1837) (plate 35). While in this case her image 

corresponds to her textual description of her trip there is more to the image than acting as 

a simple record of fact. The placidity of the lake mentioned in her journal entry is echoed 

in her sketch. By providing the water with a state of being Jameson projects upon it her 

emotional response to nature. While the factual nature of the image is confirmed in her 

text through her mention of the Island of St-Joseph, which is depicted in the image, this 

image has an interesting subtext. She stated that there were no other signs of life, no other 

boats, no human presence of any kind on her journey between Mackinaw and St-Joseph; 

however, in the image there is a boat. This boat is a representation of the Canadian 
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bateau in which she traveled. The sails are up, just like she mentioned previously in her 

journal entry – “having rowed about a mile from the shore, the little square sail was 

hoisted,”218 – and there are a number of figures on the boat, thus representing, albeit 

ambiguously, her fellow travelers. Further, while she describes the solitude of nature she 

was not alone. This can be compared to the Sublime as described by Burke. Although this 

image is anything but sublime in its content, the idea of being alone in nature corresponds 

to Burke’s ideal sublime in which solitude was a prerequisite. The river is a sign of both 

her emotional and physical seclusion.  

Further, the boat is a sign that marks that Jameson was there. However, since the 

island at which they docked, St-Joseph, is illustrated in the image, as well as the fact that 

the boat is not anchored and there are people represented in the image, it can be deduced 

that she drew the boat from memory. This image blends both picturesque and naturalistic 

tendencies by conforming, at least partially, to both their theories. However, the image 

departs from naturalism through the artist’s use of her imagination in its construction. 

Jameson added the image of the boat to the images composition – she was on the boat 

and therefore unable to sketch it from observation. Thus, she drew the boat – a signifier 

of her presence – from memory. According to Gilpin, such an addition to an image 

should be interpreted as an imaginary figure that transformed a beautiful landscape into a 

picturesque landscape.219 According to Gilpin: 

 The imagination, active and alert, collects its scattered ideas, transposes, 
combines, and shifts them into a thousand forms, producing such exquisite 
scenes, such sublime arrangements, such glow, and harmony of colouring, 
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such brilliant lights, such depth, and clearness of shadow, as equally foil 
description, and every attempt of artificial colouring.220  
 

If we let the imagination loose it has the ability to transport landscape elements to any 

scene where they do not exist. While the boat did exist in reality, Jameson was not able to 

see it in such perspective. However, by placing it in the image in such a way she was able 

to imbue her sketch with her personal narrative. According to Gilpin “sketches are either 

taken from the imagination, or from nature,” and that sketches made from the imaginary 

are very valuable.221 Accordingly, he believed that artists accustomed to picturesque 

ideas could “take up the half-formed images […] [and] give them new creation.”222 

Jameson does this in order to insert herself into the image.  

Another way in which this sketch departs from traditional picturesque images is 

that the foreground has been eliminated. There is no indistinct, dark foreground to frame 

the scene and to lead the view to the subject. In this case the viewer is placed within the 

image itself, as the water begins right at the edge of the image. The water in the case of 

this image not only leads the viewer to an important aspect of the image (Jameson as 

represented by the boat in the image as well as the island in which they are about to dock) 

but the water is the subject. While Gilpin states that in the appendages of the composition 

there must be a mixture of rough objects or there will be a want of contrast.223 

Furthermore, while he believes that the foreground is not a main feature of the scene, it is 
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essential in forming a composition, and is important towards its overall picturesque 

nature, as composition is the foundation of picturesque beauty.224  

Also noteworthy is that the distinction between the picturesque and the natural 

was not entirely clear-cut and that the blending of genres is essential because: “the 

imitation of nature in itself can not possibly provide the sole aim of painting,”225 and the 

use of the picturesque allows her work to be read as more than truthful representations of 

natural phenomena; as truthful representations of the self. While she stated in Winter 

Studies and Summer Rambles in Canada that in the winter, the wilderness is a “ghost of 

herself” and “wholly independent of art” she does not cease to represent the landscape in 

picturesque terms. This statement highlights her belief in the truth and naturalism as well 

as picturesque theories of representation. The blending of genres in her work is possible 

only because travel allowed her the freedom of self-discovery. 

 
In this chapter I have sought to demonstrate that Jameson’s picturesque sketches 

are evidence of her interactions with Canada’s landscapes and the collision between its 

geography and her British femininity, and that they therefore function as a portrait of her 

subjective experience. Jameson’s use of picturesque sketching techniques as an attempt to 

fit Canada’s wilderness within British landscape traditions is evident in the bulk of her 

sketches, however, her modifications of its principles are a manifestation of her changing 

perspectives over the course of her travels. The imagination also had an effect on 

Jameson’s interpretation of the landscape, adding a distinctly reflexive layer to her 

Canadian production. Through her use of multiple European conventions as well as in her 
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bridging of the real and the imaginary, Anna Jameson was able to affirm both her 

womanhood as well as her place within the discourse of colonialism. 
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CHAPTER 3: The Water Theme in Jameson’s Canadian Sketches 

 
Before I tell you where I am now, I must take you over the 
ground, or rather over the water.226  

 
 

 Water figured prominently in Jameson's Canadian experience: she traveled to 

Canada on the Ontario, a ship based out of Portsmouth, England, journeyed from New 

York to Toronto in the winter by ice-breaker and later voyaged through Upper Canada’s 

wilderness by steamboat, bateau and canoe.227 Water allowed her greater mobility, and 

the ability to travel mostly unencumbered over vast swaths of Canada’s backcountry. 

Therefore, it is not surprising that it is featured prominently in Jameson’s sketches. 

Strikingly, water appears in 47 out of the 65 sketches, or 72% of what I consider to be her 

North American production. Most notably, though, is that Jameson’s treatment of water 

chronicles more than her movements in Canada; it carries with it her emotional responses 

to nature and her changing perspectives.  

As David Cordingly suggests in his analysis of the marine painting tradition, 

water “gave [artists] an opportunity to portray man’s struggle against the elements.”228 

Water functioned as a source of inspiration, but its representation has also historically 

been taken as an opportunity for artists to illustrate emotion through the medium of one 

of nature’s most powerful elements. In this chapter I will argue that different forms of 

water, such as lakes, rivers, oceans, rapids and waterfalls, offered Jameson a similar 
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opportunity to convey her own emotions. In addition, the condition under which she 

captured them, stormy or placid, for instance, is an added layer of significance. Water 

acts as a fluid play of signs; it is the agent through which Jameson expresses herself, her 

transformation in Canada and her changing relationship with the country’s geography and 

the evolution of her subjectivity. My aim is to examine the affective nature of Jameson’s 

images and consider the correlation between nature’s moods and her emotional states 

while traveling in Upper Canada. By discussing Jameson’s treatment of water in her 

sketches, I am able to construct a more complete reflection of her subjective 

development.  

   

Anna Jameson descended the “glancing, dancing rapids,” of the Falls of St. Mary 

“with a whirl and a splash!” dodging obstacles at sharp angles and squeezing through 

impossibly tight rock-walled passages.229 She felt brave in her actions, declaring: “ I was 

the first European female who had ever performed [this descent].”230 Jameson reinforced 

this claim by stressing the positive reactions of others, suggesting that the First Nations 

people with whom she traveled – “My Indians” – were “enchanted,” by her courage, 

despite the fact that they had presumably traveled that same route many times.231  So 

delighted were they, that they bestowed her with the name wah,sàh,ge,wah,nó,quà, which 

means the woman of the bright foam.232 Given to her late in her tour of Upper Canada, 
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this designation is the culmination of the symbolic connection between Jameson and the 

landscape and is the pinnacle of the symbiotic relationship between her emotions and 

nature’s moods.   

By taking on the name the woman of the bright foam, Jameson removes any 

distinction between herself and nature; she is of the water, arguably nature’s most 

emotive element. Although at no other instance in Winter Studies and Summer Rambles 

in Canada does Jameson fuse her self with nature in such a direct manner, she repeatedly 

reasserts both her physical and psychological connections to Canada’s landscape. 

Importantly, Jameson was able to use nature’s characteristics as a vehicle for her 

emotions because of the similarities between nature’s moods and her own.  

In her article “Nature’s Moods,” J.M. Howarth explores the connection between 

nature’s moods and our selves.  She proposes two things: firstly, that we can come to a 

greater understanding of our moods through the aesthetic appreciation of nature, and 

secondly, that we can better understand nature by discovering resemblances between 

nature’s moods and ourselves.233 Due to this reciprocity, it is difficult to divorce nature’s 

moods from our emotions, especially when, as Brady states,  “emotion qualities in 

nature” reflect “our own behavior when we are feeling the same emotion.”234  

According to Brady, “it is often the case that natural expression will influence our 

moods or determine them altogether.”235 For instance, if there is a storm brewing it is 
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likely that those caught in the bad weather will be displeased or agitated. Most notable, 

however, is that people also respond to natural phenomena by imposing their own 

emotions onto the scene. This is possible, according to Ronald Hepburn, because nature’s 

emotional qualities are easily “describable in the vocabulary of ordinary human moods 

and feelings – melancholy, exuberance, placidity.”236 By projecting human emotions onto 

the natural landscape, one is interpreting the meaning of nature’s movements in relation 

to themselves.  

Accordingly, Howarth, suggests that moods “‘color’ everything we do, think and 

perceive.”237 Therefore, it is not unusual that “when in a mood, one seeks out, attends to 

or focuses on, features of one’s environment which form an ‘appropriate’ backdrop, 

setting or atmosphere for the mood.”238 The natural environment, then, acts as a 

projection screen for our emotions. We seek out appropriate backdrops for our moods in 

an effort to best describe them as well as to heighten our awareness of them. For instance, 

an appropriate background for a mood of desolation would be a desolate landscape, a 

mood of excitement an excited landscape, and so forth. This is possible because, 

according to Ronald Hepburn, people actively engage with the natural environment “to 

find shapes and sounds that can be taken as the embodiment of human emotion.”239  
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In addition, Hepburn suggests that “a sky can be angry, the season melancholy, 

the brook joyful,”240 because their movements and mannerisms remind us of our own 

behavior. Human behavior, then, acts as a reference point for nature’s moods because of 

its familiar traits. Howarth suggests, we “apply emotion terms to things without minds in 

a way which can plausibly be construed as expressive,”241 thus treating nature as if it has 

a mind capable of feeling and expressing itself. The result of this is the humanization of 

nature. The projection of human emotions onto nature’s characteristics makes it possible 

to read one’s emotional state in nature for the purpose of self-exploration. But, as 

discussed by Brady, it is possible that the resemblance works both ways. Nature might be 

used as a reference point for human behavior – for example, he stormed out of the room – 

because human nature is inseparable from nature itself. The oscillation between the 

landscape’s natural states and the emotions of those who experience them is evidence of 

their entanglement 

While the physical landscape is capable of influencing the moods as well as 

reflecting the emotional responses of its observers, representations of that same landscape 

can also reveal the inner thoughts, feelings and struggles of the observer that are 

independent from nature itself.  Artists and writers use nature’s characteristics as means 

to divulge their internal negotiations between their environments – be they physical, 

social or cultural – and themselves. Ronald Hepburn proposes that aesthetic experiences 

of nature may evoke a range of emotions that are unrelated to the natural landscape and 

suggests that other determining factors, such as history, culture, gender, class, as well as 
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what can be described as a sense of place, have an effect on one’s emotions and, 

consequently, on one’s perception of nature.242 Artists and writers use nature’s 

characteristics as means to disclose their moods and to reflect their emotional states. 

Illustrations of nature’s moods, then, are symbolic representations of the self.  

The practice of evoking emotions (or moods) in nature was a central principal of 

Romanticism. Around the turn of the nineteenth century, there was a “growing 

fascination with the moods of nature among topographers,”243 a fascination that can also 

be discerned in the works of Romantic artists, 

John Robert Cozens (1752-1797), Joseph 

Mallord William Turner (1775-1851) and Caspar 

David Friedrich (1774-1840), for example. 

Friedrich, a German Romantic landscape painter, 

emphasized the connection between nature and 

emotion, believing that “every true work of art 

must express a distinct feeling.”244 In his famous 

Wanderer Above the Sea of Fog (1818) (figure 

4), for example Friedrich conveys both the 

mastery over a landscape due to the perspective 

of the man on the edge of a rock precipice overseeing nature, as well as the insignificance 

of the individual with respect to its environment. Since we are deprived of seeing the face 
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of the man, he does not directly communicate his emotional response; however, it is 

through nature’s characteristics that we are able to understand that the prospects that the 

man was facing were exhilarating as well as terrifying; the emotional state of the figure is 

reflected in the clouds and the earth beneath.  

As has been discussed by authors Thomas and Johnston, Jameson’s travels to 

Europe in the early nineteenth century – especially her time spent in Germany – placed 

her within a circle of the literary elite that she greatly admired. Jameson considered 

herself privileged and humbled in the presence of this literary society, which included 

Ludwig Tieck, August Wilhelm von Schlegel and Ottilie Von Goethe, the daughter-in 

law of Johann Wolfgang Von Goethe, amongst others.245 For instance, her admiration for 

authors Tieck and Schegel is evident in her writing. (She wrote: “I must learn German to 

read Tieck,” and “Pity I am married! […] I found [Schlegel] quite captivating.”246) Her 

appreciation resulted in the desire to thoroughly immerse herself in their artistic and 

literary community, which at that time was governed by a Romantic sensibility that she 

adopted wholeheartedly. Jameson’s interaction with a community of people so deeply 

entrenched in the politics of Romanticism would have undoubtedly influenced her 

interest in its principles. Further, Thomas suggests that Jameson’s travels to Germany 

“had given added impetus to her curiosity about the history of art,”247 perhaps lending to 

the accumulation of knowledge of European artistic sensibilities transferable to her 

depictions of Canada’s landscape.   
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Jameson’s Canadian travel journal has certain similarities to Tieck’s book The 

Lover of Nature; a Tale (1833), in which tells the story of Cousellor [sic] Kielmann, a 

single man who travels to the countryside from his home in the city. Tieck not only 

describes the physical movements of his protagonist, but he discusses a psychological 

shift that took place in Kielmann: ““Now,” thought the counsellor [sic] to himself, “Now, 

O Nature! Will I truly enjoy thee; all my toils and all my business will I now forget, and 

have eyes and memory for thee alone. […] I will renovate my being, and be led, as a 

child, by the hands of Beauty and Nature.”248 Further, Tieck emphasizes Kielmann’s 

continuous engagement with nature, writing that he evoked the beautiful scenes that 

awaited him in his imagination and contemplated nature “with great attention, and sought 

to stamp it upon his fancy.”249  

Parallels can be made between Tieck’s tale and Jameson’s Canadian voyage. Both 

Kielmann and Jameson experience a move from the city to the country. As well, the 

connection Tieck draws between nature and the renewal of the human spirit is also 

evident in Jameson’s Canadian travels. Moreover, Tieck’s evocation of the idea of the 

wanderer, evident in his emphasis on the connection between one’s movements through 

nature (walking specifically) and a heightened sensory awareness of one’s 

surroundings,250 can also be discerned in Jameson’s Winter Studies and Summer Rambles 

in Canada. Like Jameson, for Kielmann, nature’s effects on discovery and self-awareness 

were enhanced through its direct experience. 
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The figure of the wanderer holds a firm place in the Romantic imagination 

characteristic of nineteenth-century German literature. Andrew Cusack defines 

wandering as “traveling, primarily the action of walking, which may or may not be 

directed to a particular goal.”251 While Jameson did have a goal, her travels were 

unmediated and were without specific time constraints. In her travels, Jameson was a 

wanderer; her personal growth in Canada depended on her communion with nature, as 

well as her movements within it. Cusack suggests that: “both nature and the self develop 

in accordance with their own internal logic, and […] these processes are intimately 

connected,” meaning that the maturing of nature corresponds to the progression of human 

knowledge.252 Jameson’s psychological growth, then, is intimately tied to the processes 

of nature. Romantic impulse – which does not define a style but an expression of attitude 

– allowed artists to portray nature’s elements such as water with great intensity of mood, 

both their own and of nature itself. The use of nature to communicate emotions or 

feelings is discussed by Bermingham, who suggests that nineteenth-century artists were 

of a “generation that looked to nature as a mirror of both society and the private self.”253 

Artists such as Turner used atmospheric effects and nature’s characteristics to express 

their feelings or responses to an event or a type of scene. Artists focused on natural 

objects, such as trees, for example, in order to “create visual interest, narrative and 

mood,” and the growing emphasis on mood was related to the emergent practice of 

naturalistic observation, which was attached both to the specificities of objects and the 
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conditions under which they were seen. 254 Bermingham defines this as ‘the landscape of 

sensation’ and suggests that how a scene was viewed was dependent on the artist’s 

perception.255 Even William Gilpin, whose sketches always remained “wedded to his 

generalizing picturesque formulas,” began to include references to nature’s character.256  

Despite this new emphasis on naturalistic observation and the implication that 

different landscapes evoked or reflected different emotions, certain individuals continued 

to ascribe specific emotional responses to predetermined landscape types. Alexander 

Cozens (1717-1786), a British landscape painter, isolated a number of compositional 

types, which he illustrated in sixteen etchings entitled The Various Species of 

Composition of Landscape in Nature (c. 1770). In order to give a sampling of these types, 

I have isolated all those that make reference to water. They are, in chronological order: 

A landscape on one hand, the sea [water] on the other (3). A gulf, or bay 
(4). Flat ground, or water bounded by a narrow assemblage of shapes, or 
objects, parallel to the eye (5). […] A waterfall (8). […] A track, road, 
path, river, or extended valley, proceeding forward from the eye (10). […] 
A lake, or piece of water (12). […] A spacious, or extensive landscape 
(16).257   

 
Most notable, though, is that Cozens types were believed to provoke a pre-determined 

reaction from the viewer. As Kim Sloan has pointed out, English Romantic painter John 

Constable (1776-1837) analyzed Cozens’ types and accorded them with what he believed 
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to be appropriate emotional responses. In corresponding order, here are Constable’s 

emotional responses to Cozens’ compositional types previously listed: 

Chearfulness [sic], riches, commerce, liberty, safety (3). Shelter from 
storms (4). Delight (5). […] Coolness, tumult, rage, force not to be 
resisted, hurry, terror (8). […] Progression Liberty (10). […] Delight, 
shelter, coolness, quiet (12). […] Public happiness, Liberty curiosity 
grandeur. Admiration (16).258  
 

Clearly, then, projection of human emotion onto the landscape is an aesthetic tradition 

with considerable pedigree, and it is apparent in Winter Studies and Summer Rambles in 

Canada that Anna Jameson was well aware of the connection between her emotions and 

the landscape. Throughout her travel journal, Jameson makes numerous statements that 

connect her emotional states or inner feelings with the state of nature, or, what she 

describes in one instance as “the various expressions” of nature.259 The “reflections and 

feelings” that passed through Jameson’s mind while “wandering and wondering up and 

down [Upper Canada],”260 were based firmly on the natural landscape. To her, Canada’s 

wilderness scenes were “all either exciting to the fancy, or oppressive to the spirits, 

according to the mood one may be in,” and she routinely applied adjectives such as “ 

placid dignity”, “excitement”, “anger”, “fretting”, “impatience” and “passionate self-

will” to the natural world around her.261  From the hope she found in a small sapling in 

the center of a blasted, blackened landscape, a “hidden source of vitality […] I looked 

and thought of hope!”262 to the despair she evokes through her comparison between her 
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languishing heart in Toronto to “a bird in an exhausted receiver,”263 she drew from nature 

to reveal her emotional states.   

 Jameson’s emotional states manifest themselves most clearly in both her textual 

and visual representations of water. Take, for example, her diary entry from June 8th, 

1837, in which she describes the different expressions of Lake Ontario. Her allusions to 

the water’s transformations are comparable to the undulations of her perspectives on 

Canada:  

it changed its hues every moment, the shades of purple and green fleeting 
over it, now dark, now lustrous, now pale – like a dolphin dying; or, to use 
a more exact though less poetical comparison, dappled, and varying, like 
the back of a mackerel, with every now and then a streak of silver light 
diverging the shades of green […] all life, and light, and beauty were 
abroad – the resurrection of nature.264 
 

 The resurrection of nature she describes comes on the heals of her admission that despite 

her dislike for the city of Toronto, she was slightly sad to leave it and her home on the 

shores of Lake Ontario, from which she sat “at the window drawing, or rather not 

drawing, but with a pencil in hand,” absorbing and contemplating her surroundings.265 

The changes she described are a symbolic replacement for her feelings, and they 

communicate the arrival of spring that allowed her to explore nature’s awakening – and 

her own. The life and light she describes are akin to the growing possibility of freedom 

through travel.  

Another example of Jameson’s emotive self-projects through water comes prior to 

her discussion of the Falls of St. Mary:  
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Enough of solemn reveries on starlit lakes, enough – too much – of self 
and self-communings; I turn over a new leaf, and this shall be a chapter of 
geography, and topography, natural philosophy, and such wise-like things. 
Draw the curtains first, for if I look out any longer on those surging rapids, 
I shall certainly turn giddy – forget all the memoranda I have been 
collecting for you, lose my reckoning, and become unintelligible to you 
and myself too.266 
 

Jameson’s avowed shift from subjective contemplation towards objective documentation 

was only temporary, and in fact the narrative of the remainder of her journey remains 

profoundly tied to expressions of her subjectivity. Importantly, the passage suggests how 

Jameson relied on the distinction between movement and stillness with respect to water 

to evoke self-transformation. The lake, meant here to evoke the idea of reverie, is put in 

contrast with the fast moving waters of the surging rapids. This distinction is further 

heightened due to her insinuation that rapids held the power to move her senses. By 

connecting reverie with starlit lakes, and excitement with quick moving waters, Jameson 

suggests that she associated different aspects of Canada’s environment with different 

emotional states. 

 Jameson’s emphasis on reverie and self-communing is an interesting one. By 

evoking the idea of reverie, Jameson brings to mind a solitary woman – in this case, 

herself – thinking and dreaming. Reverie is a term used to describe intimate moments of 

introspective self-regard, and is an idea that can be used in order to explore Jameson’s 

subject position. Joseph H. Lane defines reverie as “the blissful loss of consciousness” 

and the “awareness that the self is part of the all-encompassing whole, “Nature.””267 

Using the word “Nature” to as the template for good, the authentic and the uncorrupted, 

                                                
266 Ibid., 482.  
 
267 Joseph H. Lane, jr, “Reverie and the Return to Nature: Rousseau’s Experience of Convergence,” The 
Review of Politics 68.3 (Summer 2006): 474. 
 



 104 

Lane takes it to define the idea of “being in the world.”268 Jameson’s self-contemplation 

with respect to nature contrasts her desire to move away from the subjective to a sole, 

objective response. Further, by associating starlit lakes with reverie, she connects her 

introspection to calm, reflective surfaces. Jean-Jacques Rousseau (1712-1778) made the 

connection between water and the state of reverie in The Reveries of a Solitary Walker 

(1782) and according to Joseph H. Lane and Rebecca R. Clark, he “affirms[ed] the 

importance of reconciling man with himself in order to restore, or rather to force on new 

terms, man’s prelapsarian unity with nature.”269 Reverie, it seems, was a condition of the 

desired connection between man and nature. Rousseau writes: 

But if there is a state where the soul can find a resting-place secure enough 
to establish itself and concentrate its entire being there, with no need to 
remember the past or reach into the future, where time is nothing to it, 
where the present runs on indefinitely but this duration goes unnoticed, 
with no sign of the passing of time, and no other feeling of deprivation or 
enjoyment, pleasure or pain, desire or fear than the simple feeling of 
existence, a feeling that fills our soul entirely, as long as this state lasts, we 
can call ourselves happy, not with a poor, incomplete and relative 
happiness such as we find in the pleasures of life, but with a sufficient, 
complete and perfect happiness which leaves no emptiness to be filled in 
the soul. Such is the state which I often experienced on the Island Of 
Saint-Pierre in my solitary reveries, whether I lay in a boat and drifted 
where the water carried me, or sat by the shores of the stormy lake, or 
elsewhere, on the banks of a lovely river or a stream murmuring over the 
stones.270 

 
The movements of nature described in the above passage have the effect of soothing the 

spirit, confirming the connection between man and nature necessary for self-communing 

and understanding.  
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Throughout the nineteenth-century artists such as Florence Carlyle and Mary Bell 

Eastlake relied on the state of reverie to capture a moment of intimacy in their artworks. 

Julia Gualtieri discusses the idea of reflective reverie and suggests that it encompassed 

the nineteenth-century woman’s search for her story, or in other words, her self-

definition.271  She proposes that reflective reverie is characterized by intense 

psychological penetration, “encompassed in the intimate mood of contemplativeness”272 

and was a self-absorptive and inward search for the self. Gualtieri emphasizes the role of 

the mirror, or other glass objects in reverie, and suggests that when represented in art, 

they “reflect the woman’s quest for self-identity.”273 In the case of the work of Anna 

Jameson, the glass or mirror that Gualtieri describes as reflective of distinctive female 

experiences is water itself.  

 The reflective nature of water is evidence of the connection Jameson perceived 

between herself and the landscape; a physical link between her body and nature. Her 

reflection on the water was a sign of her physical presence – visual confirmation she was 

there. Jameson directly refers to waters capacity to mirror in her August 1, 1837 entry, in 

which she states that the creek functioned as both “bath and mirror.” 274 By referring to 

water as her mirror, Jameson is directly asserting that she used it to examine her physical 

self. However, Jameson’s use of water as a device to project her self onto nature extends 
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beyond physical reflections; as I have been arguing, she also used nature to mirror less 

tangible qualities.  

Jameson’s awareness of the associations between her reflection and the 

examination of her inner self is clear when examining her sketches, where calmness and 

contemplation are clearly evoked in her drawings of the Great Lakes. I would like to turn 

here to the four drawings of the beach she made while in Mackinaw – Island of 

Mackinaw, Lake Huron (plate 27), Wigwams on the Beach at Mackinaw, July 21 (plate 

29), The Beach at Mackinaw from the Missionary Church Door (plate 30), and The 

Beach at Mackinaw (plate 31).275 By repeatedly sketching a similar scene, Jameson 

evokes a self-reflexivity related to repetition. This is further emphasized in Jameson’s 

entry for July 29th, 1837: “I was sitting last Friday, at sultry noon-tide, under the shadow 

of a schooner which has just anchored alongside the little pier – sketching and 

dreaming.”276 Her assertion that she was sketching and dreaming emphasizes the role of 

reverie and introspection in on her subjectivity in Canada, recalling the self-reflexivity 

associated with repetition. By calling attention to dreaming on the shores of Lake Huron, 

Jameson solidifies the connection between her inner self and water, which suggests that 

water played an important role in her self-definition. 

In addition, the calm waters of the beach at Mackinaw reflect her meditative state 

of mind while docked at the island, which contrasts the activity that made up the greater 

part of her wilderness journey. Moreover, the reclining pose of the figure in her sketch 

The Beach at Mackinaw (plate 31) reinforces the peaceful and relaxed environment 

Jameson found there, which was conducive to the act of contemplation. The figure, while 
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indistinct like many – or, I would argue all – of her figures in her Canadian sketches, 

echoes the tranquility of the water and is a further reflection of her calm state of mind. 

The figure – presumably female due to its long hair and dress – lies on her side, back 

facing the images viewer. When considered in relation to the above statement that she 

was sitting in a shadow sketching and dreaming, this image is another instance of 

Jameson’s representing herself in an image for the purpose of self-definition. In the case 

of this image, the depiction of the figure and that of the water coalesce in order to infuse 

the sketch with emotional content.  

  

The expressiveness we find in nature is related to the whole aesthetic situation – 

subject, object, and context.277 The reflective properties of the water, when combined 

with Jameson’s musings on Canada’s natural landscape help construct a more complete 

vision of Jameson’s subjective experience. However, there is more to water than its 

reflective surface. Water’s movement also plays an important role in reflecting Jameson’s 

emotional states.  

The movement of water has the capacity to enliven nature, and in turn, its 

illustration animates landscape representations. According to Nicholson “nature is not a 

static set of objects but a state of constant change.”278 This constant change is found in 

many natural processes, such as growth and decay as well as in intangible sources such as 

wind, for example. The circularity of nature, existing for example in the cycle of birth 
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and death, is always being negotiated in the movement of water; what was there one 

moment is no longer the next. As a result, water evokes nature’s transformative powers.  

Jameson entered a “new existence while being carried over the Canadian [Great] 

lakes”279; her physical movements over water are akin to her reincarnation as an 

independent woman. According to Foster, experiences such as traveling in Canada’s 

backwoods “offered the woman traveler a rare chance to enjoy pure ‘being’, as well as a 

means of self-testing,” and she suggests that the “environments which made the most 

dramatic impact in this respect were those of mountains and water, both emblematic of 

limitlessness and unrestrained power.”280 As a result, while traveling over water 

“Jameson enjoyed the first real peace she had experienced since coming to Canada, in an 

environment where isolation was not desolation.”281 

Jameson reinforced the connection between water and freedom in Winter Studies 

and Summer Rambles in Canada, in which she states that water moved in such as a way 

that it appeared to be “rejoicing as if escaped from bondage.”282By comparing waters 

movements to freedom, Jameson references her own independence. Jameson was like the 

“eddying waters”283 through which she passed: she flowed against the current, at variance 

with social expectations and norms that were meant to define the lives of Victorian 

women. It makes sense, then that movement be interpreted symbolically as a sign of the 

artist. 
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The oscillation between the active and static in Jameson’s sketches is significant 

when considering Jameson’s treatment of water as a sign of her changing relationship 

with Canada. In many of her sketches, Jameson drew water as lively, moving, constantly 

shifting and evolving, while in others she represented water as motionless, as smooth as 

glass. These different physical permutations of water in Jameson’s sketches reflect her 

varying experiences of it, of course; I want to argue that they also resemble her shifts in 

attitude and awareness while in Canada and, further, that they reveal her fluctuation 

between contemplation and active engagement. Importantly, the faster water appears in 

its representations, the more agitated Jameson’s mood. The most obvious depictions of 

agitated water are those of waterfalls and rapids.  

Jameson projected her emotions onto Niagara Falls, and her corresponding 

images – both visual and textual – are clear representations of water’s transformative 

powers. For Jameson, as well as for other nineteenth-century women travelers, the Falls 

represented personal release – an opening up of the possibility of self-discovery. Niagara 

was an anticipated site of discovery, owing to the belief that it represented the 

“apotheosis” of “uncivilized’ America,” and “exemplified all the supreme magnificence 

of untamed nature, mysterious, alluring and challenging.”284 

According to Foster, “encounter[ing] Niagara was both passionately desired and 

anticipated apprehensively” by women travelers.285 Accordingly, while languishing in 

Toronto, Jameson believed the Falls were “a thing to be imagined, hoped, and anticipated 
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– something to live for.”286 Jameson had imagined the falls as immense, and “soul-

subduing” – a force capable of bringing her under control.287 This was not initially 

realized, however, as during Jameson’s initial visit to Niagara in the month of January 

was full of disappointments. The effects she imagined were “wholly lost,” – she was 

disappointed – her “very soul sank within.”288Her anticipation remained unfulfilled: 

“every expression of astonishment, enthusiasm, rapture, is affectation of hyperbole” and 

that all she had head about Niagara was “false or exaggerated.”289  

However, Jameson visited Niagara twice – once in January and again in June. 

During her second visit, the tumult and grandeur she expected of the falls was realized. 

Niagara in the summer was as she first imagined, it was “very, very beautiful, and 

strangely awful too!” and held her soul captive in a “rapture of admiration and delight” 

and impressed on her “something supernatural – a vision, not a reality.”290 Jameson stated 

that no words would have prepared her for what she felt gazing at the Falls of Niagara. 

Her assertion that the Falls were a vision, not a reality emphasizes that they were more 

than a physical presence, but had an emotional impact on Jameson as well.  

The emotional impact of Niagara on Jameson is evident in her changing 

perspective with respect to the falls. The change in her perspective from one of 

disappointment, where “the reality has displaced from my mind an illusion far more 

magnificent than itself –I have no words for my utter disappointment,” to one of 
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astonishment, makes evident the connections between water and liberty. The waters of 

Niagara become, then, an image of her own move from despondency to freedom.291 The 

disjuncture between her first and second visits to the falls represents her awakening with 

nature and her growing enthusiasm, due to her travels through Upper Canada.  

Jameson made three drawings of Niagara Falls: American Falls, June 15 (plate 

12), The Crescent Fall, Niagara (plate 13), Table Rock, June 26 (plate 14). Together the 

works chart a trajectory of increasing involvement with the falls.  Though the first two 

images appear equally unemotional, the perspective from which Jameson sketched is 

significantly different. In the first work, the land from which Jameson sketched is 

represented, but in the latter the entire foreground of the image is water. In the case of 

The Crescent Falls, then, Jameson is inseparable from the water, while in American Falls 

she is rooted on land. This represents Jameson’s gradual self-identification with water – 

her slow move from land to being at one with the falls themselves. Table Rock, June 26 is 

the culmination of Jameson’s self-identification with Niagara Falls and represents her 

total involvement with it and its powers to influence the minds of its viewers.  

The roaring cataract represented in Table Rock, June 26 constructs a metaphysical 

fantasy and dreams of spiritual escape; escape from the confines of her gender. The 

movement of the water represents the moving from one ideology to another. The move 

from the water – quick moving, but smooth – right at the top of the falls, to the crashing 

waves at its base, represents Jameson’s psychological transitions and the leap of faith she 

took while traveling unaccompanied through Canada’s wilderness. The space of the 

waterfall is ambivalent – it is dangerous, but it also represents something else: her move 
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from prohibition to freedom. In the case of the falls water transcends its physical qualities 

and becomes the emotions and perceptions of another. 

Although the Falls play a role in Jameson’s changing subjectivity, they are not 

without contradictions. The contradictions imbedded in Niagara itself echo Jameson’s 

internal negotiations as she struggled to move beyond restrictive definitions of her 

femininity. Jameson writes of Niagara: 

The body of water was more full and tremendous than in the winter. The 
spray rose, densely falling again in thick showers […] it was very, very 
beautiful, and strangely awful too! For now it was late, and as I stood 
there, lost in a thousand reveries, there was no human being near, no light 
but that reflected from the leaping, whirling foam; and in spite of the deep-
voiced continuous thunder of the cataracts, there was such a stillness that I 
could hear my owns heart’s pulse throb – or did I mistake feeling for 
hearing?  

 
The whirling foam, the beauty and the danger of the falls, and its continuous, yet ever 

changing movement is reflective of Jameson’s emotional response to the landscape. In 

one journal entry she describes Niagara at once as deep-voiced, thunderous, awful, 

whirling, tremendous and mysterious, as well as  “fleecy folds of spray, over which 

floated a soft, sleepy gleam” within the midst of which she found herself in “deep, deep 

repose,” and “lost in a thousand reveries.”292 These descriptions along with her image 

Table Rock present two divergent representations of her selfhood. They are an excellent 

example of how Anna Jameson projects herself onto nature in order to understand herself.  

Jameson’s image The Rapids Above Niagara from the Burning Spring (plate 15) 

is also evocative of the possibility for self-discovery that comes with understanding the 

relationship between nature and the self, and I take it as representative of Jameson’s 

uneasiness in Canada and her negotiation between calm introspective and its role in self-
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discovery and the potential for wondrously strange landscape characteristics to have an 

effect on one’s interiority. The drawing combines the calm introspection of a river or a 

body of water with the tumult and danger associated with waterfalls. Due to their location 

above Niagara Falls, the rapids themselves represent a moment of relative stillness before 

the water crashes over the rocks that form the Falls themselves.  

In Winter Studies and Summer Rambles in Canada Jameson describes the rapids 

above Niagara Falls with almost as much intensity as the falls themselves in Table Rock 

(plate 14). However, what is interesting to me is that although she only visits the rapids 

after she sees Niagara Falls, she nevertheless describes them as the starting point for 

terror and that the falls themselves are only a culmination. Standing on the banks above 

the Crescent Fall, near the Mr. Street’s mill, she describes the rapids: “gazing on the 

rapids, they left in my fancy two impressions which seldom meet together – that of the 

sublime and terrible, and that of the elegant and graceful – like a tiger at play. I could not 

withdraw my eyes; it was like a fascination.” She adds: 

 [the water] leaps into the air in the most graceful fantastic forms; and so it 
rushes on, whirling boiling, dancing, sparkling along, with a playful 
impatience, rather than overwhelming fury rejoicing, as if escaped from 
bondage, rather than raging in angry might – wild, magnificently 
beautiful! The idea, too, of the immediate danger, the consciousness that 
anything caught within their verge is inevitably hurried to a swift 
destination, swallowed up, annihilated, thrills the blood; the immensity of 
the picture spreading a like at least each way, and framed by the 
interminable forests, ads to the feeling of grandeur: while giddy, infinite 
motion of the headlong waters, dancing and leaping, and reveling and 
roaring, in their mad glee, gave me a sensation of rapturous terror, and at 
last cause a tension of the nerves in my head, which obliged me to turn 
away.293 
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The playful impatience she attributes to the rapids is comparable to her impatience to see 

all there was to see of Upper Canada. Jameson visited these rapids near the beginning of 

her summer journey, at which time she was revelling in her newfound freedom. At this 

time, Jameson, while excited and impatient, was nevertheless apprehensive about the 

course of her journey. The rapids, then, may be read as a moment of tension and 

negotiation. The tension Jameson felt while looking at the rapids is the same tension that 

she felt throughout her Canadian experience and, further, her desire to turn away from the 

things that caused her the tension can be related to her departure from Toronto and her 

husband. In addition, the idea that the rapids lead to destruction is interesting. I see the 

rapids, in this case, as a precursor. The rapids are, in this case, the place between the calm 

and the storm; a boundary between danger and safety. The water is powerful but it is also 

leads to a waterfall, arguably the most destructive force represented in Jameson’s works. 

Rapids are the delight before the terror. 

 The rapids as a point of transition between the calm waters of a lake or river and 

the torrent of a waterfall is emphasized in this passage in Winter Studies and Summer 

Rambles in Canada: “while I was looking on these rapids, beauty and terror, and power 

and joy, were blended, and so thoroughly, that even while I trembled and admired, I 

could have burst into a wild laugh, and joined the dancing billows in their glorious, 

fearful mirth.”294 The link that Jameson presents between herself and the rapids is a 

moment that closely aligns and reflects Jameson’s emotional responses to nature The 

rapids become a symbol of Jameson’s understanding of herself in Canada – changing 

rapidly and never settling on one definition over others. Thomas M. F. Gerry states that 
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visiting the rapids was a moment of changes in perspective and attitude.295 This is true, 

however, the blending of beauty and terror that she finds in the rapids is indicative not 

merely of change but of a negotiation between the tumultuous and destructive nature of 

the falls and one of calmness and repose associated with the rivers and lakes. This can 

also be extended and be read as a negotiation between her femininity – represented by the 

beauty and joy – and her Canadian adventure – understood through her uses of the words 

power and terror. The rapids are a visual weighing of the two.  

 Jameson’s process of self-discovery in Canada reached its apogee with her 

representations of the Falls of St. Mary. Jameson takes both objective and subjective 

approaches when describing the falls of St. Mary in Winter Studies and Summer Rambles 

in Canada. First, she gives a quick factual description of the location and circumstance of 

the falls: “This river of St. Mary is, like the Detroit and the St. Clair, already described, 

properly a strait, the channel of communication between Lake Superior and Lake Huron. 

About 10 miles higher up, the great Ocean-lake narrows to a point.”296 However, this 

description is necessarily followed by a more subjective one, although one which is 

interspersed with factual information:  

then, forcing a channel through the high lands, comes rushing along till it 
meets a downward ledge, or cliff, over which it throws itself in foam and 
fury, tearing an oath for its billows through the rocks. The descent us 
about twenty-seven feet in three quarters of a mile, but the rise begins 
above, and tumult continues below the fall, so that, on the whole, the eye 
embraces an expanse of white foam measuring about a mile each way, the 
effect being exactly that of the ocean breaking on a rocky shore: not so 
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terrific, nor on so large a scale, as the rapids of Niagara, but quite as 
beautiful – quite as animated.297 
 

This semi-objective description of the falls of St. Mary outlines the water as foam, but 

necessarily qualifies that with a specific mood: that of fury. Her description of the rapids 

emphasizes their animate nature, comparable to Jameson’s excitement when she observed 

their tumultuous path. Jameson then goes on to describe the rapids of St. Mary in an even 

more subjective manner:  

these rapids of St. Mary […] come fretting and fuming down, curling up 
their light foam, and wreathing their glancing billows round the opposing 
rocks, with a sort of passionate self-will, they remind me of an exquisitely 
beautiful woman in a fit of rage, or of Walter Scott’s simile – “one of the 
Graces processed by a fury;” – there is no terror in their anger, only the 
sense of excitement and loveliness; when it has spent this sudden, transient 
fit of impatience, the beautiful river resumes all its placid dignity, and 
holds on its course, deep and wide enough to float a squadron of seventy-
fours, and rapid and pellucid as a mountain trout-stream.298  
 

Jameson’s statement is not only a descriptor of the rapids themselves, but is indicative of 

her emotional response to its characteristics. By describing the falls as fretting, Jameson 

is underlying her anxiety, but that is not the most interesting aspect of her account. Her 

statement that the water billows around the rocks with “passionate self-will” makes a 

direct connection between Jameson’s determination and the movement of the water. 

Further, her assertion of the water’s “transient fit of impatience” relates to her attitude of 

excitement as she traveled around Upper Canada’s Great Lakes. 

In addition, the above passages correspond quite closely to her image The Falls of 

St. Mary Between Lake Superior & Lake Huron (plate 36), which echoes both the 

objective and subjective sides of Jameson’s textual description: the right side of the 
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image being the most affective, the left side offering a more objective rendering of the 

shoreline. On the left, Jameson’s depiction of the shoreline draws from Gilpin’s 

picturesque and includes somewhat naturalistic tendencies; one the right, her illustration 

of the rapids includes more dangerous, although not quite sublime, characteristics. 

However, what interests me most in this image is her representation of water, which, in 

my opinion is a representation of the agitation and excitement that she refers to in Winter 

Studies and Summer Rambles in Canada.  

While The Falls of St. Mary Between Lake Superior & Lake Huron does subtly 

evoke the sublime, it is not in a negative manner. It does not connote fear, but instead 

refers to the imaginary, as can be deduced from her quotation of Walter Scott’s 

comparison of water to “one of the Graces processed by a fury.” This statement suggests 

that the water is enlivened not only by its natural characteristics but also through human 

attributes. Scott’s Grace can be likened to Jameson herself – someone who, while 

passionate and adventurous, is not fearful. Someone, who, like herself has two sides: 

calm but also impatient, pellucid but also agitated and full of excitement. The agitation of 

the waters of the rapids that ends with the waves “ “resum[ing] all [their] placid dignity,” 

is telling, for it is representative of her negotiations of the landscape and her changing 

attitudes over he course of her voyage. 299 

Importantly, Anna Jameson engaged directly with the Falls of St. Mary by 

descending the rapids in a canoe. She describes her experience in the following passage 

from Winter Studies and Summer Rambles in Canada: 
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I reclined on a mat, in Indian fashion, (there are no seats in a genuine 
Indian canoe;) in a minute we were within the verge of the rapids, and 
down we went with a whirl and a splash! – the white surge leaping around 
me – over me. The Indian with astonishing dexterity kept the head of the 
canoe to the breakers, and somehow or other we danced trough them. I 
could see, as I looked over the edge of the canoe, that the passage between 
the rocks was sometimes not more than two feet in width, and we had to 
turn sharp angles – a touch of which would have sent us to destruction – 
all this I could see through the transparent eddying waters, but I can truly 
say I had not even a momentary sensation of fear but rather of giddy, 
breathless, delicious excitement.300  

 

This passage is evocative of Jameson’s excitement and delight of participating in an 

activity so unusual for Victorian women. The surging of the rocks described in the above 

passage is echoed in the sketch. However, it is also contrasted by the depiction of small 

homes on the waters edge in her sketch of the area. Importantly, in this instance, Jameson 

is at one with nature. She is inseparable from the crashing waves through which she 

passed. This inseparability, though, is required of her, as any movement that contrasted 

the flow of the water would have necessarily ended badly. Her account of her experience 

is evident of her intense physical pleasure and the excitement she had knowing that 

danger was eminent. According to Fowler, the tumult of the waters incited intense 

emotional pleasure for Jameson, as well.301 Her “giddy, breathless, delicious excitement,” 

reveals the sheer abandon necessary to take part in such actions; actions that depart 

completely from ideas of appropriate Victorian femininity and enter a realm of based on 

Jameson’s subjective articulations of herself. By describing her descent of the rapids, 

Jameson abandons both physical and psychological cautions. This abandonment suggests 
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that Jameson was ready to fully embrace her freedom and the possibilities it offered for 

self-discovery.     

 

 In Canada, water is at the core of national identity and has a potent, yet ambiguous, 

metaphoric effect when represented in art. Water is the agent through which Jameson 

expresses herself, her transformation in Canada, and her changing relationship with the 

country’s geography. Importantly, water opened up new avenues for Jameson’s 

exploration of the self and affords her a multitude of passageways to escape marginality. 

Jameson’s representations of water are evidence of her internal struggle to understand 

herself and her moods in relation to Canada’s landscape. Jameson’s highly charged 

representations of water in Canada are evocative of the physical and spiritual potential 

imbedded within its folds. It is clear waters movements evoked in Jameson suppressed or 

dormant emotions, and gave her an outlet for personal relief. Water was reflective in 

every sense. Not only was it capable of mirroring Jameson’s physical self, but it also 

became a symbol for her freedom of expression and her passionate self-identification 

with the natural environment.  
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CONCLUSION 

 

At the start of her journey through Upper Canada, Anna Jameson stated: “I was 

alone – alone – and on my way to that ultimate somewhere of which I knew nothing, with 

forests, and plains, and successive seas intervening,” believing that “though no longer 

young I am quite young enough to feel all the excitement of plunging into scenes so 

entirely new as were now opening before me.”302 These entirely new scenes and 

environments had a profound effect on Jameson’s character, and she returned to Toronto 

at the end of her two month adventure as the “moon was setting in Lake Ontario”303 a 

changed person. 

Jameson’s time in Upper Canada was a crucial episode the formation of her 

selfhood, in which she transformed from an unwilling visitor to Britain’s colony to an 

enthusiastic participant in backwoods travel. Like the lakes over which she passed, 

Jameson’s selfhood was ever changing – like the “appearance of patchwork” of water 

disturbed by the “eddies of wind”– her identity evolved over the course of her stay in 

Canada due to the trials and triumphs she experienced on her journey.304   

Travel allowed Jameson to break from ideological constraints, such as those 

governing her femininity, and develop a character that was dependent on her will and her 

wishes instead of those ascribed to her sex. Like the sun, “which rose in cloudless glory” 

a phenomena she believed to be “all life and movement,” she sketched the remote spots 
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through which she passed, recording their effects on her interiority.305  The multitudinous 

effects of her surroundings on her psyche appeared in her sketches and throughout her 

travel journal. Its effects on her selfhood are comparable to her discussion of Goethe’s 

spirit, which she describes as “a many-sided diamond, which in every direction reflected 

a different hue.”306  Jameson, too, was a person of many facets and hues. 

The many sides of her personality came through in her sketches of Canada’s 

landscape, as she projected her emotions, beliefs, and changing perspectives as well as 

her evolving sense of self-hood onto nature’s characteristics. Looking at the sketches she 

made during her travels offers a fascinating approach to understanding how she 

transformed existing discourses by altering predominant social narratives when they 

failed to meet her needs.  

As I hope to have demonstrated, Jameson’s sketches are evidence of her 

interactions with Canada’s landscapes and the collision between its geography and her 

British femininity, as well as the melding of nature’s moods with her own. Jameson’s use 

of European aesthetic conventions was both an attempt to fit Canada’s distinctive 

characteristics into British landscape traditions as well as place her experience within the 

boundaries of feminine propriety. However, Jameson’s modification of these same 

traditions is reflective of her changing perspectives over the course of her travels. To 

further complicate matters, Jameson also attempted to fit herself – and her work – within 

the discourse of colonialism, which when combined with her Victorian propriety resulted 

in divergent representations of Canada – reflective of both her femininity and status as an 
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adventurer. Through her use of multiple European conventions as well as in her bridging 

of the real and the imaginary, Anna Jameson was able to affirm both her womanhood as 

well as her place within the discourse of colonialism. When considered together, they 

function as a portrait of her subjective experience, as she negotiated her former self with 

the changes that occurred throughout the course of her Canadian adventure.  

In Winter Studies and Summer Rambles in Canada, Jameson proposed that “the 

cultivation of the moral strength and the active energies of a woman's mind, together with 

the intellectual faculties and tastes [...] will enable her to find content and independence 

when denied love and happiness.”307 Jameson found contentment and independence in 

Canada through travel, despite the seemingly hopeless beginning of her stay. Her struggle 

to find a happy place for herself is seen in her sketches through the evidence of her 

efforts to find that which she desired for other women – an identity based on feminine 

difference and subjectivity.    
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b.   Bottom 

c.    Center 

illeg.   Illegible  

l.   Left 

l.c.   Lower center 

l.l.    Lower left 

l.r.    Lower right 

r.    Right 

t.   Top 

u.c.    Upper center 

u.l.    Upper left 

u.r.    Upper right 
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PLATES 
 
 

 
 
Plate 1 
 
Anna Jameson, At Portsmouth, Before Embarking for New York, October 5, 1836, 
graphite on white wove paper, 12.5 x 7 cm, Toronto Public Library (TRL) 966-67-1a 
 
Inscribed recto in pencil, b., Schooners at anchor, late in the evening, [illeg.] evening is 
October 5, 1836 – Portsmouth  
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Plate 2 
 
Anna Jameson, At Portsmouth, Before Embarking for New York, October 4, 1836, 
graphite on white wove paper, 12.5 x 7.5 cm, Toronto Public Library (TRL) 966-67-1b 
 
Inscribed recto in pencil, u.l., Oct 4 – 1836 
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Plate 3 
 
Anna Jameson, At Portsmouth, Before Embarking for New York, October 5, 1836, 
graphite on white wove paper, 12.5 x 9 cm, Toronto Public Library (TRL) 966-6L-1c  
 
Inscribed recto in pencil, b., The Ganges Oct 5 – [illeg.] ship built in India – [illeg.] 
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Plate 4 
 
Anna Jameson, At Portsmouth, Before Embarking for New York, October 5, 1836, 
graphite on white wove paper, 15 x 10 cm, Toronto Public Library (TRL) 966-6L-1d 
 
Inscribed recto in pencil, b., Portsmouth October 5, 1836 [illeg.] 
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Plate 5 
 
Anna Jameson, Light House and Bay, from Drawing Room Window, Toronto March 24, 
March 24, 1837, graphite and white pencil on white wove paper, 17 x 12 cm, Toronto 
Public Library (TRL) 966-6L-2a 
 
Inscribed recto in pencil, b., Lighthouse & bay from drawing room window, Toronto 
March 24, last glance of winter – near sunset- 
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Plate 6 
 
Anna Jameson, Sleigh, 1837, graphite and white pencil on white wove paper, 17 x 12.5 
cm, Toronto Public Library (TRL) 966-6L-2b 
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Plate 7 
 
Anna Jameson, Talbot Road to Niagara, January 25, January 25, 1837, graphite and 
white pencil on grey wove paper, 17 x 12.5 cm, Toronto Public Library (TRL) 966-6L-3 
 
Inscribed recto in pencil, l.r., Forest Road to Niagara, January 25 
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Plate 8 
 
Anna Jameson, Journey to Niagara Along the Shores of Lake Ontario, January 1837, 
January 1837, graphite, white and red pencil on grey wove paper, 24 x 17 cm, Toronto 
Public Library (TRL) 966-6L-4 
 
Inscribed recto in pencil on album page, b., Journey to Niagara along the shores of Lake 
Ontario, January 1837 
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Plate 9 
 
Anna Jameson, A Dream in Canada, the Pine Trees in the North Dream of the Palm 
Trees in the South, 1837, graphite and white pencil on grey wove paper, 21 x 13.5 cm, 
Toronto Public Library (TRL) 966-6L-5 
 
Inscribed recto in pencil on album page, b., A dream in Canada. The pine trees in the 
North dream of the palm trees in the South 
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Plate 10 
 
Anna Jameson, Mouth of the River Humber Where it Falls Into Lake Ontario from the 
Bridge, 1837, graphite and white and blue pencil on grey wove paper, 17 x 12.5 cm, 
Toronto Public Library (TRL) 966-6L-6 
 
Inscribed recto in pencil, t., Mouth of the River Humber – Lake Ontario and light house 
of Toronto 
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Plate 11 
 
Anna Jameson, Fort and Town of Niagara, 1837, graphite, brown and white pencil on 
grey wove paper, 23 x 14 cm, Toronto Public Library (TRL) 966-6L-7 
 
Inscribed recto in pencil, l.l., From the deck of the steam boat, two miles from shore; l.r., 
Fort & town of Niagara, Monument of Sir Isaac Brock in the distance 
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Plate 12 
 
Anna Jameson, American Falls, June 15, June 15, 1837, graphite, white pencil and black 
ink on grey wove paper, 26 x 16.5 cm, Toronto Public Library (TRL) 966-6L-8 
 
Inscribed recto in pencil, l.r., June 15, 1837; inscribed recto in album, l.c., American falls 
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Plate 13 
 
Anna Jameson, The Crescent Falls, 1837, graphite and white pencil on grey wove paper, 
26 x 16.5 cm, Toronto Public Library (TRL) 966-6L-9 
 
Inscribed recto in pencil, l.l., Crescent Fall, at the distance of a near a mile; inscribed 
recto in album, b., Crescent Falls, Niagara  
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Plate 14 
 
Anna Jameson, Table Rock, June 26, June 26, 1837, graphite, white pencil and black ink 
on grey wove paper, 17 x 25.5 cm, Toronto Reference Library (TRL) 966-6L-10 
 
Inscribed recto in pencil, l.l., Table Rock, June 26 – nearly wet through; inscribed recto in 
album, b., Table Rock is a very small rock [illeg.] of the Crescent Falls, Niagara 
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Plate 15 
 
Anna Jameson, The Rapids Above Niagara from the Burning Spring, 1837, graphite and 
white pencil on grey wove paper, 23 x 13.5 cm, Toronto Public Library (TRL), 966-6L-
11 
 
Inscribed recto in pencil, u.r., On the rapids – 2 miles above the Falls; inscribed recto in 
album, l.r., The rapids above Niagara from the Burning Spring 
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Plate 16 
 
Anna Jameson, Mr. Arnold’s House, Woodstock July 4, July 4, 1837, graphite and white 
pencil on grey wove paper, 16.5 x 12.5 cm, Toronto Public Library (TRL), 966-6L-12a 
 
Inscribed recto in pencil, l.l., Mr. Arnold’s house, Woodstock July 4 



 149 

 
 
Plate 17 
 
Anna Jameson, From the Window of the Inn at London, U.C., July 5, July 5, 1837, 
graphite and white pencil on grey wove paper, 16.5 x 13.5 cm, Toronto Public Library 
(TRL), 966-6L-12b 
 
Inscribed recto in pencil, l.l., From the window of the Inn at London, U.C. July 5 
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Plate 18 
 
Anna Jameson, A Log House at the Entrance of the Pine Forest Between Woodstock & 
London, Canada, 1837, graphite and white pencil on grey wove paper, 17 x 12,5 cm, 
Toronto Public Library (TRL), 966-6L-13 
 
Inscribed recto in pencil, l.r., Log house – entrance of the Pine Forest 
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Plate 19 
 
Anna Jameson, the House of Col. Talbot, July 7, 1837, graphite and white pencil on grey 
wove paper, 23 x 14 cm, Toronto Public Library (TRL) 966-6L-14 
 
Inscribed recto in pencil, l.l., Port Talbot – July 7 –; l.c., Lake Erie in the distance; 
inscribed recto in pencil in album, l.r., The house of Col. Talbot 
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Plate 20 
 
Anna Jameson, Campbell’s Inn – On the Talbot Road, July 10, 1837, July 10, 1837, 
graphite on white wove paper, 17 x 12.5 cm, Toronto Public Library (TRL) 966-6L-15 
 
Inscribed recto in pencil, b., Campbell’s Inn – on the Talbot road, July 10 1837 
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Plate 21 
 
Anna Jameson, Mrs. Wheatley’s House, July 11, 1837, July 11, 1837, graphite on white 
wove paper, 17 x 12 cm, Toronto Public Library (TRL) 966-6L-16 
 
Inscribed recto in pencil, l.l., Mrs. Wheatley’s house, July 11, 1837 –; l.r., I slept here 
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Plate 22 
 
Anna Jameson, Inn at the Entrance of the Creek Road, July 11 – On the Road to 
Chatham, Canada, July 11, 1837, graphite on white wove paper, 17 x 12.5 cm, Toronto 
Public Library (TRL) 966-6L-17 
 
Inscribed recto in pencil, l.l., Inn at the entrance of the creek road –; l.r., July 11; 
inscribed recto in pencil in album, l.r., On the road to Chatham, Canada 
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Plate 23 
 
Anna Jameson, July 16, 1837 – Detroit, July 16, 1837, graphite and white pencil on grey 
wove paper, 20 x 14 cm, Toronto Public Library (TRL) 966-6L-18 
 
Inscribed recto in pencil, l.c., July 16 1837 – Detroit  
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Plate 24 
 
Anna Jameson, From the Deck of the Jefferson Steam-Boat Ascending the Rover St. 
Clair, July 19, 1837, graphite on white wove paper, 17 x 12.5 cm, Toronto Public Library 
(TRL) 966-6L-19 
 
Inscribed recto in pencil, l.l., Jefferson steam boat –; l.c., River St Clair July 19; inscribed 
recto in pencil in album, b., From the deck of the Jefferson steam-boat ascending the 
River St Clair between Lake Huron & Lake St Clair 



 157 

 
 
Plate 25 
 
Anna Jameson, Taking in the Wood on River St. Clair, July 19, 1837, graphite on white 
wove paper, 17 x 12.5 cm, Toronto Public Library (TRL) 966-6L-20 
 
Inscribed recto in pencil, l.r., River St Clair – steam boat – July 19; inscribed recto in 
pencil in album, l.r., Taking in wood on the River St Clair 
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Plate 26 
 
Anna Jameson, Palmer’s Landing – River St. Clair, July 19, 1837, graphite on white 
wove paper, 17 x 12.5 cm, Toronto Public Library (TRL) 966-6L-21 
 
Inscribed recto in pencil, b., July 19 River St Clair Taking in wood – 12 miles below Fort 
Gratiot; inscribed recto in pencil in album, b., Palmer’s Landing – River St Clair 
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Plate 27 
 
Anna Jameson, Island of Mackinaw, Lake Huron 1837, graphite and white pencil on grey 
wove paper, 22.5 x 15.5 cm, Toronto Public Library (TRL) 966-6L-22 
 
Inscribed recto in pencil in album, l.r., Island of Mackinaw – Lake Huron, Indian Village 
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Plate 28 
 
Anna Jameson, Pen Sketch [Intaglio] of an Indian Woman Walking, 1837, black ink on 
green wove paper, 11.5 x 15.5 cm, Toronto Public Library (TRL) 966-6L-23  
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Plate 29 
 
Anna Jameson, Wigwams on the Beach at Mackinaw, July 21, July 21, 1837, graphite on 
white wove paper, 17 x 12.5 cm, Toronto Public Library (TRL) 966-6L-24 
 
Inscribed recto in pencil, b., Wigwams on the beach at Mackinaw, July 21; inscribed recto 
in pencil in album, b., Wigwams on the beach at Mackinaw 
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Plate 30 
 
Anna Jameson, The Beach at Mackinaw from the Missionary Church Door, July 25, 
1837, graphite on white wove paper, 17 x 12.5 cm, Toronto Public Library (TRL) 966-
6L-25 
 
Inscribed recto in pencil u.r., Mackinaw July 25; inscribed recto in pencil in album, b., 
The beach at Mackinaw from the missionary church door 
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Plate 31 
 
Anna Jameson, The Beach at Mackinaw, July 23, 1837, graphite on white wove paper, 17 
x 12.5 cm, Toronto Public Library (TRL) 966-6L-26 
 
Inscribed recto in pencil, l.c., July 23; inscribed recto in pencil in album, l.r., The beach 
at Mackinaw 



 164 

 
 
Plate 32 
 
Anna Jameson, Watercolor on Onionskin Paper of a Warrior Dancing, 1837, graphite 
and watercolors on onionskin paper, 10.5 x 17 (r.) X 18 (l.) cm, Toronto Public Library 
(TRL) 966-6L-27 
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Plate 33 
 
Anna Jameson, Watercolor on Onionskin Paper of a Warrior Dancing, 1837, graphite 
and watercolors on onionskin paper, 11 (t.), 10.5 (b.) x 14.5 (r.), 13.75 (l.) cm, Toronto 
Public Library (TRL) 966-6L-28a 
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Plate 34 
 
Anna Jameson, Watercolor on Onionskin Paper of a Warrior Dancing, 1837, graphite 
and watercolors on onionskin paper, 10 x 14 (r.), 13.75 (l.) cm, Toronto Public Library 
(TRL) 966-6L-28b 
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Plate 35 
 
Anna Jameson, Voyage with Mrs. Schoolcraft from Mackinaw to the Sault Ste-Marie, 
July 28, 1837, graphite and white pencil on grey wove paper, 22.5 x 13.5 cm, Toronto 
Public Library (TRL) 966-6L-29 
 
Inscribed recto in pencil, l.l., Fields of [illeg.] – noon day; l.r., [illeg.] the island of St 
Joseph, July 28, 30 miles long; inscribed recto in pencil in album, l.r., Voyage with Mrs. 
Schoolcraft from Mackinaw to the Sault Ste Marie 
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Plate 36 
 
Anna Jameson, The Falls of St. Mary Between Lake Superior & Lake Huron, August 1, 
1837, graphite and white pencil on grey wove paper, 23 x 13.75 cm, Toronto Public 
Library (TRL) 966-6L-30 
 
Inscribed recto in pencil, l.l., Sault Ste Marie; l.c.,   from Wayish-ky's wigwam 1; 
inscribed recto in pencil in album, l.r., The Falls of St. Mary between Lake Superior & 
Lake Huron 
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Plate 37 
 
Anna Jameson, Wayish-ky’s Lodge, July 31, 1837, July 31, 1837, graphite and white 
pencil on grey wove paper, 19.5 x 13.75 cm, Toronto Public Library (TRL) 966-6L-31 
 
Inscribed recto in pencil, l.l., Wayish-ky's Lodge –; l.c., July 31, 1837 
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Plate 38 
 
Anna Jameson, Going to Bed on an Island Between St. Josephs and the Continent, 
August 1, 1837, graphite on white wove paper, 17 x 12.5 cm, Toronto Public Library 
(TRL) 966-6L-32 
 
Inscribed recto in pencil, l.l., On Lake Huron; l.r., August 1; inscribed recto in pencil in 
album, l.r., Going to bed on an island Between St. Josephs & the continent 
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Plate 39 
 
Anna Jameson, Scene d’après la nature sur le lac Huron, famille de sauvage, 1837, 
graphite and white pencil on green wove paper, 24.5 x 16.5 cm, Toronto Public Library 
(TRL) 966-6L-33 
 
Inscribed recto in pencil, b., Scene D'après la nature sur le Lac Huron – famille de 
sauvage ; inscribed recto in pencil in album, l.r., Lake Huron 
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Plate 40 
 
Anna Jameson, Boat on the River Detroit, July 16, July 16, 1837, graphite on white wove 
paper, 17 x 12.75 cm, Toronto Public Library (TRL) 966-6L-34 
 
Inscribed recto in pencil, l.c., Boat on the Rover Detroit – July 16 
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Plate 41 
 
Anna Jameson, The Canoe on Lake Huron, 1837, graphite on white wove paper, 19 x 
13.5 cm, Toronto Public Library (TRL) 966-6L-35 
 
Inscribed recto in pencil, l.r., The canoe on Lake Huron 
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Plate 42 
 
Anna Jameson, The Chief Yellowheads Encampment on Lake Huron, August 8, 1837, 
graphite on white wove paper, 17 x 12.5 cm, Toronto Public Library (TRL) 966-6L-36 
 
Inscribed recto in pencil, l.l., The Yellowheads encampment; l.c., August 5; inscribed 
recto in pencil in album, l.c., The Chief Yellowheads Encampment on Lake Huron 
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Plate 43 
 
Anna Jameson, Indians (Group of Three, in Watercolor), 1837, graphite and watercolors 
on white wove paper, 18 x 13 cm, Toronto Public Library (TRL) 966-6L-37. 
 
Inscribed recto in pencil, l.r., Indians 
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Plate 44 
 
Anna Jameson, The Wood Apple in Blossom, 1837, graphite and watercolors on white 
wove paper, 13.5 x 22 cm, Toronto Public Library (TRL) 966-6L-38 
 
Inscribed recto in pencil, l.r., The wood apple in blossom 
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Plate 45 
 
Anna Jameson, Lake Huron, 1837, graphite and white and brown pencil on grey wove 
paper, 23 x 13.5 cm, Toronto Public Library (TRL) 966-6L-40 
 
Inscribed recto in pencil in album, l.r., Lake Huron 
 
 



 178 

 
 
Plate 46 
 
Anna Jameson, Lake Huron, Night Encampment, August 6, August 6, 1837, graphite on 
white wove paper, 18.5 x 11.5 cm, Toronto Public Library (TRL) 966-6L-41 
 
Inscribed recto in pencil, b., Lake Huron – night encampment – August 6; inscribed recto 
in pencil in album, l.r., Going to bed 
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Plate 47 
 
Anna Jameson, Dining, August 8, August 8, 1837, graphite on grey wove paper, 22.5 x 
13.3 cm, Toronto Public Library (TRL) 966-6L-42 
 
Inscribed recto in pencil, l.l., Dining August 8; l.r., Dining August 8 
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Plate 48 
 
Anna Jameson, The Bay of Penetanguishene, 1837, graphite on white wove paper, 17 x 
12.5 cm, Toronto Public Library (TRL) 966-6L-43 
 
Inscribed recto in pencil, l.r., Penetanguishene 



 181 

 
 
Plate 49 
 
Anna Jameson, Island in Lake Huron, 1837, graphite and white pencil on grey wove 
paper, 22.5 x 13.5 cm, Toronto Public Library (TRL) 966-6L-44 
 
Inscribed recto in pencil, l.l., Island in Lake Huron 
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Plate 50 
 
Anna Jameson, From the Inn Above Catherine Sedgwick’s House, Lenox, 1837, graphite 
and white pencil on blue-grey wove paper, 26 x 14 cm, Toronto Public Library (TRL) 
966-6L-45 
 
Inscribed recto in pencil, l.l., From the inn above Catherine Sedwick’s house; l.r.,  
evening –  Lenox 
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Fig.51 
 
Anna Jameson, 3 Nuns on the Steamboat, 1837, graphite, white pencil and black ink on 
cream wove paper, 10.5 x 9.5 cm, Toronto Public Library (TRL) 966-6L-46a 
 
Inscribed recto in pencil, b., 3 nuns on the Steam boat 
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Plate 52 
 
Anna Jameson, On the St-Laurence, 1837, graphite and white pencil on grey wove paper, 
17 x 9.5 cm, Toronto Public Library (TRL) 966-6L-46b 
 
Inscribed recto in pencil in album, l.r., On the St Laurence 
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Plate 53 
 
Anna Jameson, On the Island of St-Helen, Opposite to Montreal, 1837, graphite and 
white pencil on grey wove paper, 19 x 12.5 cm, Toronto Public Library (TRL) 966-6L-47 
 
Inscribed recto in pencil, l.l., Anna J; Inscribed recto in pencil in album, l.r., On the 
Island of St-Helen, opposite to Montreal 
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Plate 54 
 
Anna Jameson, The Widow Jones’s Where Harriet Martineau Lodged at Lenox, 1837, 
graphite on white wove paper, 22 x 16.5 cm, Toronto Public Library (TRL) 966-6L-48 
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Plate 55 
 
Anna Jameson, From the Deck of the Princess Victoria Leaving Montreal, 1837, graphite 
and white watercolor on grey wove paper, 19 x 13 cm, Toronto Public Library (TRL) 
966-6L-49 
 
Inscribed recto in pencil, b., from the deck of the Princess Victoria leaving Montreal 
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Plate 56 
 
Anna Jameson, The Catskill Mountains at the Hudson, 1837, graphite on grey wove 
paper, 19 x 12 cm, Toronto Public Library (TRL) 966-6L-50 
 
Inscribed recto in pencil, l.l., with Anna’s love; l.c., The Catskill Mountains at the 
Hudson; l.r., America 
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Plate 57 
 
Anna Jameson, Lake Champlain, 1837, graphite on white wove paper, 18.5 x 10 cm, 
Toronto Public Library (TRL) 966-6L-51a 
 
Inscribed recto in pencil, l.c., Lake Champlain 
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Plate 58 
 
Anna Jameson, The Catskills, on the Hudson, October 16, October, 16, 1837, graphite on 
white wove paper, 18.5 x 10 cm, Toronto Public Library (TRL) 966-6L-51b 
 
 
Inscribed recto in pencil, l.l., The Catskills; l.c., on the Hudson Oct 16; l.r., Anna 
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Plate 59 
 
Anna Jameson, A Little Bit of Stockbridge, Nov. 10th, 1837, November 10, 1837, graphite 
and white pencil on white wove paper, 22.5 x 14 cm, Toronto Public Library (TRL) 966-
6L-52 
 
Inscribed recto in pencil, l.r., A Little Bit of Stockbridge, Nov. 10th 1837 
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Plate 60 
 
Anna Jameson, Stockbridge Valley, Taken from the Foot of Sacrifice Rock, 1837, graphite 
on white wove paper, 24 x 18.5 cm, Toronto Public Library (TRL) 966-6L-53 
 
Inscribed recto in pencil, b., 1837 – walk with Mr. M – Stockbridge Valley taken from the 
foot of Sacrifice Rock 
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Plate 61 
 
Anna Jameson, The house in which Catherine Sedgwick was Born, Stockbridge, 
Massachusetts, 1837, graphite and white pencil on green wove paper, 19.5 x 14.5 cm, 
Toronto Public Library (TRL) 966-6L-55 
 
Inscribed recto in pencil in album, b., The house in which Catherine Sedwick was born, 
Stockbridge, Massachusetts 
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Plate 62 
 
Anna Jameson, sketch labeled Stockbridge in album, but probably of 30,000 Islands, 
1837, graphite on grey wove paper, 22.5 x 13.5 cm, Toronto Public Library (TRL) 966-
6L-56 
 
Inscribed recto in pencil in album, l.r., Stockbridge [this is probably incorrect] 
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Plate 63 
 
Anna Jameson, Dinner, August 1 (Wrongly labeled in album – could be Georgian Bay), 
August 1, 1837, graphite on wove paper, 17 x 12 cm, Toronto Public Library (TRL) 966-
6L-57 
 
Inscribed recto in pencil, l.l., Dinner, August 1; inscribed recto in pencil in album, l.r., 
Stockbridge from the [illeg.] [probably refers to an image previously on this page] 
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Plate 64 
 
Anna Jameson, Mokomaunish, Kee Me Wan (wrongly labeled in the album as The Widow 
Jones’s, Stockbridge), 1837, graphite on grey wove paper, 26.5 x 17.5 cm, Toronto 
Public Library (TRL) 966-6L-58 
 
Inscribed recto in pencil, l.l., Mokomaunish; l.r., Kee Me Wan 
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Plate 65 
 
Anna Jameson, The Quebec Going Round St-Catherine’s Point, March 2, 1838, March 2, 
1838, graphite and white pencil on grey wove paper, 17 x 12 cm, Toronto Public Library 
(TRL) 966-6L-60 
 
Inscribed recto in pencil, b., The Quebec going round St-Catherine’s Point, March 2, 
1838 
 


