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) RELATIONSHIPS BETWEEN ¥HE PHOTOGRAPHIC IMAGE AND o
. . A STYLE OF REALISM IN PAINTING *
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ABSTRACT .
. \ .
¢ This thesis is concerne with the formative. role

that photography played in det rminlng a style of realism
in Canadian painting of the laéter half of the nineteenth

century. In order to support this thesis itwwas necegsary

.to substantiate:

1) That photography was practised w1dely in Canadai
seen as a model of visual authenticity and
exerted a strong direct and indirect influence
on the painter. . .

2) That there was a propensity toward realism in
Canadian painting and that this realjsm
embraced a literal-and factual description, of

- the objéct but was not rooted.in the ideological
oor theqretical concerns of French Réalism or -
‘German. English or American Realism.

3) fnas{photography was instrumental in. defining
this’ style. of realism in that it reinforced .
certain attitudes and provided a visupl model
of realism.

In order: to situate %he Canadian problem within a
universal context, the various uses of the photbgraph in.
Europe and the Unzted States are discussed and a number-

of 1ndividual responses of painters toward photography

‘described. .
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' The photographic- image Mas had an-immeasurably pro=

found effect on our -sense of reallty .and fict\on. our aware-"

.

ness of time, and ag such haa been the subJect of.an endur-

- - i‘s

ing cur10s1ty throughout the writing of thlb thes1s. ln

0,5196 I was a student in 4 Canadlan Art Hlstory course in”

which Professor J. Ru sell Harper llnked thé Canadlang

e

npalntero Henry Sandhmn, John Fras%r and Allan Edgon w1th the
Wllllam Notman Photoghaphy btudlo ‘in Montreal in the 1860‘ (.

AU TSR W

and 1t was a link' too tantallslng and too unexplored to dlS—
. “
miss. There was an abundance of detall and a senge of e o

object1v1ty in-the paLntln g of 'these artlots that not only

.

suggested an underlylng dependence on or respect for the . ’

photograph, but 1nferred a particular expre551on of. reallsm.

y ]

The central issues in-this thesis are the.relation- | i

ship between photography and painting and the formative role ‘

3 .

that photography played in determining a style of realism in 37

Canadian painting It has been written’ wWith the hope that a :

N »

clearer understanding of how photography affected the L N o
painter percegﬁually and. conceptually will illuminate some ¢

*of .the problems surroundlng nlneteenth century Canadlan .

palntlng ’- , . R
"Not only am I‘grateful to Professor Harper for the , N

‘ RN 4

J initial 1nsp1rat10n of this thesis but for the as51stance he e o

has offered me as thesis adv1sor.p The interest “and help ) =
T ¢ \

+offered by Stanley Trlgg Curator of the Mptman Archlves . \~\' .
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- s : ' * R L) ' ' . ¢
& . “ at the National Galjery of Canada was of’ inestimable value. °*
- . v _ ' . Lt
o _There were many-others, librarians, .%I‘
S .. whose ginerosity was unfailing.
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chivists

and fr{en&s

j. . . \ . ' N 4." ' {. / . .
s A ‘at the lcCord Huseum, Jim Borcoman, Curator of Photography ,‘ 4
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- a CHAETER 1 ,

‘e

/ PAINTING AND PHOTOGRAPHY IN CANADA AND EUROPE IN THE
o T NINETEENTH CENTURY: GENsﬂ" AL RELATIONSHIPS ’

- ' »

- William Henry Fbx. Talbot,' the father.of modern photog-

raphy. descrxﬁed his ggmggg lucida renderings as "traces on
paper ... melancholy to. behold’“l Similarly.‘Nicéphore
Nlepce. the man attributed’ with the making of the world'
fzrst photographic image, was reputed to have been lacking .

that Talb : experxenced with the ;;_ggg lucidg motlvated his
’ ) finwéntio of the Calotype, the first: negative~posit1ve pro-
‘cess and Niepce's failure to nroduce accurate hand-drawn N
’ coleD léuﬂ%o his inwenting the Heliograph. a unique, j’
e | positive and permanent image on a pewter plate., . - )
- * Both Talbst and Niepce were scientifically oriented.
Talbot ng_ﬁgchieved some stgnding 1n the field of scien-
- tlflc‘qesearchdrfj.before his pu?lication of the Calotype
) ; R ﬂgbcesg and Niépce had worked on varioussfnventions and
o ‘(éttéined some ;ﬁccé@s with one which improved the new
(; lithographic,process. Whilst part of «the“motivation uﬁder-

.~ lying these photographic inventioqs was) undoubtedly
- ’ - \

* . g

3

lyilliam Henry. Fox Talbot, The Pencil of Nature .

(reprlnt. Image: - Thef\fournal of the George Eastmen gfggg). .
p. BO. , . ‘ o .

N *in draughtspanly abllity. The frustrations and dlfficulties ”

e
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. . o .

scientific, part stemmed from the~desire to produce an

accurate representation of reality. The concern with mimesis

. . was the prime motivation in the invention ef the
: Déguerreotypét' Jacques bland€ Daguerre differfed from the "u

. aforementioned two\phétographer—scientists in that he was a

painter by»traig%n". He later became a staje and opera set
R : oo 4 , ,
designer. of considerable reputation. His %plque‘ permanent

Qoppsrpldte images certainly owe their~existence to an early :

i e -
-

interest in illusiomism: a desire to make an accurate and -

-

-lasting transcription of the external world. It was

&

»

undoubtedly the image of reality cast on the gréund glass

screen of his camera obscura that inspired him. .
- .

- It is evident that certain aesthetic and philesophic

iséuqs as well as scientific problems were fuqdamentél to
the development of photq3faphy. These aesthetic and phil- s

osophic concerns were Aristotelian in essence, a desire for

an accurate and illusionictic representation a&f the externgl T

world. The nature and ppeblems of’reprééentafion have been . \~

tHe concerns of Western artists from eariy cave paintings

to twentieth,century art. Throughout -this period of time

the manner of representation and the significance of repre-
sentationalism changed as affective.conditions, such as M -

social structure, philosophical and {eligious beliefs, -
6 A .
changed. At no time was the dicruption of this tradition

- -

'és radical as in 1839 when the invention of photozraphy Was\

officially announced to the world. The photograph, unlike

° Yo




‘e .

any image. which preceded it, offered a hl”hly 1nd1v1duéted.

+

i

» non—ueleqtlve. pr901se and- profoundly detailed 1ma"e. The

7

impact that this discovery had on the human~psyche and on

the development of vigcual Qrt has, in the'view';f‘this

‘~-writer, scarcely been realized and may never be’accurately '

assessed. As Max Kozloff obberved: "It is strenuous to

N

imagine what it mizht hqve been Yike for people to live

. without samples of selzed time, graven by light.“?

x“.'
6 -
s
§
vi]
.

b
“n

Uith the advent of photovraphy. history acquired a
. new uense of 1mmngacy. as Llnda‘Nochlln observes in her
, boék, Realism.’ This increased consciousness of history led

to a greater oﬁjectivity toward the present and would

- undoubtedly have 1ncurred an att1tu@g of 1ncreased self- -
\ - i
consciousness. ?efore\the 1nvent10n of photo sraphy artlstu

[ o]

had employed a varlety -of 'mechanical apparatuses to assist

— N

them in draw;ng. ‘Indeed the °em1 -mechanical product° of

P - o, - L\ '
" the camera obs cura and camera 'lucida Wear ‘some of the basic
§ .

o characteristics of camera vision; non-selective detail and
[ - .

) . - k)
impassivity of viewpoint.3 For this reason they deserve
i ’

-]
A

AY-J

: /-
. ’ ¢

. ™~ “hax Kozloff, "The Terrltory or Photo*raphs. ST
. Artforum, Novi. 14, 197b p. 6b, :

o .

1t1ally a darkened room

.

3The camera obs cura wa"’

Its most popular Tform wa a rec angular boy with a Tens .o
at one end and a mlrror at a u 0 angle at the other to-

on the ﬁfound qlass plate.
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- o . - -t [ |
‘P. further, study within the context of this thesis. The camera

gbscura was, tike the'gégg;é ;géigg: a simple mechanical
_"ins;rument that greatly arsisfed the artist in visumgly
organizing the intrigacies and ngpiexitieé of the external
world. It gave the artist a simplified and reduced image of
‘the subject from which he could'draw.u Thls first drawing

served as a base which could be further 81mp11fied or émbeln

° llshed. accordlng to the desire of. the artist The prin-

ciple of the camera obscura was dlscovered by the Arabs in

e e%eventh cénfurg. " An apparatus_waa subsequently
desigried, like that usedlby Canaletto and Vermeer in %he’

"sevente?nth century.. _§§ the.nineteenth century a more

refined versioh had beenqdevélopbd} the camera lucida. it
7 was more portable.thaﬁ the'camerarébscura quzgdaptagﬁe to.
the needs of the army officer or traveller who wished: to |
‘record the picturesque views of landscape or d;Ehment the
1intricacies of topography. Talbot néed the ggéggg lucida
iﬁhen travelling in Italy in the 1830's; it was used; in
) rendering'éketch“hggg near Bgllggio.siBBB (Fig. 1). =~ -

Several Canadian artists and European‘artists_ ;

residing in Canada or'travelling*through‘North America.made

use of this instrument in the eighteenth and ‘nineteenth

~

& 3

¢ P « uThe camera lucida was composed of a narrow brass
“rod from which a glass prism at eye level was suspended,
The viewer-artist placed this instrument in front of the
scene to be drawn’and observed both the subject and the
faint outline projected through the prism onte his draw-

ing paper below. L .
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centurf:,. James Pattison Cockburn (1778/9 - 1847), a ¢
_- British Army Officer trained atNthe'WOolnich Acadeny under
“Paul Sandby and stationed in Canada from lB%é to 1832. made
, -humerous draw1ngs with the aid of this device. Basil Hall
o (1788-1844) g@traveller "in North Amerlca in 182? and 1828, ‘.

used the camera lucida, ‘Cockburn's sketches weére published S

as engravings in 1833. Hall's drawings were published as a-.

This\album contains et@iings made from gamera lucida draw-
=+ ings of landscape. architecture and figures in landsoape.
The 1ntroduction of the album outlines the virtues of the .
| camera lggg%g and stresses its partioular usefulness for
=~ those unskilled in-the art of drawing. As in the camera
\ obscura drawings, these renderings display an afbitrarinesso;\g
of composition and an insistenoe on detail from foreground -
to distance which contradicts the pictorial principles of
painting and drawing. There is no distortion of the
familiar perspectivic schema of Renaissanée painting.
| It is interesting and fruitful to compare the works
of Hall. an amateur, with presumably no training or, at <:i?~
least. no apparent talent in the art of drawing or know-
- ledgeoof pictorial principles, to those of James Pattison
Cockburn.‘ Cockburn had extensive training in the art of

‘ watercolour painting and oonsiderable experience in the

praotise of this art. Both Cockburn 8 Point a Pizeau,

¥ [
. .
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Que. (Fig. 2) and Hall's Bridge Across Lake Cayiga (Fig. 3)

reveal a linearity of style and a passive comp&sitional 2

ordefing‘reminiscént of Sketch made near Bellagio (Fig. 1).
It must, however, be admit¥ed that the Cockburn and Talbot
do share a somewhat more SeleFtive vieWpoiht. The drawings

of Hall, Cockburm and Talbot are distinguished by an empﬁa-

sis’on unaccentuated line, which is to say, the traced lines™™

are continuous aqd monotonous compared with the freer, =~
sketchier and more erratic quality of line found in a free-
handsdrawing. Of the Hall and Cockburn; the latter was the
hore accbmplished draughtsman and hence able to i;qlude
figures of a relatively%concinging nature in his.drawings of
street scenes in Quebec énd rural scenes. Cockpurn; with

his knowledgé of pictorial principles, frees the‘édges~bf~" 4

his fbrms from a rigid linearity by his looser use of water-

‘**—-colourT~“I&;i§\§pe combositional angles of his drawings that

—

betray the dependence of his drawings-on the camera lucida,
The compositional views of many of his drawings encompass
an angle which extends beyond the range of the human 6ptica1

system. In other words, such wide angle views would neces- .
\ ) : ; !

-

sitate the turning of the viewer's head.:
) One striking-quality of Basil Hall's drawings is’ the
primitive proportioning 6f/thé figures thch he,~ on

occa§ioﬁ. inserts into a §éene. They do 'not integrate with -
the rather uniform and mechanical outlines of the resf*of e

the image but form a contrast with their rough, squat and

PR
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isbectivic desiéﬁ and atmospherié controls of the painter

8

’pictorial convention are illustrated. Firstly. there is s ‘;

e
v

hesitant lines. ; .e S

y . o’ ' I

It is -particularly in the camera lucida drawings of

Basil Hall that two important deviations from the painterly

thewarbltrary compos1tlonal framings in other words none
A -

of the traditional devices employed by rartists, such as

repoussoir or collsse. were incorporated. Secondly, there

is no ordering, selection or embellishment of the internil

arrangement of forms. Thus the .camera lucida, in tHe hands ‘ ‘ ): ;
of an amateur like Hall, renders a totally unschbmatized o ]
image. In this respect it is not unlike a medieval render- . N
ing where.alllformal consfderations are suﬁsé;vi;nt to'the . s &

didactic intentign.' In thls case formal con51den€tlons are

2

subservient to the mechanlcal control of the instrument.

This total lack of manipulatibn of the-picture space in_the

. , : i
Hall drawings is almost as stas’&ing as the manner in which o

the'prbportioﬁsgof the.objects’iféﬁfgt each other. There %
. - oo
b

is no emphasis and no exaggeration, Furthermore, the per-

which lehd depth to the picture, are absent.’ The image
made by the camera‘;gg;gg is consequently flat and higgiy , / 2
two dimeﬁsional. The picture‘plaﬁe scarcely enjoys even al o o
subgldlary exlstence tecause it is s0 completely lacking in

the tensions and illusionary ements encountered in a free- T

hand drawing. These qualities .are well illustrated in

P4

Hall's Mississéuga'lndiggé in Canada (Fig. 4) and Fram ewogk
' ' !..\\\_

=N
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~of the ‘Bridge Across the Congaree (Fig. 5). o
© " N Y : .

f Cockburn, by contrast, produces both accurate and pic-

torially conventional views. Mindful of picturesque arrange-

¢

. : ment, he placés his camera lucida in front of a scene in such

-a manner that it articulates a more vital arrangement of

o ' . forms. His images consequently-have a less paséive quality

¥

. . These characteristics of the camera ludida drawings

. fherald some’ of the 1hherent qualitles qf the camera-made'
L

image. . Thls arbitrary or mechanlcal aspegt ‘of the photograph )

tury critics in Europe and North Amerlca.' It is . also the~

. ' -\

L>~ quality that many - -twentieth -century photographlc historians’
12

+ and critics have avoided acknowledging until recently. Max

3

quloff-Wrote an article describing the “Era.of'Expioration“;

_ Q}ﬁibitipn at the'Metropolitan‘Muséum 6f’Art. a Qisplay of
documentary photographs 6o@pissioned by .the Union Pacific‘ '
Railrpad. 1860-L$85; He obsérves how the phptographers,Lin

R -'/h ﬁ&king pﬁ;togfaphs'primarily informational in purpode, looked

? . at the lahdscape, "with a cufiousness that did not realize as

? ) yet how fg make them (the resultlng photographs) inﬁlmate or
:; : °, melodramatlc. w3 - He refers to these photographs as "viewing
:; .. matter out there as having an intelligible’ purpose of its

. own." In other worsé.'Kozloff suggesté that these photo-

graphhrs showed the impassivity of the instrument and

3 o 5Max Koiloff. "Bo%ﬁin the W1lderness." Artforum. oct.
- . 1975 pe sk

is precisely the qualltﬁ,obaeeted to by ?any nineteenth cen- ,

A
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1826 (Fig. 6) shows a tonal arrangement of lights and darks
that has been so highly 51mp1if1ed by the nature of'the pro

.cess used and the necessity of an eigpt hour exposure that

»

e % T e T

"1t appears almost abstract. The low informational content
of this image ‘and the high degree of abstractionism recalls

a statement by Talbot in The Pencil 'of Nature (I844).

The picture, divested of the ideas which accompany -
it, and considered only in its ultimate nature, is . .
but a succession or variety of stronger lights

thrown upon one part gf the paper, and of deeper.

shadows upon another. ' ’

5

ST D T BT A S an iy,
d M P
.
.

T

<

: ‘ , . e :
& The view taken by Niépce from his workshop window in

1826 shows a rather arbitrary compositional structure, which
’ L

¥
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i,
1
T
Et" .
£
.,
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undoubtedly resulted from thé~limitations of experimental’

conditions rather then'by conscicus design. Neveftheless.'

ey

. it does emphasize this aspect of camera vision which differs

so greatly from- the highly selective and conscious aims with

which paintérly pictorial principles are,applied. e

The, long exposure required for -the making of this ' L

. ' lerage causéd an illogicel pattern of 1ight and'shadow to be

&

.

" engraved upon the sensitized peﬁter'plate. The soft shiny ., | 8

*‘f “ - rTr ‘ *: . ; ‘. . ' . . ‘ T .
. . 6Hanrj,Fox Talbot, The Pencil of Nature, p. 8l. C
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surface of #he pPewter plate, possible imperfections in the
- [ ' .
chemical priocess and a deterioration of the image by age

have unfortunately resulted in a picture which is extremely

-difficult to view. The rather coarse and grainy textu;gagf

the tonal pattern becomes pariiculariy significant when

placed alongside one of Seurat's paintings. The Naval Base

, | : ' »
at Port en Bessin (Fig. 7) for example, shares a simplifica-

tion ‘of 'form with the Niépce Heliqgraph and a tonal pattern.
composed of thousands of small dots. .The compesitional
arrangement of the pointillist painting bears a 11keness to
the Hellograph 1n that it is a fragment of a scene that is

deplcted as opposed to- a more panoramic type of v1ew such

"as was favoured by palnters of the pre-photogpaphy ara.
’ e

\
N

The infernal compositional arraqgéhent also.shows a sjimilar -

undérstated composition of forms that is often associated
with the photoéraph " In this case it more likely. derives
from Seurat's claSS101sm than from a photographic model.
The element: of understatement is evident in many Canadign '
péinﬁiggs of the ninegeenthveentury along with_othep'influ-
enceé of the photographic aestheyic. Note the high degree

of detailing, consistency of detailing from foreground to

distance and tonal gradation reminiscent of the photograph. .

Realist; Impressionist and Academic painting were
profoundly 1nf1uenced in varlous ways by the metal

Daguerreotype and the paper photographic processes; the

Calotype, Woodburytype and Albumen. It might be argued

N4
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that photography was\iﬁatruméntal in the developﬁeht ofusoﬁe‘

L W~
~ N

of these art}stic‘movements.

Realism was essentially linked to the movement of

literary Naturalism; popular in France in the 1840's. It

~was also a visual response to the prevailing political ide-
ologies of the time -- a factor équall& influential in ‘the

@

literature o ‘the Naturalist writers.

In photography Real-
: 1smr£pund ap ecise visual standard of the hlgh degree of

ver1s1m111tud which it sought to achieve. :The camera, w1th
it's unselective. eye, regprded both incidents of trivial and
major import with .the siﬁgldegree of clar;ty{\ It exhiblted

.the'objectititm of Realist ideals. Furthermore, material-
ism, one of the major tenets of the Realist movenent, was®
reinforced by the Daguerreotype and the various.paper prints.
In the photograph, as in the‘idaal scheﬁe,of:reaiist £hink-
ing, the object was richly detailed and all the concrete
realities of surface texture and subtle modulations of form
were precisely describéd. Thefe was neither an emphasis on
llne nor an exaggeration of form 1n the photograph tha't
could identify the object deplcted as anything other than

that ‘which it indeed was. This would have made a deflnite

appeal to Realist sonéiﬁiiity.i Pt _' o '
It would be an exaggeration to state that photography

revealed a new realm of pictorial subject mattor to th

Realist painter, for -the type of subject matter explored by4

Charles Négre in Chimney Sweeps, 1856 (Fig. 8) could;well

]

LS

T abahsa bl




have been influenced by Nataf%liﬁm.. Photography did, how- o L
A @» * ’ - + ’ ’ i
.Y ever, serve as a reinforcement to the democratic approach

to subject matter advocated by the Realists. It assisted

&

in the reaectlon of the conventlonal\hierarchy of subaectipf////

matter supported by the Academy. Palntlngs such as Manet'

1

Executlon of the Empgror Maximilizn and examples by Daumier..

Monet and’ Manet.,deallng with the.theme of death are. to S
© - some extent, indebted to photograpny. It is not only the

?instantaneity of vision and the documentary approach of ; | ' ; i

Manet in-the aforementloned paintlng that’ relates ‘to the Ce '

, - - photographic 1mage but the frank and unsentimental manner -, ‘ﬂ

e

K *in which the moment of death is portrayed.

.

.\ W Impressionism-can be seen to  have grown largely out -

2
“

- of the understanding that the photograph resolved probledhe

of reallstlc representatlon and " thus left the painter free

to explore ProblemJ‘of colour and light on an aesthetlc Ol

o . { " .
. 1evel. The'depth and degree of technical exploration which . .

\ took place in black and white photography at the "time og the

o development of the Imgressionlst movement surpaased colour .,

- photography. The latter process remained veryiprlmitive’ v co
and uncontrolled for”the greater part of the nineteenth cen- . “fc

tury- and was thus regarded as somewhat den’cient and E

11 -

' e d
—untrustworthy 1n nature. This permitted the Impre881on13t' ‘ '

palnter to undertake a full aesthetic and sclentlflc enquiry

1

1nto‘the fleld of colour and optits without doncern, for ;

£

s ‘efterritordal oterlappingr ‘Impressfonism~deal£ with gp;ical“.

w7 . ' : - .
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/ d formal problems that lay beyond the llmits of current .
phoxographlc p0381b111ties., Although Impressxonlsm.claimed: . | .
an area of its own ahd éonceged to the photoéraph‘the | . -

"expression of the exactfand solid image there was:etill a 1 .
‘certain degree gfffprmal;and cdonceptual cfoss-poliipation." 2]
Instahtaneous movement; sharply.angled and truncatedlviews': . .
in' Impressionist pdinting are two of the characteristics .
which Aaron Scharf’has'attributed to photoéraphy. Thete are L

very partlcular and 1nd1v1dua1 uses made of the elements of = -

s )

the photograph by painters such as Manet. %onet and,Degas. o,

Once again, this’'is dealt w}th in'Aaron,Scharf's extens1ve< a“ ) §
: : ) " S y ) ' s
. work onuthe influénce of'photography on.paintiﬁg in Europe.

Some French Academlc palnters qho pralsed the v1rtues

v

of, the phqtograph selzed upon 1t as an 1nformatlona1 source s

“

_rather than as -an obJect to’ 1nsp1re 1mag1nat1ve and new '16- o .
- . - P ) -: k’
ways ‘of thinklng and palntlng. Accordlng to these academlc B 4

palnters the photograph was an obaect to be copled 1n much IR
3 . LI K

the same way as a plaster castu It was not to be used as a . s

point of. departure for the creatlon of a new Images “ oo o v
Students'ln the academles were. enoouraged to study the , .d
photograph for a correct understandlng of llght. shade and |
volume. They werE also 1nstructed to make use of the '
etude apsmall ‘hotograph of the female nude made espe01- . :

_“ally for the.pu
in thevnuﬁe;
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. only cons;dered de81rab1;\but deemed necessary if photog-

[

"~ in painting, came to be qud by photographers toward the end

d artlculation of parts. continues in some in\ ces into the .

‘What value had themes of mlli;ary heroisn' and religious

. S -, PR

N .
Academjc painting and photography. James Borcoman's article

“« e

"Purism'tersus Pictorialism” 111ustrates this well. ‘The

T

author points out that certain- academic prinezples such as

atmOSpherlc perspectlve. or what was known  as the "effect"

7

of the nlneteenth century. In fact, this treatment was not

J -

raphy were to advance to .a level where it could be worthy

a

of being called.art. This attempt to broaden and loosen the S

photographic image from 1té.11ght. particulgr/ and precise

.

twentleth cpntury. ‘ O\;r

~ .
i J -

. It is clear that) the photograph did not 1nfluence the

[N

L
EurOpean palnter in one single dﬂrection but affected his

A
mlgd and 1maginat10n in a. var1ety of ways, His reactio@?}d
/
-the photograph was manifested in a variety of complex (}sual
-
‘responses. The photograph lad him both to new discoveries

about space, volume“and light and caused him to re-evaluata j

)/
the artlstxs responsibillty towards the recording and 1nter-
s B
préthklon of nature. - - : |

In Europe. photography, by its pﬁegence alone, raised'
many profound questions about the function of paintlng.\

R f
. - s
w . v . . N

,%‘ 3 \ J 1Y .
7James BOrcoman. "Purism versus Plctorlalismn The

135 Ypars War. Some Notes on Photographic -Aesthetics,”
Artscanada, Dec. 1974, Issue no.' 192/193/194/195; C:l.ﬂ

XXXI. Nos., 3 & 4, p. 74.
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martyrdom” to a society ln the’ throes of an 1ndustrial and

'/

—~al

I technolog1cal revolut%pg? Was it"indeed necessary for ,the
painter to struggle with problems of illusionistic per-
spective when a mechanical device was reconding:the features’
of the external world with such precision? Was photography
art? o

The emphatic denunciation of photography as art --
because of'its mechanical nature -- was maintaihed until
photographers started to manipulate the photographic nega-
tive and printlin a variety of Qa&s from 1860. Thlﬁ manip-
ulatlon began with the shading in and blocking out of parts ‘
of .the paper negative. This created the blurring of edges -

or "effect", referred to earller in the context of—the

) Academic influence\\_lnéreased highlighting .was also

obtained by a similar means. Combinatlon printl g, soft . ‘

P

focus, scratchlng on the negptive (to give .evidence of the

presence of the human hand and loosen up the precise out-. . o ‘ :
nllneg“thegpamera recorded) and the use‘of non-silver _ .r]' - ‘
) PMhotographic techniques were some of the manipulations that
///led to' a redefinition of'theﬁphotograph; ? |
In Qanada the impact of photography on paintiog was

equally powerful but different'in manifestation. 1In

N . }

Europe photography was responded to in a varlety of wayss
for artists in the avant garde of styllstic movements, it -
provided new approaches to the expression of light. volume

-ahd space. and in some cases. served as a forcé against
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which they could rebel. In the case of.the more conservative
. artists, photography was to be competed with and for the \
realis® artist, it provided a very exact standard to be
copied. In Canada there was an untheorised and unself- ;
conscious use of.the photograph. None of the philosophical
issues that were raised by photography in Europe were raised‘
- - here. There was a more literal and practical‘use of photog-
° raphy in Canada, with very precise standards of photographic
“realism having begh established by a rather conservative 4

\6:‘-:,%._; "g } s ) 'l

group of patrons. The issue of painting as fact or fiction

»

was partly resolved by the appearance of the photograph in
. | \\\ ‘

~ ; R \

R é; attitudes toward the photograph. These attitudes appeared

" -t to favour the rendering of fact over fiction. "

Canada. It helped to deflne existing but unempha81sed

A Eor the Canadian public and painter the photograph

| oame toLrepresent authenticity of experience- and accuracy
_of information. These attitudes toward \the photograph were o
.transmitted.tg_paint§§g. 'In‘iﬁropefwe find Gustav Cok{het e
. _oéing.the photograph_tg)make a didactic painting; Eugéne
Delecroiif;giai;;*it for thebmanner in which it broadened
his painterly vocabulary and Manet usin it for increased
- instantaneity and dramatic gesture. In Canada it is used
in a more literal fashion. This led to a variety of uses

¥ . .

od of Ythe'photograph on a purely visual level as opposed Ltq a
p ]

r ol L

rphilosop‘hical or a conscious cohceptual'level. .

<, : ‘ :
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CHAPTER II ~ - - . '

- . NINETEENTH CENTURY CANADIAﬁ PHOTOGRA?B!I , e
" A _DOCUMENTARY TRADITION

4 , “ 'l

The element of f%otion cannot be entirely disasso-

LY

In ,

ciated from ]he photograph in the nineteenth century

Canada many: photographers. including Montreal photographer

&

William Notman (1826-1891) chose to.re-create certain g
‘e scenes in their studios rather than photograph them out-
doors. The reasons for such.a practise were necessitated

by the technical problems and Canadian climatic comditions.

'‘Notman photographs such as WOodcuttgrs. 1866, Notman Archives,

N ——

and Campfire Scene, 1866, Notman Archives, might on first view '

impress the observer with.the control of the tonal gradation
which4was a problem ‘in outdoor scenes at the time. 1In |
photographs such as the Grindley Family, 1861. Notnan“~
ArchivéB the 1nnocent v1ewer might be equally 1mpressed with
; the relaxed air with which the subjects endured the snowy
Al : climate. These photographs Qgrei of course: POt reality ~
transfixed but indoor simulationsr‘-far from representing
the reality of the Great Canadian Outdoors.‘they were taken
Yw';. in the studio whioh was stEied with all the necessery props
for campfire, logging and tobogganing scenes. ~Thg’;snow' |

' was 31mu1ated by piled up pelts of Arctic fox fur and *

.- . ’ : 4
. . . .

. o :
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o] : . Chinese White splashed across the negative?8 James Iﬁglis;~
: ' also a Montreal® photcgrapher. had a large water trough in
.X“ o hle'studlo te crea}e,approprlate surroundlngs for boating
.;seenes; His photoéraphswa the Montreai f100d oF 18§9:are.;w
however, 'authentic. . ’ BT B
The Marquis of Lorne, Governor—General of Canada
{1878-1883) speaking at .the opening of'the new Art Associa-

) tion of Montreal Art Gallery'in i8?9.'re£erréd fo the‘ektreme

popularity of photography in Canada. He also noted ‘the

acclaim with which Canadian photographs were received no -
abroad, partlcularly those deplctlng w1nter scenes.’ Theseg_ A .
photographs. clalmea the Governor—General. ‘do glve some of -

(\ our frlends in the 01d Country the bellef that it is thql

~
.- ut{w-‘-ﬂwctmwﬁwww;m-

normal habit of young ladies to stand tranqullly in the deep
"§now, enjoying a ‘temperature of 33 degrees below zero ....'2 T
The success whica had been enjoyed by Canadian photographic
| entries to the Philadelpkia Centehnial Exhiﬁition. 18?6.
. 'and the Colonial and Indian Exhibitlon.,1886 was certainly
‘ - that belng alluded to by the Marquls of Lorne. A report on’
" the Phlladelphla Exhlbltlgn stated the follow1ngx LT —

There are of course a number of branches of human
art in which a country g0 young as ours cannot
#

- v * I
85 Triggs and J. R, Harper. Portralt of a Pgrl&d. ,
unpaglnated. N § - ‘ ] = i

A\]

.. 9Marquis of Lorne, Records. of .the Founding of the.- : =~
e Royal Canadian Academy, Vol. I, pp. 6-7. . T oL

- .
. . ) ' ., 7
‘
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“hope to compete/with the older nations of the world.
This is especially the case with.painting .... It
may, however, be -said that imn photography the speci-
mens exhibited by our artists were not inferior to
any that graced the building.l0
* _Ihe press reviews of the Colonial and Indian Exhibi-
_ tion. which came from various corners of-theﬂworld. paid
~much'attéhtion to the Canadian photographic éntriés but
.~ made sgafce‘mention of the paintinés. "The photographs' of

~ sleighing and tobogganing (Park Club, Mont%eai3 are very
. 11 e |

interesting .,.."”" . Another review stated that:
Specimens of engraving, llthqgraphy. prlntlng and

’ photggraphy are .to be met with in 'various parts,
and among the latter are two remarkable pictures
-- a tobogganing. scene and a snow-shoe clud
mustering for a tramp.l2 ;

‘ AIthough the Canadian artist did not feel capable of

competlng w1th the older nations of the world in the fleld
of palntlng. he appeared\to have recognlzed the possibility
of achlev;ng an 1ndependent and unpatronized success in
. photography. l ' L

A close associatlon ex:sted between painters and .
photographe:s in Eastern Canada from the time of the estab-
lishnent of-the Notman studio in Montreal in the 1860's.
.Similarly. a community of artists and photographers

»

+ : L : ¢ '
N .

- ey~ Lt . '
<~ .

» ”1°Report onftne Philadelphia Centennlal Exhlbltlon. o
1876,.p." 22. 7 .

[ ¢
.

llThe Colonial and Indien . Exhibition: ‘A Revelation
of Canada s Progress and_Resources, p. 35. .

‘e . PR -

Ibid.. p. 36 ‘excerpt from the Leeds Mercury).
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developed in Toronto in 1868 when John Fraser (1838-1898)
opened a Notman,branch on King Street. It was in this |

studio of Notman and Fraser en King Street that the first
headquarters of the Onfario Society of Artists was estab-

b

*lished. Artists who associated themselvgs with the

Montreal Notman brahch. either'by working as photographic
a351stants or through shared 1nterests weres Alan Eds\h
. (1846-1888). G. Horne Russell (1861-1933), John Hammond
(1843-1939), Otto Jacobi (1812-1901), Eugéne L'Africain |
(1859 1892). James Weston (1815 1896). Edward Sharpe (act.y, 11
1870), Henry Jf. Sandham (1842 1910). and John Fraser’ (1838- . '
1898). ' ' !

~

In Toronto, painters such as Lucius 0'Brien (1832- ‘
1890), Homer Watson:(1855—l936);"Frederick»Verner {1832~ o
. 1 1900)& Horatio Walker (1858-1938), Robert Gagen,(18h7-19g6)\‘\\/
and George Aghew Reid (1860-1947) were amongst those wh i
‘gravitated toward the Notman and Fraser studio. They did ° -
this eithe%-fer reasons of employment or as mehbers Bf.the
Ontario ‘Society of Artists; -
B l.' The close relationship between the painters and pho- )’
y togrehhefs in Montreal is evidenceh in the catalogues of
SEUE the Art Association of Montreal from i4s inception in 1860.

The 1867 catalogue, for example, indicates that Alexander

Henderson (acf. 1865-1903) owned paintings Ry F. M. Bell-

e r

Smith (1846-1923); Bell-Smith was also a photographer. The
1867 exhibltion 1ncluded photographs by oth\Williain Notman

1
3
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and Alexander Henderson; three volumes of Notman's ganadiah,

- Sports (1866) plus tﬁree‘unspecified prints; three volumes

.0f Henderson's Canadian Views (1865). The Henderson albuh co

was entered in the Fine Arts display for the Dublin Exhlbl-
tion of 1865 13 Canadian participation in the Fine Arts
Section of this exhibition was almost entirely photographic
and included a copy of Charles Way's (1835- igi9),Canad1gg

-

Scenery (1863-64) and photographs by J. B, leernois (1831-
: ‘1856) and Ellison (act. 1852-53), 14 = o '
Many of the exhibitoré of Baihtings in the Art ASJO;
v. ciation of Montreal exhibitions were Notman employees:

A ' Charles Way;~John‘Fraser and Henry Sandham among them.

~ William Sawyer (1820-1889), James Duncan (1806-1881) and
0" William Raphael\(1833-l914) were other1palnter-photographen
participants. Toward the end of the nineteenth century f'
}é paintegs’éore called upon by photographéfs to compose pho-:
toéraphy juries.‘ With the spread of amateur photograppy ,4
clubs ‘around 1882, there was an increase in the numbef of
photography/exhlbitlons.p The popularlzatlon of the medium : >
resulted from the development of the dry- plate proceis and
instantaneous cameras. One of the most’ prestigious of

, theée clubs was the Toronto Camera Club which exhibited the .
‘ v o -

M ; 1 -
— R
R . ! , o

- 0 N v . ’ : " * ' )
1?Cataloggg of the Dublin Exhibition, 1865, 2y 25-26.
1k

These albums and portfollos will be dlscussed }n

S more depth in the following -chapter.
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S works of well-known photographers. such as Edward Weston
(1886 1958), Alfred ‘Stieglitz (1B6b-1946) and Clarence ® -
Moore (1871-1925). 15 : ‘:
' Painters such as George Agnsw Beid and'Charles Manly
(1855-1924) were invited to act as jurors for the Toronto
Caﬁera Club exhibitions. Manly accepted an dffer to

advise the members of this club on matters of comp051tlon

and general p;gtorlalgggsigngl an article in the Toronto

o

ket o ot

Sunday World described the criticism session conducted at
the Toronto Camera Club in January, 1901. The advice he-

) gave was much in keeplng with the prlnciples of the Plc-,

4

torlallst school of photography; this movement. as it grewl
¥

1nzpopularity io the last decaoes of the nineteenth centurx. .‘
engendered a_raging controvorsp in photographic circles. 4
Manly implored the photographers whose work he waf cri-
-ticizing and aEstiﬁg. to avoid the sechaniqal and per-
fectionist qualities of the photograph. Instead'of rich
'detail'agd preci® eddes, 'he -informed them they should be
achieving a Breadth of for@ and\simpﬁ&city of composition.
The use of cdmbination.pf&htiﬁg tech;iques were to be
avoided. The reviewer &escﬁftbd Manly's talk as 'exceed-

.ingly luminous' ' giving d sample of Manly s critical ol

v

'comments:

Y
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advice to the assembled group vis-a-vis%technical knowledge
vis-a-vis

and’
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N7 : .
The slide on the screeéen showed a. nice bit of distance
and sky in the upper left corner, with a’ great old
fashioned house on the hill to the right. Below,
occupying almost the entire lower half of the picture,
was the most minute reflegtions (51c) of the upper
half of the scene .... "The picture is too rich,"
drawled Mr, Manly, “we're getting too much.for our
money. If you cut .out that, and that, and that, and
that ... cut out all you can, and then cut out more.”

eo. Mr. Manly ... found the work of the-Toronto

oy Camera Club "too perfect." _Everything within view

of the lens was portrayed with absolute correct-
ness ... but'was this mult%pllclty\of detail a
picture? He thought not.l

In hiswhone the reviewer went onrtovdeéoribe Manly's

how it should. be put to use. Manly advocated pre-

v1suallzat10n of a picture and discussed pr foreground.

background and light and shadow should be treated. On the-
'subaect of light, he was of the oplnlon that there

only one streng source in a photograph. Any other high-:

lights or shadows ‘'must bé‘subordinated;. *"Gather less™

. detail™ and "eliminate", .he stressed.

17

As great a variety’ of themes was undertaken by -

.Canadian photographers as by Canadian palnters. In caaes

of partlcular "scenlq spots,"” it was sometimes a photog-

raphef who had first popularized the view and .other tines.

- .

Puiny

16

1901, newspaper c11pp1ng (from Toronto Camera Club Files,

PAC).

. .‘ ./ d ! -
171p14. - A S

should be

"An Artist's View," Torénto Sumday World, Jan. 20,

1
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a painter. In Quebec the Megtmorency Falls, Murray Bdy and.

the Eastern Townships wgie»favoured by both. The most
popular views for photographers in Canada Qere Niagaré
Fdlls and the Rocky Mountains, as they had been. for painters
in the preceding decades.. The large éﬁruce Tree in Stanley
Park, Vancouver, not only attracted a Notman éamera-man but

appears to have also been the subject of Lucius O'Brien's >

painting entitled B. C, Foresf* ‘w.c., 1888, National Gallery — “”\K
of Canada, (Flg 9). The palnter. John Hammond/;nd the pho- _ \
tographer, Benaam;.n Balitzly (act. 1868-1871) formed'part of>
the team that undertook thgﬂlB?l Canadian Pacific .Railroad
and Geological Expedition. 'In fact, the West was the
&estination of many artists and photographers during -and
after the‘laying of the Canadian Pacific Railwa&x among
them, J. C. Forbes (1883, 1884), F. M, Bell-Smith, William
Cruikshank (1848-1922), Mamaduker_jd;itthews (1837-1;13). |

" Lucius 0'Brien, A. P. Coleman (1852-1939), Robert Ha"rrjs

© (1849-1919), Forshaw Day (1837-1903) (out West 1886-1888) and
John A. Fraser (West, 1886). An interesting. compilation of

' photographs and paintings of the West is found in'thé‘poft-
folios brought out by the Canadian Papific Railway in thé

1890'3.18 It consists of twelve gravure prints in this .
- R
v 18

There is no available information on the exact date
_ or purpose of publlcatlon o these~portfollos and neither is
the number of issues to a se&ries known. Mr. Omar Lavallee,

%T Archivist for the CPR, first had his attention brought
to the existence of the series of portfollos when Glimpses
Along the Line of the CPR Mountaln berles C.was recently
lent to the Archives. : N

-

B s ’ -
VAN, .
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) .
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album, one of which is from a painting by G. Horne Russell

o derived from a Notman photograph entitled Beaver Valley,

-,

‘Selkirk Mountains, 1892, Other prints are of paintings by
Bell-Smith, J. Hamond and William Brymner (1855-1925).%9

-

Both landscape views of the West and Indian photog-

raphs were popular in the nineteenth century. Photographs

of Indian life in Canada provide us both'with fine images'—

o

of high aesthetic value and with anthropological evidence

of a culture which h_ad aimost vanished-by the beginning of

the twentieth céntury. ’The photogréphs of H. L. Hime, who

accompanied Henry Youle Hind on the Assiniboine and

iSaskatchewan Exploring Expedition in 185@”. provide some of
/ the most poignant of these 1ma.ges. . ; v

The mood of many of these photographs taken in the

) . West is what may be described as 'austere' and very much

%

W,

. ' “in the fradition of the documentary photoérap};. The Tack’
| of interpretation enhances them and glves a rather unlque‘
strength. aThlS is particularly true of the work of Hime,
.- which in some instances redches a level of sublime -
austerity -and predate ancf suszass uCharle's Manly's expsci:a-
. tions of the eliminated and simplified vision. Alexander

-~ / )
. B

L3

~

-

. - lgThe Notman Archives possesses another ' in /{he series,
i smply entitléd.Glimpses Along-the Line of the Canadian
Pacific -Railway. These are gravures of landscapes and

Indians from photegraphs by Henderson, Boorne and May.(a °

Calgary based studio whigh photographed the §arcee.
Blackfoot and other Indian tribes of <the 'pralrieabz .
There are other Boorne and Mg§ Indian prints wh:Lch come _
from a yet ux}ldentlfled C..P.R. portfolio. .
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Henderson was one 1nterpret1ve Canadian 1andscape photog—

rapher who introduced a romantlc and symbollc note lnto his

'

work. : . -

Portraits were an:even more popular subject matter

. than landscape. The Buffalo Illustrated Express,.Nov. 26,
than ted Express, .N :

///4f1892. described the camera's particular appropriateness in

a »

taking portrait likene§sés:

” i
- %

Tt (the camera) is the gréat painter of character,
and we may rest assured that our physical eccen-
tricities will not be left, as were our ancestors’,
to &he charitable hand of the painter. Instead,
the camera will hand down to future generations
the relentless truth concerning us, and they will

. know beyond dispute all of ‘our personal deficien-
cies .... The latter day Solomon may say of a
truth that of "the making of many pictures there
is no end," and the nineteenth century Job
exclaim, "Oh’ that mine adversary had let me take
his photograph.

&
Whereas Nadar, Carjat and Braun, well-known French
photographers of the nineteenth century have fagous actors,
actresses, wrlters and members,of the French 1ntellectual

communlty. aS(subJect_gatter, the ma;orlty of portralts by~

Canadian photographers, William J. Topley (act. 1894-1926),
& .

Samuel McLaughlin (1826-1914) and Notman showed politicians,

governors-general, industrialists and royalty. In Addition,

’ .

there were thousands of portraits taken of the ordihary

ividual, undistinguished by birth or deed. The numerous

-

v

oEllzabeth Fllnt ade. "Hints in Photography," Ihe
Buffalo Illustrated Expr¥ss, Nov. 26, 1892 (files Q<,¢he




. albums of carte'de‘zis,ites and’ cabinet portraits housed in

¢ ' -the McCord Museum, reveal myriadls of both types of p&re
© . ~trait; middle and upper class people and portraiﬁb of the

chlebri'tieez Sir John A. McDonald,’ Sir Hugh -Allan, sir ., ’

. ‘ ‘Charles Tupper.; Lord -and Lady Dufi‘erm, Prmce Albert and

—

the renowned opera star from Chambly, Marie Emma Albani.

Portrajits. of members of the artistic community indeed exist,

P 4 -
. .

cone bu’g-not in the quantities found in the Nadar or Carjat

e colfecti‘ons. Such portraits ifx the Notman collections are

of Adolphe Vogt and posed\omewhat less formally ‘== John

Hammond, Wllllam and John Fraser, Edward Sharpe, .James

. \ . . fr

Weston and Henry Sandham. 21 ’ .
. ) . -

: Genre pajnting in Canada did riot enjoy an eguivalent

14

t

‘popularity to that in Engtland and simifarly' only one; pho-
"tographer here explored the reglm of "ger_xre pho‘.t;‘crgraphy‘.’
This wa|s_°Jé.mes‘ Esson (ac§. 1875) of Preston,- Ontario. He

. published Stereoséopic Gems in the"?-Oc“s., a series; “of P
< , stereo cards on genre themes. The studlo posed Notman
photographs ~vof Carlboo and Moose hunt:mg mlgh-t also be
descrlbed under thls category. ' . s e

“ . -

. " As the century progressed. so the city beegame an .

. ) - -
~ increasingly popular theme for both painters and -

ot . B B

21There is, in a modest way, a s;mllarlty between
the manner, in which Notman's portralts of artists reflect
the small artistic -community in Montreal. and Toronto and-
ne\:/'vf?\{ in which Nadar and Carjat's photographs' reflect '
! ) ieu of 1nféﬁecﬁm‘zrttsﬁc-fmf the latter
* decades of the l91:h century. N ) [

“____._,l A
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photographers. In t‘nglast decades of the century it seemed

ph'otographer. ‘ e . . '

‘Street, done in ‘th

as if the painter ceded this territory to the photographer.

however. and a;ntings li‘ke Bell-Smith's nghts of a C1tx

ast decade. shows a fragment of the

city and not the efftire cityscape.’ ‘The cityscape with all N
) %
of perSpectiVe and intricacy of detai.l .

came to be viewed as a more approp;:iate subject for the

'
» h ‘.
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)
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N - CHAPTER III | -
DISSEMINATION OF THE PHOTOGRAPH .~ .
T ' In addition to being used for expressive or social
' ,’ documentary purposes, the photograph was also pu?/to’zhe very
IS - “ d
~> : practlcal use of illustrating books,’ perlodlcals and publiclty

brochures. One such publicity brochure was the C.P.Rs._pub-
- licati&g‘fe;erred to in the ;feceding chapter. " In Euroge
there wds a radlcal transformation }n“QQe book -andmagazine
” publlshlnp field after the discovery of the photographic pro-
cess.4 The reproduction’ technique and treatment of theme were
f\\ two areas decisiﬁely influenced by the photograph. Signifi-
: cant publishing event:\bf the 1840's were: Extursions

.Daguerriennes, Lerebours (1843), iﬂe London Il;gstrated News,

: \(184?).22 The former was an album composed of engravings
S ‘* -done Erom.Daguerreopypeé of exotic landscapes from all over
. the yorld. The latter waé‘ﬁiweeklyvpefiodical describing
.. . various news events elaboratelb’illustrated. Thekimpoptance

‘ - ¢ 1
of the publishing of such works was significant and the

e

“influence on the visual image two-fold. It %ead.go‘a greater

range of subject mattér and, when a photograph was used as
t . k - i
’ . R . 2 A o
LY B \ ‘)
. -22 French photoeraphers Horeau, Trémaux, Saltzmann and
gke publlshed albums of local and exotic interest within

. next three decades. . -
k. \ ) .
. i / ‘ ) .

* . . .
a ‘ , o - 29 - . i b
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N the source for the illustratiom or as the medium of illustra-
.

fion. ‘established the supremacy of the yégiistic, informa-

.. tional image.

N -

An album published by Pierre Trémaux shows an interest-
L1570 . : \

ing use of both photogrgﬁhsﬁand drawings from photographs.x
This

uft is similar to and follows not long after Lerebour's

h .
Excursions Daguerriennes. Paralléles Edlflces An01ens et

Moderneb du Contineént Afrlcaln de581nes et releves de 1847-

i 854, was published serlalyy in twenty issues every two months
from June- 1852 ca 18 and was dgvoted exclu31velg to North

African archltecture. Illustrations were;gone from hand-dra
' sketghes and lithographs base&voh‘phgjoggaphic images. Some-
utimés bo{h the hand-drawn image and the original photographic
print were included."As fhe seriesi progressed in time so
mo}e lithographs‘from photographs appeared.; T juxtaposition
of the photograph and drawing made from \hhypA:i:graph pro-
‘“\x}ééd an 1ntereot1ng opportunity for styllstlc comparlson. A
1"s’cudy of the two 1mages reveals that it was not only the
. 1nformatlonal accuracy of the photugraph that was sought

after by the artist who Wab draw1ng from the photograph. but

also the rlch jtones and full volumes. - . @

The Photographic Portfolio: a monthly review of

ﬁie "\\ ' Caffadian scenes and scenery, 1858-60, was't*f earliest pho-
tographio portfolio to be pubiished in Canada.zBI‘It was

ey D

:". . - . J_ s N e . .
' ! 23Ralph Greenhill, Early Photography in Canada,' p.. 37. =
— N : [
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.the increasingly growing taste for works of art in Canada’.
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followed by the publication of Notman® 'S Photographlc Selec-

i
tions, a two-volume publlcatlon. the flrst series of which ) §
)apgeared in 1863 and tpe second in 1865. The purpose of the g
5ublicatio£ was stated in the prospectus as being 'to fod%er °
Both volumes contained photographs but primhrily illustrated;
photographs of paintings, some of which were by Cornelius
Krieghoff (1815-18?2) and John A. Fraser, It also gncluded ’\
photographs of engravings of old master works and seventeenth
and nineteenth century Belgian and En?blsh painters, reflect-

1ng popular taste of the perlod

George Monro Grant s Plcturesque Canada; The country

as it was and ls. publlshed in 1882, demonstrates the popu-

larity of the photograph in book illustration and a growing’

patriotic interest in documenting Tanada. Acknowledgement
<

is given to the use of photographs in the Preface: " The . ;('

i bt s e Wb bt

- *
Director of the Geological Survey and Dr. Robert Bell put at

our disﬁosal photographs for illus%fating the Hudson Bay
2k ; i :

. e —

route.”
An illustration of lumbering is derived from a pho-
tograph by Henderson (Fig. 10) and two other city views : ‘

suggest derivatiod from the Notman photographs. Among the . :

\/v\ e B .
artists employed to provide illustrations were John Fraser, 4
°2uGeorge Monro Grant. Picturesque Canada; The countgx
as it was and is, unpag. (Preface). >
- * i “
. v (




- 32 -

)

‘William Raphael Lucius O Brien and Robert Harris.

+ The photographs of ‘surveyor and photoprapher.tﬂumphrey
L. Hime (1833-1903) served as a source for the chromoxylo-

graph illustrations in H. Y. Hind’s Canadian Red River and

Assinibq}ne and Saskatchewan Expedition’(1860).25

In Canada the photographic imagé was widely dissemin-
ated by the publication of portfolios and albums of photgg;

raphs and in The Canadlan Illustrated News, a periodical

styled after “the London Illustrated News and established by

George Desbarats in 1869. The range of imagery in the_

Canadian Illustrated News extends from carefully executed

”‘fdéhion drawings to quick sketches of a local boating
regatta which was either drawn by"our artist on the spot' or"

drawn from a photograph taken of the event. Inxﬁlmost every '

e&ition there appeared a reproduction of anfenéraving of a
painting by a French Academic painter, English’Academic
painper or more rarely, an old master paigtiné. | v
. An artist employed by an Illustrated weekly could be
called upon to perform a variety qf tasks from that of being
‘artist. on the spot' éo making drawings for the engraver. '
The job of ‘'artist Qn the spof‘ which Jackson, author of a

book on the pictorial press, describes as involving risks

<3

ol . RS
‘tantamount to 'perils of the earth, alr.;f{ig and water-...'

- had

B :\ \

25H.~L. Hime wasg the photograﬁher who acébmpanled Hind

on his_expedition™. R. Huyda, Camera in the Interior:. 18498,

-

nE

Coach House Press, Toronto Gl975~—A .
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'deer stalking in the highlands ... risking his life in ”

Aﬁfghénistan, Zululand' was seldom as exciting as it sounded.

More often thaq not the sketch was made from a photograph or
~sketched from the imagination.zq // ‘

- The pictorial press played a larg¥ role in transform-
< "ing public taste. as its accessibility was far greater than
the more exclusive albums-and Eortfolios. Mason Jacksom "

j \ descrlbed it' as “"no unlmportant factor in dlffu81ng the
=" purifying and.sdftening 1nfluence§‘bf art'. 27 Well\’gy the
influence of art be called 'softening' when the type of art

« Pl
being reproduced in'the pictorial press was generally of a

* LY
.
B e i L L

- cheap, sentimental nature. 'These images were, however, not
A o S '
< purifying. .
any self-respecting artists refused to work for these
publlcat ons, feellng that it reduced their role to a purely
1 commercial level. In Canada Robert Harris, when approached

: \
. by the Canadian Illustrated News with an offer of employ-

‘,AFt' stated thﬁt he dld not want to 'do a parcel of trash' ..
The draw1ngs‘prepared for publlcat;on in thlb manner, were -

3

I skegtchy. The requirement was that the artlst work rapldly

- -

s -

and correctly rather than either painstakingly on‘imaéﬁp-
atively. The artist who prepared the drawings for the
¢ engraver or 11thographer often made cruclal deczs1ons about-

) 26

T . F
Mason Jackson, The Pictorial Press, p. 328. P
~~ ' - ‘ :

N - : 21biq., pp. 303%304.

-
L 4 K}
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,'oa photographer or master artist's work. These decisions

‘v
4
v

, / P
often involved tﬁe suppression of large areas of the image '

i
and the exaggeration or modification of deta.lls. In 1863 thL L

role of the engraver came up for evaluation 1n the light of L\\

this very problem..lgeorge Thomas Doo, R. A. E. defended

A the engraver's right to enjoy membership privfleges in the - .

o o \
Royal Academy by -stating that his chief value was his ability
. K !
to select and refine a work of art. 28 The photographer. he ’

i

declared. copied 'the vicious with the good' whereas the -

: engraver could be dlscrlmlnatlng 29
gi‘. . The work dfyﬁngraver William.Leggo, employed by the

Canadian Illustrated News and L'Opinion Pgﬁligﬁe,~is reievéﬂi

to a study of the Canadian scene. Both Leggo and his
employer, publisher George Desbarats; were from fami&Ees‘that '

were historically involved with the printing and publishing

-+

business.30 In October. 1869, the Canadian Illustrated News:
) y ‘ ] | . “ .
ii”“~ 28A.aron.Scharf. Art and Photography, PP. 120—121.

' ) .

29The extent to which an artist altered his work pro-
cedure in preparatlon for the photo-mechanical reproduction )
process depended largely on whether He was drawing from a
photograph or graphite sketch and the nature of the final 4
reproduction method. For many years the most popular method o
of reprodu01ng both drawings--and photograph “was the simple — —— ——
v "wood engrav1ng technique. This image rendered the informa-
tion in line and denied any half-tone subtleties. From 1860
a great deal of experlmentaheon with half-tone processes took
g" place resulting in a process whereby a copy of a photograph
cculd be directly transferred to the printing plate. The

problems of unltlng 1mage and type were manifold but finally SR
. overcome. , ' . - .
30peter Desbarats, Canadian Illustrated News: Intro- .

duction to 1969 facsimile reprint of first.issue of 1869. . ,‘

.
R N S
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‘ . Livernois and William Sawyer contributed to the~¥ody of
-~ ::'\ .,
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<

prlnted the first half-tone photographlc image. It Wae the.
<f1rst magaz1ne in the world to have accomplished this feat
and reports of the event were enthusiastic both in Canada
o afa Europe. Predictably, this first‘half-tone image was a
‘ éﬁ;ptrgit'of a member of the English ﬁgyal family, H. R. H..
Prince Arthur, a visitor in Canada the time. Earlier,
_in 1865, Leggo had achieved interna 1onal recognltlon for
hav1ng patented a llne—qngrav1ng process Whlch accelerated
, and facilitated 1‘lustration reproduction enormously., This
process was known as phe Leggotype. ‘
h . Several of the Cahadian artists (whose palntings and

involvement with photography will be discussed in this v

the31s) had works reproduced in the Canadlan Illustrated

R

News. A chromollthography by Sandhapy based on a Notman

photograph Snow shoe Party by Moonl;ght was reproduced. as

/were landscapes by Freder1ck Verner (1836 l928),.Robert
. _ Gagen (1847- 1926) Both were employed by Notman's Toronto
studio, Allan Edson, J. C. Eorbes, E. M. Bell-Smith and

>
Charles Way - were others who had work reproduced 1n this

peglodloal T .

. s L3

Photographs by William Notman, W. J. Topley, J. B. .

—

illustrations. Similar in format to tKe Canadian Illus- .

. trated News was the Domiriion Illustrated which appeared in

- o i - ' Tl - f
the "1880's. Both Notmg¥and Henderson contributed

- N . -
.
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photographs to thié‘publioation.Bl In August 1888, the maga—

zine ran the follow1ng request, addreéseﬁ to photographersx
/____/ 4
- We are anxious to procure good photogré‘ﬁs of import-
~ant events, men of note, city and town views, foregt
and farm operatlons, seaside resorts, mountains an?i
prairie, scenery, salmon and trout flshlng, yachting,

- etec., from ‘all parts of the Dominion, and we ask pho= ‘
tographers, amateurs and professional, to show their '
patriotism, as well as their love of art, by sending

__ s, us prints of such subjects as may enable us to lay

" before our readers, at home and abroad, 1nterest1ng

and attractlve plctures of Canada.

-

3

‘Works by European Aoademlc painters appedred in the

Canadian Illustrated News from the outset. Emphasis was
placed on the French rather than on fhe English artists,
Gustav Doré, J. P. Laurens, Horace Vernet, Adolph William

1

Bougereau were among the former and Clarkson Stanfield -
anogg the latter. . > | b
The influence that the illustrations in illustrated.
. ; weeklies exerted on the painter was not&necesserily'dirgct“ -

or extensive but it formed a constant and thus strong

) ‘ -

s
v 4

31 Topley was also a- frequent contrlbutorf Photographs *
" became especially popular with 1mproveme AH%#&Q:photo-
" mechanical reproduction techniques of the 1880 The _
Dominion Illustrated, for example, plubllshed landscape pho-
tograpzé by Henderson, Notman and Topley in its weekly .

issues pf August, September and October, 1888. Many were
photographs of the West by Noiman and Henderson. It would .
seem that this Wds a period of renewed ex01tement about S/
photography.

. .
d
- s

P

-

32Domlnlon Illustrated News, Vol. I, no. 5, 4 August,.
1888 p. 66. The same periodical was goliciting photographs

of loeal and general interest one month later: "In these -

days of instantaneous photography, when Kodaks and other, v
cameras. are in everybody's hands and pictures of every kind

so easily obtained ...." Dominion Illustrated, Vol. I, no. .2,
15 September, 1888, p. 162, : ] ' .
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reference for- those artists whose orientation was factual

cand illustrative. Those artists who earned all or part-of

their livelihood from working for these publications were
- ¢

&

.par¥;cularl§“susceptible to this infiuence. A high degree «

of realism and'éasy readibility, both in theme énd\style

Were major requirements for thé illustwations. _—

.
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in a variety of ways. Th/?pho.tographlc print was used™~£qr

"to be covered or left‘e‘xpoied was also a con§ideration.

>
- CHAPTER IV )
THE PAINTED PHOTOGRAPH AND THE/PHOTOGRAPH
IN PAINTING 7 o )

-~ . "PHOTOGRAPHS FROM THE SMALLEST TO LIFE s}z{ ‘
©  FINISHED IN. INDIA INK, OIL OR WATER COLORS"
(Back of carte-de V1s1te of J. E. Hoitt's

Fine Art Gallery, Oshawa))
Pamters in Canada who attempted to equal the realism
of the photograph resbrtod to using the photograph as an aid T .

direct and literal copying: for notational purposes -- ~
obtaining some ini‘ormation or a ‘oasic idea of pose or propor-
tion -- for paintlng over and for the making of compos1te T
photographs. Whereas the cqpylng of the photograph entalled
mechahical skill;, the making of- a painted compo‘s,ite photog- °
raph and the painted photograph required a combination’;of .

.

invention and copying. In the case of painted photographs g

the opac:.ty or translucency?of the paint medium used. The -

degree t¢ which the outlines and‘(;’toneia of the pho»tog'raph were

"y

A method which involved the use of the photographic

N
~

negative proved popular in both Europe and North Am{ai'ica.

This pr:ocess- invelved the projection of the photogi'aphic ‘
' L 4

'image onnto a canvas prepared with a co'ating?of light-sensitive

~

——- 1

—~ . .

— A
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Examples of copying the phdtographpte accomplish

otherw1se/1nsurmountab1e tasks are abundant. One of the

'earllest ;n Edrope is Dav1d Octavius Hlll s ﬁhe Slgnlng of

the Deedgof Demission (1843 66) a work whlch 1nvolved the

poaﬁrayd% of some four hundred and seventy-four likenesses.

Hill relied extensively on 'photographs to aid him in this
. B \\
undertaking.  The modus operandi for such works would have

‘necessitated the squaring off of bofh'canvas and phétographs
follong by the lgborious task of drawing in the figures by
followiﬂg the pattern of the grid; It did not take very

long for photogréphers to find a méghs Dby which the-photog-
raphlc 1mage‘could be proaected onto the canvas. They
supplled the artist with elther a temporary or pefmanent base
upon%wﬁ;ch to WOrk:\\\\\\\ | , vf7 R ~
‘Methods by. which the artlst could procure an enlarged

~

image on hlS canvas . began to appear 1n +the photographic

journals of the 1860's. It-waS‘poss\blg to project, an image
. NN

y

~direct%y‘onté the canvas: formulae were aEVexi&Efd whereby
the canvas could be light—sénsitized and the,imagé\ihus\per;g
manent;y but. faintly, affixed to it.  The c

’—§be-painted over. Painting'onto a photogrdphic image on can-

Qés’had advantaggs over p;intiné on an al

elqmlnated the tell- tale layer of photographic

'true nature of theé image could not be detected.-
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cardboard ‘o

raphic pape

Thesevprébl

0il require

tan% surfac
Two

vas techniq

L R

4 €
P

r wood panel backing could, by\contrast. be easily

_as painted photographs by’ the layer of photog-

r and they often developed chemical problenms.
‘ ’ 7 . AN z
ems resulted from the generous amount of linseed
4 :
d in applying the oil colour to a slightly rgsis7
e. m e " v 7 '

Canadian painters favoured the photograph on can-

. ¢ .
ue. Henry Sandham and Edward Sharpe projected

the photographic image ‘onto canvas and created a work

astounding

this method

in its high definition of detail.33 They used %

when confronted with the task of making a painfé

ing of a skating party composite taken by Notman in,1870.

The skating‘
occasion, Royalty was present with Priﬂée Arthur one of the

- guests,

" Both

painters of

" is possible

have worked

wHereabouts

:{practice of

. It is thls

party was.a particularly important' Canadian

Sandham and Sharpe were employed by Notman as
studloibackdrops anﬁ comp031te backgrounds. It

that e}ther one or both Qf these artists would

on the original "Skating. Party" composite, the M
of wh:ich is unfortuﬁately'ﬁot known. ¥ common

Notmarn, was to photograph the flnlshed comp031te.

8" X 10" photograph of the orlglnal comp031te. .o

o

s
ographic p

L

arpe painted a’considerable number of lagge pho- §
ortraits in 1871. These are portraits of various

Momtreal dignitaries and appear to have'been done in the. i

same mayner
career war

e e

on’ an emulsified canvas. Unfortunately Sharpe's
cut short by an early death (age 21).

A e A RS e s e L
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The Skatlng Party. 1970 McCord Museum, which now surv1ves.34

In comparlng the palntlng and the photograph of the cgﬁp031te
the ev1dence of exactness with which the palntlng gorlbes
the orlglnal is overwhelmlngiy in favour of the method of:
copying by way of the llght sensitized canvas. %here 1s no
evidence of-as tell tale grld and the dimensions of the palnt—
Yy - ing correspond- to a'comhlnatlon of one.31ze of glass phate
+ negative used by Notmar;;'rat that time. The complexity of this
image with over one‘hoqbred figureo. many of which are
: p clearly identifiable pgrtraits of actual personolities,pre-
chudes ﬂhe possibility Sf froe hand copying. - f
Paihting d&gectly onto a pho;ographic print Qas very
" wepular omohgst portrait painters who were desperately
’ attemptihg'to meet the vorgcious demands of the public for

+ .
'speaking-likenesses'. Formulae for the preparation of the

Fs

photographic prlntlng paper to recelve .colour were 51m11ar1y
. advertised and debated in photography journals of the 1860 8
and 1870's and also described in books relatiﬁg to the sub-

.

: Ject of photography and 1ts techniques.

. Heath, in A New Treatlse on Photographv, entltles a

chapter, "How to Prepare Photographs for Colourlng," and

-.—-vdt‘

suggesxs that the photograph to be painted in 0il be mounted

on millboard oi canvas which has been thoroughly soaked in

—_— \
i '/_ \Q. I8 ! . .
/ ERs The painting measures 53% x 373 1ncheS'(135 9 X 95.2
! cm) whlch is probably the size of the orlglnal comp091te. u

i
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- Lo llnseed 0il or preferably megllp (a mixture of boiled linseed
. - Y \ | N
. 0il and mastic’ varnlsh).35 . -
- - "'Once’this or one of the alternat1Ve preparatlon ) f
| "#f methods had been attended to, the photograph could be
- -?oloured in the regular style of portrait palntlng‘,‘\For

J
those of limited

or no artistic skill,. there was a special

method. The méthod suggested was that which required the

soaﬁing of the*photograph in liﬁseedtoil and the application\

/' poorly applled colour and awkward brushstroke by the amateur

orx at least, made it legs obv1ous.36 d
Cohfdsion resulted from this sifuationiand, as may bo

~ -

~ .

o w . e
expected, many painters who initially protested against the,

- )
use of the photograph resorted to using it. William Sawyer

voiced his opposition to~the painters' use ‘of the photograph

e 3 X S , . .
/ in the Gazette of 1872: /. A .

«o. Mr. Sa‘ger does not ignore photography as a
valuable®astistant, but will. not tolerate the use -

. of it as’'a foundation for dh o0il painting. The
portraits of the ancient masters have lasted from -
century to century, because wherr they were exe-
cuted? paint was used with no stint and with no 7
more o0il than necessary  to mix the colours. In . T

) the case of the ‘semi-photograph pictures, the

.fp . paint is thinly laid on with a great deal of o;}

v »

-’ . ai.

) ‘ 35Heath suggests that the only necessary Preparation ’
for the application of water colour is the pasting of the

. photograph onto thlck Brlstol Board with Gum Arablc. p. 129.

" ~ e 36Heath, A Mew Treatloe on Photographx, P 130. e

™~
fdf“polour onkthe reVQ{fe. This ellmlnated the problem of -

piad
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) . of time the picture suffers by deterioration ‘and

: 4 : . and it is a certain consequence that in the course
% finally bécomes worthless at an early date.37

- . Sawyer's objection was not founded on%yhe problem of

truth and originality in art but on a technical issue, The K

4
% practice of painting over photographs requ1red an excess of
é , - oil in the medium and, in his oplnlon. resulted 1n a deter-
. \;1oratlo; of the canvas. . | . ' .
' Samuel Hawksett and Joseph Dynes, bette known as
v;w. ' Canadian'peintersxthan photographers, opened a photograph&
\ N studio on St. James S'tree‘ in 1861.7° They{aél ertised them- ’ )
\\\T\ selves as painters of portralts.emlnlatures and landscapes . L L

who would take photographs of all sizes and pa nt themé}h .
d

~~_either o0il or watercolour, This venture was short-1liv

¢

g

o Such unsuccessful attempts at establlsh Fg photog—

/
raphic studios were'experlenced by many portral& painters: /

[P

h . J

g%beling that their positions\had been usurped by photog-

raphy, they reacted by préducing coloured photographs.39

Dynes and Hawksett achieved a measure- of success }ﬂ this /

" area and received a prize for the best painted photograph / "

~ B . 7

~ i

--37"Mr Sawyer's Art and Photo raphlc Studio,“ The T
Gazette (Montrea1¥ Vol Cl, no..21 24 January, 19?25 ~
? 2. col. 7. -

_ 3 - ot
38Ellzabeth Collard, "A Forgotten Artist -- Samuel
Hawksett,” Canadian Antiques Collector, Vol. 3, no. 12 )
(December 1968), p. 16. ,

# . ' .

‘39Ibld-’ P. 16 v " ! .“ 5




- exhibited a’work at the Art Association of Montreal Exhibi-

. ‘ IV .

-

at the Montreal Exhibition in 1863. 40 ST

+ Charles Wa” an employee of Notman!s Montreal stud;o,

tion in 1867. It was described in the catalogue as a "pho-
tographic portrait (coloured).” Evidentl& thf? was either a
painted photogfaphic portrait which in no way attempf%d to

disguiswythe photographic qualities of the print upon ahich

- >
the colour was placed or it was a,work in which all ®raceg

‘\6} the photographic image had been smofhen&d'by heavy layers

of paint. , .
. .

Samuel Hawksett worked extens1ve1y in the latter
Rethod where he placed a heavy 1ayer of colour over -the pho-«
tographic 1mage:~ His Portrait of Madame Charles Leclair, -
Sned. (Fig. 11) is an example of the suffocating and heavy
approach he took when attempting to make the photograph
‘ appear to be an actual palntlng. In this picture} the pho-

,tographic cimage is oompletely obli%erated by the dense skin

of paint. The only evidence of fhe photographic source is *

the tell-tale layer of paper adhering to the canvas and

certain surface characteristics which are associated with

the painted photograph in general. rlgldlty of pose and

+

hard-edge treatment of fomrms. “The appearance of these

: 4
¢ qu large painting entitled 'Row1ng Scene' 51gned by
Hawksett has been revealed as a palnted photograph Like
the aforementioped Sharpe portraits, this is housed in the
. Notman Archives, McCord Museum and will form the subject of
further study by this writer.




;N

Ve qualities in the painting show that the artist has not

ol 1

observed the subject for himself. Furthermore, he has not
. understood the transition' of tones as related to.the planes
of the face as they were recorded by tie\photograph. His °

R Portrait of Young Wiseman, ca 18?0' (Fig. 12) 1s. however,
&~

an example of the more\\hbtlg and gentle colour appllcatloih

he used whén colouring a photograph

There are several known photographs painted’by John

41 His techhique was to overlay the watercolours: on

, ‘ . Fraser.
! the pale photogrgphic image as if it were a preijinary draw;

ing. He.respected the photographic image and did not deny
C the lines and tones it produced. ' Photographic line and tone.

~

speak for themselves, being visible under a very light and

———

transparent layer of colour and demonstrate Fraser's sensi-

»

tivity to the photographic 1mage. The surface quality of

St pev——

~the photoéraph is respected and /he transition from it to the
palnted surface is not dlstractlng. Examples of works by

‘ Fraser whlch are’31mply palnted photographs and do not
1nvolve the obliteration of the,source~1mage are dellcate :

\
portraits of Miss Mary McCord, 1869 (Fig. 13), Mr. Atwater,

. o !
1868 (Fig. 14), Mr. Greenshields, 1867 (Fig. 15) and Mr..
3 ) ) S 4
William Notman Snr., 1868 (Fig. 16) and Mrs. William Notman
Senior, 1868, (Fig. 17). -In Portrait of William .Theodore

. - Benson, 1863 (Fig. 18) he takes a step beyond the simpie
. ‘ : p

4 '

ulThese are housed in ‘the Notman Archives of the
McCord Museum, - ¢

s

- 3 ' I3




w - 46 -
; posed photbgraphlc portrait. This is a palnted comp051te
made from a Notman source- photograph The subtl?ty of

4 - Fraser's handling of the painted photographic portrait dis-,

b ‘ Note the contrast between the Hawksott‘anq Fraser por-
i '~ traits. In the Hawk;ett portrait we have an attempt to sub-
i - ' vert the photographic image by applying a ;oavy vell of oilY
colour and in the Fraser we have witnessed the opposite,'a

respect for the 1ntegr1ty of the photographlc image by a dlS-

crete rather than domlnatlng use of colour. A curlgns ;mage

P
g ' which relates in theme to Fraser's Portralt of William Benson
}

o = is Baby Seated on Bear Rug, n.d. (Fig. 19), a Notman photog-

|
» - -t

, raph painted by Eugéne L'Africain. L' Afrlcaln was a Notman T

4

employee who, along with colleagues J. Horne Russell (1861ﬁ

S 1933), James Weston (1315—1896)'painted over photographs and
’ 42

used themphdtograph as.a source fpr combination images.

_In this portrait, Baby Seated on Bear Rug, L'Africain
atteﬁ;ts to_ make an image in which both:the authenticity of °
\\. the*ﬁhotograph is respocted and a paintéd surface fully

acknowledged. He,does this by leaving the figure of the baby

;relatively untouchqﬁ&by péint. aonly deligotely highligﬁ%ing
- | r . N :

~

v v

2y largé painted photograph by L'Africain i housed’

- in the Notman Archives. Unlike his Baby Seated on Bear. Rug,
there has been no attempt to reveal the photograph in this
work. To the contrary, a thick layer of paint and a large

. quantity of linseed oil has caused the photographic paper to
peel off the canvas backing. This is an example of 'the
deterioration Sawyer warned against in the statement quoted
earlier in the chapter. g

; Z; tinguished his works from those of-Hawksett. $ ' .
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' a folds in the robe with whlte and addlng almost 1mpercept1ble

touches of the brush to the eyes, eyebrows and mouth and

then painting in the table, edges of the bear-s kln rug and

background. The background image is somewhat ambiguous,‘

leading one, to believé that it is indeed a view out of.a -

window showing figures in a Corof-like landscape. .

\ ' )
L

. The painting style is light and suggestive but the

-

strength of the celour is such that it destroys any sugges-

tion of depth. This technique results in a strange separa-

. \&ion of parts but simultaneously gives the image ‘an extra-

.

ordihary strength.
The differing degrees to which the identity of the

-phgtdéraph is respected by fhese three\artigts, Frdser,

R ’ Hawksett and-L'Africain; becomes apparent when comparing

' their works.‘ Whereas Hawksett attempts 4 full disguise of

the photograph by pgsting the photegraph onto the ¢anvas

and then applying heavy, concealing layers Bf 0il colour,

Fraqgr touches’ the phojpgraphic surface lightly with subtle

tones of atef—colour which ih no way suggest that.it 14 - }
anything other than a coloured photogéaph. Fraser and B
L'Africain's works both remain within the common photog-

raphic scale range.ﬂ The circular image Portrait William oo

Theodore henson, measuring 3 lnches in diameter (inside

frame) anh Baby Seated on Bear Rug, measurlng 121/4 X 153/#

*inches (outside frame) exemplify this, Hawksett s ggtral

. of Mme. Charieleeclair is by contrast 36 x 27 inches:’{91.4 8
. ‘ ' [
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x 6876 cm), the size-of a half-length life-size portrait.
Fraser's portrait remains the more discrete image when éqm—
pared with the work of L'Afficain., Fraser's treatment of the
aqrface is consistent. #There‘is no area which is treated in
the manner of an ordig;fy bainting. L'Africain includes

both the heavyy‘disguiifng painterly treatment of Hawksé;f
and the gentle touch of Fraser. In the central figure of the

baby, we note extreme delicacy 6f brushwork and colour appli-

cation. The same kind of control and discretion observed in

thé-Fraser can be seen here. The treatment of the background °

& . o

is the method Hawksett used; a heavy. layer of oil colour.

__ These are.some examples of painted photographic portraits -

that indicafq the variety of. approaches and méethods encoun-
tered in this process.

. % ~ ;
There are composite images by James Weston amd George

Horne Russell in which seascape and landscape are usedi>s

-~ N
subject matter. A Notman photograph, Victoria Bridge From
Ne—\ -

'Steamer Filgate, 1884 or 1885, (Fig. 20) served as a source-

-1mage for a palntlng by James Weston, Charlottetown, P, E, I.,

18867 (Fig. 21). The palntlng is only known through a Notman

photograph. ‘Weston painted over several city and architec-
-

tural photographs by Nstman; In the Charlottetownu P, E. I."
palntlng he has borrowed from the photograph, copying
flgures standlng on the deck of the steamer and the steamer

itself but it is placed in an entlrely different geograph-

v

jcal setting. - B :

{
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- George‘Lbrne Rusdell (1861- 1933) has done much the

" same thlng in Mounts Fox, Dawson and Donkin, frqm Asulkan

Glacier, 1889 (Fig. 22) by using two source photographs, com-
bining them and painting over the composite. The source

photographs are Mounts Fox, Dawson and DOnklni,and Dawson

Gla01er Notman, 1889 (Fig. 25) and Asulkan Glac%ﬁ% Glacier

-

Park, B C# Notman, 1889 (Fig. zy) AgLin we know the
painting only through a photograph |

The practice of combining two negatives in a single

o P

print was common among photographers. This practice required
skill in dodglng and masklng technlques so that the comblned

;mage§ would be convincingly integrated. In thls case 1o

'attempt’has been made by Horné Russell to soften the edges

e

where the two 1mages meet so that the viewer is confronted
with a scene whlch to _some extent resembles a stage set. The
quality of/llght in the two separate_soqrce photographs has

»

not'heen translated accurately in the painting\of’the photog-
raph so that foreground’ané background have very little
spatial distinction. Certain features such as the softened.
edges of the distant angles of the mountain peaks in the
photograph‘ have been sharply delineatgd in the painted com- .
bination. The result, is an image overall flatness.A

lA painted photograph, MammotH Spruce Tree, Stanley

Park, 1887 (Fig. 25) is another exanpie,of a Horne-Russell

and, Notman collaboration. The, source-image or unpainted

photograph (Fig. 26)fwhich;served as a base has been slightly

e
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altered in the painting; the/§ing1e figure of thé man leaﬁing
against the base of the tree-?runk has been frangformed in
@he painted version @o two figures, a man and womaﬁ} of some-
what smaller scale., The trunk of the tree has also*¥een
thickened by connecting it with the trunk of a tree to the
riéht in the original source photograph. B |

These are examples of the painters' very direct and
practical use of the photograph;c image anq thé‘variant~forms.
that this usage took. The use of the photogtaph was not
always this direct and was often used more éelectively: In
many ways it ‘is fhis;more subtle and often undiscernable use
of #he photograph that g _most Enteresfing because it touches
on unconsci&?s irifluence as opposed to direct and conscious

\ ¢ : )
imitation. For many Canadian|artists the pha%ograph pro-

7

vided a new concept of realism and it was for reasons of

further exploring and developing this concépt that they .

14

h / - .
turned'toLtﬁe study and/use of the photograph. ’ a

- Thesartists who regarded the photograph as a tool

. which would aid them in their understanding and rendering of -

- 'reality' were attracted to the manner in which the camera
waé able to reduce and freeze the image, thus making it
easier to grasp and transcribe the objects ang relation-
ships between them in the externa1 @orld; While artists ~
like Fraser, Haﬁksett, L'Afridain and Horne-Russeli uséd
the photogrép;‘%n the manner already-described, o%hers used

it less directly and in a notational Manner. ‘In§¢his:way
. 3
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T it served ag an aide-memoire rather than an qbject to be'

* copied. Eﬁ}opean artists such as Corot, Manet and Pegas used

it in just such a fashion..

B O

h,: _ 'The field of portrait painting was_ particularly prone
: ' to pub}ic demand for ﬁhotographic likenesses, in éénada and
Euroﬁe. Both Van Deren Coke and Scharf have dealt e;haust-
ively with the pligﬁﬁ éf the miniaturiét and painters whose
S B gagne-pain was t#e portrait. ﬁith the gféwing popularity of

the photog;éphi@ portrait, the portrait painter suffered a

loss of financial and social status. . Frequently these dis-
possessed artists resér%ed to colouring photographs, estéb-
lishing their own photography studios or took to working
directly from pﬁotograpﬁs in order to appease the public'g
appefite flor verisimilitude. ’

\E A ' In Canada Robert Harris‘employed Notman's cabinet

' photog;aphs as a notatiopé% aid never cppying'strictly from

them but leaning heavily on' their details.43 His sitters

included ‘government officials and as a result he was more

often than not able to find Notman cabinet portraitsnfrom

.o"

which to work, Notman having served much the same clientglé.

-

. . Of all the Canadian painters .whose wdrks}related in

)

¥ ' '

M,

43A large painted photograph, Missie Sheila MacFarlane,
1898, done by the 'emulsified .canvas method,” i$ said to have
been executed by Robert Harris. (See notes a%tached to copy
photo in Notman Archives). If this is so, it revegﬁi that
this artast not only used photographd as a sourcd painted

- on them.” This particular example was displayed as an adver—
¢ ; tlsement in. Notman s window,

e
~ ’
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sbmc_e manner to the pjotograph, Harris‘is probgbly the most

interesting because his letters serve as a record of the

! C frustrations expefrienced by the portrait f)ainter painting

| for a photo-happy publlc. His writings reveal ve@pre—

\1se1y what it was that the Canadian public perceived 1n
photographlc pon,tralts and wanted transcribed in the pa}nted

3 S portrait. It was factual accuracy ‘and nothing less! ,

J ‘ \, Early on in his career Harris claimed that much of

3 -

his success as a portrait painter could be attributed to the
fact that he did not work from, photographs. In the light of
~his successive writings this insight\\b_qgg‘ges both ironical

~ ‘and tragic revealing much to us of the painter's personality
- : ‘ -

°

and the pressures to which. he succumbed.

I put-it (success) down to hot having worked. f from

< photos at all. "I told everyone here when I first
came that I would not paint from photos, as it is
mean, 1nartlsttc work, though it pays and I ve -
kept my word., ¥ )

In 1880 he wrote ‘a.lJetIer to his mother stating ghat

he was unable to 'please sitterg who want portraits that
- Ioék-l like photographs'. Despite the aImoy‘ance he experi-
‘ehced he never refrained from 'compiying with the public:
demand as evidenced by letters to friends and relatives

requesting photographs:

MMoncrleff Williamson, Robert Harris 1814-9 1909, an
unconventional blography; p. 71. :

¢ —

[ . !
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I only want the head and shqulders. Find o?.i‘t«iro‘m

some of his friends what is the best picture of ™ _

him (Lieutenant-Governor Josepﬁ Howe), I-guppose . "™
Notman is sure to have photos.

\_\

-

Le‘tters from c]ients affirm the frequency w1th which

Harris indulged in this practice. A letter from A. Campbell
~ ’ :

refers to the photographs for wh’icuh his daughter Pposed and
requlred by Harris for use in palntmg of her portralt. .
Harris' was clearly not an isolated case. Lucms

0'Brien wrote to Harris when the la*er was contemplatlng a

*

—

move to Toronto in reply to a request for advice. It read:

Toronto is the:best art centre.in Canada, at present,
and there are more artists here than anywhere else,
and we have no lack of pOEZral‘t palnters or.rather

colourers of photographs. ‘ \/\‘
O'Brien' s dlstlnct 'bone of dlsapprov.al may or may not . . '

"have had any relatlonshlp to Harris' practice of using .‘the
photograph. There is no record of any-animositiy between
them; nevertheless, one wonders .as to the na'ture of Harris'
}esponse. Harris saw the problem as symptomatlc of both
Ca.na’dlan ‘taste and Colonial taste in general. In 1880 he -
made this sta‘bemeni:: ‘ " ~

The trouble here in p ‘7trait paintiﬁg is gﬁe which

is (common) .in all \new coun'tries; A they think

pictures are better t \s%\ore they aﬁe like photos,
go it is hard to get peo \l\ito sit. )

\

- ®Smig., p. 27 I =

3

%Ibid., p. 60.

LWIbid.. p. 78, This letter followed a portrait com-
mission of Mr. Baird's wife,, "The people\wh \wgnt pertraits
are those who know noth:.ng of art; sea. NG,




>

—

0f Harris' involvément with photography, Moncrieff
Williamson has written the following: . - ;
\\Harrls never enjoyed working from photographs,
al;ghough he would make use of them as an aid to .
memdry: how could a portraitist achieve the-
empathy.that is the essence of true portrayal L8
without draw1ng directly from the human flgure

It is just thls tlght line that Harrls often walks,
some of his portraits dlsplaylng a rather belaboured and

rigid appearance and lacking the empé\hy\to‘whlch Williamson -

\\\

refers. His portralt'of Sir Hugh Allan, 1885, National

’

Gallery of Canada’is admirable in the meaéure of technical
control it dlSplayS but it lacks the 1n51gH¥ful gentleness
of 'his portraits of members of h1s family and young chlldren,

such as Bessie in her Weddlng,Gown, 1885 and Mrs. Maurice-

Nolan Delisle, 1885,0PrivatehCollection, Jénnie'Stewgrt, 1886
(Flg’ 27). . : : ‘ '.

The demand for phq&ographlc realism was partlcularly

e

emphatlc in the field of portrait painting. A Serles of

letters in the Public Archives reveal how exacting and

tedioué'sqmé of Harris" sitter;‘gzuid be'in their demands
for litefal pictorial truth; In dhe instance Harris was
comm1851oned to palnt Lord Aberdeen, Governor—Genéral of

w

" Canada (1893 1898) in his McGill LL.D. ZOWn, Durlng the

“toufse of the 31tt1ngs for this portrait, Aba;deen was

(-

awarded a new gown which appeared, particularly, to. Lady
R -

48

& o

Ibid., p. 22.
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Aberdeen, to be of & slightly different shade. Consequently,
~Harris was sent the new gown to écrutlnlze and he was

1nformed in an accompanylng noté’by Aberdeen,ffﬁ/l it-was.

hoped that Harris' ‘subsequent rendering would be found

e

"suff;elently aobqpate so that no one may suggest that you—

(Harrls)*have-been unorthodox." Harris dutlfully changed the:

‘oolour”of ﬁhe gown only to be requested to restore it to its )

- . former apade. AAlthouéh the portrait was admired as a 'faith-

I

] T : “ o
===%;==iﬂ“”*?f”";ful and natural' likeness of Lord Aberdeen, Lady Aberdeen - .

{ : \ fhformed,hlm by letter, it was regretted that,

~~

- . or
§ i - = +:. you (Harris) should have altered it from the

- original. People always ask at once, "What gown .
is that? And thé ‘T&ct remains that there is no ~
such gown existing. : .

-l

é o \ Portraits were painted largely to meet the demands of

a middle and upperAmlddle class and conservatlge s001ety “in
o Engllsh speaklng Canada and Harrls as chlef portraltlst for
this mllleu had to suffer their attltudes. One is apprec1a—‘

4 e

tive ‘of the frustra$1on Harris experienced when fulfilling

rcommissions whose imaginative reach was at best conservative.
Iet one is, surprlsed tha%’xﬁ'palntlng portralts of friends or
elf—portralts. he does not deviate radlcally‘from the real-

l ist approach. - : -

1

Y
o » A oomparison of Harris portra;t of Dtto Jacobl, 1892:2w’

3 Natlonal Gallery of Canada {Fig. 28) and Sir Hugh Alfgn

x - : -
3 3z
5 ! - .
v ~ Y ~ |
'|
Y

Ld

u9Lett6r, Lady Aberdeen o Robert Harris. Albun of
Harris Correspondence:* 1n\the P. A..C. St
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1883, Nationaleallery of‘Canada'(Figi 29) shows that
although thene is greatér~fofmality in the treatment ofﬁpose
and finish in“the latter, in both he searches out details ,
and oreatesr& crispness of outline. In an attémpt to faith-
fully record the contours of the sitter's features, the cen-
trol of form and tone is relentlessi; severe. There is no
softening‘of edges or suppressing of tone for the purpose of
flattery or conveying mood. |

Harris yaé not comfortable with the pho tograph whereas
Thomas Bakins,:an American painter and photographer, was both
oomfortable with the information it offerod/and'even seemed

- LY
to share very deeply the sense of order, . SOlldlty, ‘time and

llgﬁt intrinsic to the photographlc igage.
An ;nCLHent which occurred in’18 involving J. C.
Forbes' use of 4 photograph in painting a pbdrtrait of the

Barl of Dufferin demonstrates the touchy gquestion of ethics

in fégard to the use of the photograph by pain%e s The

portra1t~had been submitted and ac¢epted 1nto thq‘éanadlan

\

Flne Ar rtment at the Phkla&blphla Centennlal Exhl—

bition. Forbes appears~%o have been less -than honest “about

)
tinous eye of John Fraser

that Forbes" unethical conduct was rgvealed. Fraser, Super-.

" intendent of the Photography Department. spotted the portralf

and identified it as: havlng been copled ‘diredtly from a '\\

A

Notman and Fraser cab%net photogrdaph. His reaction is most\

'

. ‘ . s A
pertinent since it reveals the extent to which painting fromx

LY
(Y
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a photograph was ra}sed from a problem of stultification of
the imagination to a serious ethlcal pFoblem. In Fraser 8
judgement of é work of art, the principle criterion was not
aesthetic but &oral -- good or bad, it shdﬁld at least be

honest.” This letter, one of fhé few by'Fraser, touches
deeply on one of fhe concerns of this thesis. It underllnes

the preésure pIaced on the artist to conform to standards of &
phojographlc realism anq,the moral opposition to the

painter's use pof the photograph.

L

\Qddfessed to the Canadian Commission in charge of the

exhibit\?n, it read as folld@s:

— .

e

Gentlemen,

ey

As a member of the firm of Notman and Fraser of Toronto
it is my pairiful duty to protest against your hanging
or allowing to be hung or publicly exhibited in any way -
a life size portrait of his Excellency the Earl of
Dufferin painted by J. .C. Forbes from a Cabinet photeg-
raph taken copywrighted and published by us .in Toronto.
We respectfully supmit that painting the picture with-
out our consent and sending it to Phila. (sic) to be
exhibited in the.fine arts dept. (sic) as a portrait

- painted ¥fromddife is an act unworthy ,of Mr. Forbes and

—must-if I am compelled to make the circumstances known
through the press vitiate the integrity of the Art
Display irom%Canada in the eyes of the world and brxng
contempt on the Ontario Society of Artists more especi-
ally -- I therefore most respectfully ask you to inter-
fere in the interest first of Canada secqndly of Art
which should at least good or bad be honest and thirdly

v ,in our interest as Citizens. although we have a legal. 4
remedy. 50

Tﬁzough,phbtography the public had become trained in

"1ikeneés—seeiqg.“ as Herkomer, fhe English Academician and

L4

Y

50 Letter, Fraser to the Hon. Caéghiaﬁ Commtission,
Aprll 25, 1876. (PAC RG 72, Vpl. 3, no. 252%)$ \
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' portraitist, expressed it. It must have been-an arduous task i

'fthe derlvatlon of his 1mage had the Flne Arts Department pro-

vided a category for paipted photographs, as was often the

‘on the back of a painting dohe in such a manner. Ma.nfI por-.

_‘§&rved a large section of the Quebec public around Quebec

City. H® retained a strong sense of individuality in his ’ 1

Ve ‘_ 58'— . '

- .

to equal their expectations.
o . - Y
Forbes had probably spent many long, painful and cre-

-~
°

atively draining hours assiduously copying the portrait of

Lord Dufferin. He possibly would have been more open about

case in provincial art exhibitions. Instead he attempted to

pass it off as a work entirely of his own creation.

4

T B A M v e

& One'suspects that many such incidents occurred despite

Py

the fact that the ethically acknowledged practice was to
A%\

wrlte. "after a Daguerreotype" or "after a photograph by ..."

| st Rl

trait painters chose not to draw attention to, this fact.

Theophile Hamel (1817-1870), a Canadian portrait painter from

Pt

Quebec, wag,ﬁeputed to have used the photographic image
. 51 .

fairly frequently. He acknowledged “this in‘hié portrait

Cecile Bernier, 1858 by his 1nscr1ptlon "T. H./ d'apres un ‘ ol

Dag[uerreotype] "

4

Hamel is not known to ‘have used Notman photographs.@

He does not appear to have had any direct connection with

photography as did Dyneseand Hawksett but was'a painter who

4
o . ey
+

2 " U . - : . R

' ) élR. H. Hubbard, Antoine Plamondon{‘;Theophile Hamel, -
¢ po {FO. . 3 ' A
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- works even when’working from a Daguerreotypé. Hié portrait
of Cecile Bernier is not a slavish imitation but,rather it

B 7 - J .
is a painted ‘image which in pose, relationship to surrounding

“

' space and execution of forms, relates to the Daguerreotype.

, . At the same time it communicafes the human, psychological

.

reality of the sitter very strongly. The viewer is not COQ--
. . ;

frohtéd with a mechanically copied image but is ﬁrought,to
) ~shar§ the -emotional and form%% qualities which ﬁamel
extracted from  the Daguerreotype. This work by Hanl illus-
°trates that a portrait painted from a photographig source

could indeed retain §i¢ality and achieve likeness.

€

-

‘
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CHAPTER V

)
. \ .

THE INFLUENCE OF THE PHOTOGRAPHIC AESTHETIC

<
.

Many painters, in addition fo’recognising the mimetic.

value of the photograph, were attracted to the purely aesl
thetic qualities of both the Daguerreotype and the paper

priﬁt. In some cases it was the wealth of visual informa-

.tion, - the %extural variety and strong volumes expressed in:

the Daguerreotype that caught the attention of the painter;
in other cases it was the delicate gradation of tones and
diffused luminosity of the Calotype. Robert SobieSZék

stressés the 1mportance of distinguishing the plctorial

. qualltles of the Daguerredtype and the photqgraph:

The Daguerreotype is marvellously precise in details,
but the picture is fairly small in scale and the sur-

~ Tace highty-reflective, The early paper phojtographs
are capable of sensitively rendering effectsC;f light
and mass more dellcately than the Daguerreot

Few painters have spelled out their responses to the

photographic image as precisely as Eugene Delacroix. His

_ appréciation of the~Déguerreotype as a perceptual and con-

ceptuat tool for the painter 'is made clear in his Journals.
In these he talks of the precision with which- passages of .

liéﬁt and dark are recorded and of the emergence of minute
, y ] : - . .

° ' s

52 Robert Sobieszek, “Hlstorlcal Commentary," Frencﬁ

r1m1t1ve Photoggaphy. unpaglnated. ’ ‘

7
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details ;ZJCh might otherwise be unnoticed by the human eye.

Delacroiy¥/advocated a selective and critical use of the

Daguerreotype,  urging artists not to become enslaved 'like*ﬁ
;ong machine harnessed to another machine'.is
_/' wnereas'the Daguerreotype revealed a wealth of detail
andiexactituﬂe to the pain?er, other photograﬁhic processes
qffere&ﬂa more subtle luminosity and gradation of tones.SM
Thege paper processes inélude the Calotype, the wOodBﬁrytyp
and the Aigum ﬁ‘ﬁrint.Ss T |
The p ét;graphic image péovided the painter with the’
opportunity ‘%o increase and give hew meaning to0 his styligtic
vocabulary. The use of artificial light by photograpﬁeré in
the i850's ig seen by Scharf as directly affecting;t;e hand-
ling of light by certain painters. He ascribes fhe eliminé-
tion of middle tones in the Wbrks'of Daumier and Manet to =~ ™
the influence of photographs made %y Nadar in the 1860's.

In these~phot6graphs_of the catacombs arld sewers of Paris,

. ] .
Nadar used a magnegium light and created images which are /
[dramatS@ in the strong juxtabositionzpf lights and darkscﬁs'
) o | ,
t .
53Aaron’Scharf; Art and Photography, p. 90. /
' ~ . i \
. SuRobert Sobieszek, "Historical Commentary,” French

Primitive Photography, unpaginated. \

55The Calotype is the @ﬁrm applied to the salted paper

"~ process used by W. H. Talbot.  The term salted papef print is -

used for the positive-negative photographs made in France.

" g .

Aaron Scharf, Art and Photography, "p. 37. o

Dbt
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Lighf was not the only pictorial-quality to be

re-examined or exeended as a Qesult of the photographic image.

The entire formal voeabulary and syntax of painting was made
subﬁect‘to re-evaluation and redefinition with the appear-

ance of the phptographic image. " Before turning'to‘ékamples
'of Canadian gaintings which illustrate the influenee of the
photogfﬁphic aesthetic, it is necessary to describe some of
fhe formal properties associated with the photographic image.
| - A very basic distinction between the photograph and
the painting is the mechanistic nature of the former in con-
trast with the manipulative nature of the latter. ‘If is the
ordering and controlling of form and space that attests .to
the mechanistic and manipulative qualities of an image.
Camera obscura and camera lucida drawings are forcible
exﬁmples of the degree to which the camera produced 1mage can
be mechanistic.

This problem is explored by Sobieszek in a paper -
dealing with the relationship between photography and the
theory of Reallsm in the Second Emplre.57 He focuses on the
attitude taken by painters and photog}aphers toward theme and
) he also describes the position of photographers,,Reallst

palntefs and - crltlcs on the mechanlstlc nature of the pho-
tograph. He summarlzeS‘Dlsderl s assessment of/%he situya-~

N
tion:

L J ) . . r 1

0
' )

5TRovert Sobieszek, "Photography and the Theory of
Realism in the Second‘Emplre.‘ A Re~examination of a
Relatlonshlp," One Hundred Years of Photographi¢ Hlstorx
PD. 146 147, 3 R -
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bggderi is actively dissociating the so-called art of
photography from the mechanistic process and placing
the art within the human artist, the photographer.

If the photqgrapher can only choose what nature
gives him to choose from, theg the real art of
photography is in the choice. 8

gt i

v Any digcussion of the influence of the photographic
aesthetic onI:;;hﬁing must take into account both the element

of'mechanistic description and the element of artistic choice

‘v <.

-, in the phofzgraph.
% . In Canada the influence of the photographic aesthetic .
| . derives from a var;gty of photographic proéesses; the

> Daguerréot&ie, paper prints, combination photographs, com-

posite photographs and painted photographs. The di ference//

-
'//’painter 1nflu~

between the European painter and the Can

+

enced by the,photographic aesth

¢ is fundamental. The //
European painter, in general, shows a selective and self+ p

conscious attitﬁdé and thé Canadian painter adopts a more -

'Eastern Canada in the nineteenth century. Like  gombina-

tion photograph in whlch two negatlves were mey

L

required certain basic‘mechanical skills sucly As cutting out

/

the separate images and then combining them in a success-

- 7 fully integrated compositibni59, In composite photographs
\ -

581bid., p..151.

59Ra1ph Greenhill, Early Photography in Canada, p. 37.

i.....;‘.
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‘ the flgures constltutlng the grth were photographed separ-
- ately in the studlo, cut out and composed on a painted back-
K ground. The composing of the separate images in a“combina- '

tion print took place under the photographlc enlarger or in

the prdntlng frame.

A non-painterly integration of the figure witth the

L]

setting frequently results from both the comp081tes and the oo

oo WL

*

combination grlnt In the photograph of the composite the

essential .isolation of the figures is less evident because of

_ the dominance of the photographio‘surface and hénce eiimina- ’
tion of the paiotéd surfaces in the original composite: In
addition to uriform surface, uniform tonality results from
the elimination of juxtaposod sepia tones of the photograph

and grey tones of the painted areas.

There is a distinct lack of dntegratioﬁ between the ’ é

figure and background in Henry Sandham and Edward Sharpe's

(

painting, Skating Barty (Fig. 30). The figures only appear

to be integrated with each other and the surrounding space

becawse they are participating in a crowd scene. The

’

Vi
'“1n31stenee-en -outline and.detail. from foreground to back-

3

ground creates a collage-like relatlonshlp._ This precludqi. 4
the tonal/linear integration presoribed'%y the pictorial
principles-in use from the Renaissance period to the end of )

the eighteenth century. The Skating Party also describes a

°d1fferent concept of movement in that the figures whilst

// T

portraylng a very vivid and dlstlnck action, appear static.




o

*lation of  the figure from the background. The figures have

i - 65~ .
. ‘P . ]

The sense of potential movement, found particularly in,
Baroque and Romantic painting, is completely denied here.

The emphatic outlines of the figures ,and detailed treatment >

“of the costume tend to isolate the‘figures‘and freeze the

. movement. (See Fig. 31 for source photograph).

Bell-Smith's Return to School, 1884, London Public *

Library and Art Museum, (Fig. 32) is strongly reminiscent of

the photographic composite in that it shows a distinct iso-

a solld1t§ and crlspness of edge that is not reiterated any-

where din the treatment of the background.- The transition
from figure to surrounding space is sudden and bearS'the'same
unrelatedness found in the composite photograph whera the -

L

treatment of the background is loose and unstressed. The\

flgures are grouped in a proce351on “which thrusts 1tself ﬁ\‘ ,
dlagonally from centre to left in the background. Within
thls proces31on the figures are rather haphazardly grouped
but are consistently detailed from foreground to dlstance.
There is no real attempt to create a convincing space,arouné
the individual figures or qloéters of figures and this lack
of"apace_reinforces the collage-Tike appearance of the
paintihé Furthermore, the particularisation of the faces
suggests a strong awareness of the photograph.‘ The illumin-
ation is general and even. As a result the details ,re

enhanced and 1n81stent rather than suppressed.

Spatlal illusionism undergoes radical changes in the

Lot 2 ’
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,photographié composite. Deptb is not created by way of care-

fully articulated planes nor is tonal suppression used to
)

_establish the position of the figures in the background.

There is a startling juxtaposition of the precise tones and

_ edges of the photograph with the loose forms of the painted

areas in the composite where the photographed figures are cut
out and pasted onto a painted background: The background or
environment which the flgures occupy, be it landggape or
interior, 1s treated as it would be in a\naturafistlc palnt-
ing; linear and atmospheric perspectlve are used and. the
diminishment of form occurs as is natural to the 1aWslof per-
spective. The figures, howevel, are often not photographed °-
with the séme regard for naturglism or perspectivic'laws.
The figures, which constitugs the greater part of guch ’
imagesj,do,not diminish in clarity from foreground to back-

gnoﬁnd. The slightly diminishing scale of the figures from

" foreground to background is often just sufficient to create

t\

the illusion of a very shallow spatial recession.’ The maker

. %f photographic compositeé often regarded the igctual illu-

%

¢ sionism of the photographic image to have been sufficiently

persuasive so that no more than "two major spatial planes
needed to be established. The tableau of fiéhres establish

one I;lane“ and the background setting the second. This

*-

.results 1n restrlcted depth,

o

Taking aesthetlc cons1de ations into account, Horne

Rusgell's’ Mounts Fo&, Dawson and ncan from Asulkan Glacier .

N .
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exhibits definite characte£hst1cs of the,photographlc compo-

s1te. In'its combination of the two 1mages~1t illustrates

<

the type of spatial gompression 'described in the preceaing
paragraph. Fopeérouod and'background are united in the
m%’per of two stage flets. Nowhere is there evidence of \
using conventional painterly Qevices to effect tranSition»\
from foreground to background such as suppression of detail,
muted ~tonality and blurred edges.\\Ehere is no gradual iﬁte-

\.
gration of planes and the detailing of the foreground is as

-

intense as in the mlddleground and background. ,
The fundamentally pragxlcal or commer01a; functlon of
photography in Canada, as exampllfled by f%e works coming
-from the Notman studlo, determined a relatlvely conservatlve
photographic aesthetic. Thls.conservatlsm %s“nowhere more
clearly shown than in the handiing of 1light. Moderatéaand
Leven 1llum1natlon ig' favoured over dramatlc ‘spotlighting,
 particularly in the case of portralts og figure studles where
- the contrel of 1light was p0331ble.4 Highly contrasting lights
and darks undoubtedly forced a sacrifice of detail incom-
'ﬁatible with the aims of the commercial portréit.

-

ThlS unambiguous use of llght where the' prlmary con-
B
cern is the ilTlumination of detalls rather than the c¢reation

of mﬁod is particularly evident in the composite phqﬁpgraph ’

and the combination photograph. In faét;rhost Notman pho;

-

tograﬁhs fall into'thﬁs category. nght remains an even and

1h
consistent factor in the cabinet portraats, lahdscapes and

¢

3
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\.of space between the two. N

o
s
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architectural views unlike some of the Henderson landscapes
which, in their exagge%ated contrast of lights and darks

create a strong romantic mood.

'

e

The dynamics-of composition in a photogra%h clearly
differ fro$ iAage to zmage. Tha fundamental differemce in
the comﬁosiyion Of:? painting ané a photogfaph is, howevéf{
that in the photograph the basic arrangement of forms is
determined by nature and not palnterly convention. There
was a con301ousness of - plctorlal schema by th# palnter

and an’ attempt tO‘use~or be’ ggided by the.comp051t;ondia?
schama of pre-hineteeath centu¥y painting. The photographic
‘c?mposition’ié further dist?nguisﬁed from the pain%ing°by
‘the distance at which the figure {é—ﬁlaqed‘fram the fore-~_
ground. In unposed photographs‘tha relationshipaof figufe
to foreground is often haphazard but also ffequently deter—'

mined by the focal ran%e of the lens used. If the photog—
rapher wanted the figuﬁé and essential parts of the éetting

/
/

v

/

" . . Ji
to be;in‘!hafp focus this would preclude a’'great distinction”

s
-

Technical limitations create photggraphs,in.which the

figure does not dominate the aetting pyﬁwirtue of scale.

'The composdite photographs of Roblnson and Rejlander "can be
viewed as attempts to overcome the pr,blem of the figure in
the photograph. These images. notw1thstand1ng, the photog-

raph of ‘the nlneteenth century is seldom domlnated by the

scale of “the human flgure. ~Even thoughwthe technology
- ) . .
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4diotated.a certain aistance/between the figure and: immediate

o o

T e

‘ 6foreground, there appears’to have been a willingness on the . O -

part of the photographer to allow the figures or objects to 4
3 express their own particolar intimacy with their surround- | .,& ‘3
ings. g _ ' . | ) ’

It is very. often. this intimacy which fails to be com- )
s \municated when the paihting is directly translated Trom the o {
. ' x : : )

photograph. It is, after all, this fragile-and inimitable

e g
st ML

composition of parts; the delicate relationship betweeh

lights, darks, scaledyline and form that often does not sur-

1
vive restatement in another medium. In Canada thevphgto— ) é

graph was more- frequently copied because of its 1nformatlonal
o

N ‘ o
J value than for aqsthetlc experlmentatlon. Henry Sandham 5 - |

3
t
k]
] ‘
i
i
¢
5
»
S

. Hunters Returnlng with the Spoil, 1877, Natlonal Gallery of

/ Canada, (Flg. 33) suggests “the use of the photograph althougﬁ
. , N s
no evidence of a.source- photograph ex1sts. There are many ™

1ndlcatlons that suggest the 1nf1uence of - the photograph.
These are: treatment of space,thé evenly dispersed yet C

artificial quality of light which illuminates visual par-

ticulars -rather than bleaches out detail, the inserted

appearance of the figures and their middle-dis#ance rela-

a

tionship to the picture plane. The photographic appearance

of’this painting is further reinforQed by the insistent

\

detalllng of flgures and background alike ‘and the absence of -

plctOrlal dev1ces to create depth and volumetflc form _ThQ*d

movement of the flgures is circumscribed by outllne rgther -

P

LS
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than by the creation of interiorimodelling of the figuresf
The mood of the painting is informational rather than anec-
dotal for equal attentlon is pald t6 the accurate and full
descrlgtlon of both flgure and 1andscape

[

Similar treatment of the figure is found in Blalr '

Bruce's (1859-1906) Phantom Hunter, n.d., Hamilton Art
Gallery (Fig. 34). The subtle gradation of tones is remin-
iscent of the photograph «-an® in ¥ is case, becausa, some

detall is suppressed. creates a tangible quality in the

figure. )
. '
Two palntlngs by Paul Peel (1860-1892) 1nvolve the

ose ok the photograph. IOne. Th endrtist's Palette, ca 1890.

. NationaleGallery of Cana?a (Fig< 35) can be 1nterppeted as

& .
a pastiche of painting and photography. The second, T,

*

Portrait of a Young Boy, 'n.d., London Public Library and Art”

Gallery (Fig. 36) makes use of be¥h a source photograph

(Fig ,37) and the photographic aesthetic. Summer Day. 1884,

Beaverbrook Art Gallery, Fredéricton (Fig. 38) in contrast

to these two works has no source photograph but does show

the influence of the ghotograph in the handling of light and

in’the relationship of figdre to background. The shadows
“ 4 \
cast on the ground by the flgure and onto the figure by the

hat are solid enough to haVe been observed from a photograph
Alternatively, it i$ a painting that results from a vision

b

which was strongly aware of the tangible reality with which-

the camera;qﬁn'record the sharp plays of light and dark.

/
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The- figure in Summer Day has a quality of isolatiop,aimilar

to Hunters Returning with the Spoil’ and Phantom-Hunter. °

The total treatment of the figure is more tonally solid than
the backgpound. It has a firmness of outline and sense of  °
;ass thaf-'{s not evident in the treatment of the background.

A similar treatment is found in George Reid's For- "

¢

bidden Fruit, 1889, Art Gallery of Hamilton, (Fig. 39). If

does notgsReld has used-the type ‘"}ightlng employed in

Muriel Miller Minorf. description of Reid's staging of the -
scenes for many of his paintings is authentlc, we can assume
that this painting had no source- photograph but was palnted
from the boy model posed in the hayloft with his book. It

Y

would not‘be fair to assume that this palntlng wa¥®” done

either ﬁﬁ the manner descf&bed/ér based on photographs.

Both were. however, practlces of his teacher at the

Pennsylvanla Academy, Thomas 'Eakins and there were few

pupils who escaped the overwhelmlng influence of this power-

ful personailty.’ Before trayelling to Philadelphia to

advance his studied, Reid had shown an intereet in photog-

raphy by applying for employment in the Notman studio in”
. !s . e . . !

Torontd. - , & » Ce

»

Spotllghtlng of the figure in Forbidden Frult recalls

‘the photographlc aesthetic perhaps ‘even more. than the, sharp

silhouette treatment of the figure. aThe flgure settlng ‘
relatlonshlp in thls palntlng lndlcates the 1nfluence*of the

photographlc compos1te,'a1though the strong contras%/of light

"~
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photogfaphy stddios but he dared to"suppressudetails in a

. ‘ . .
er’that is encountered in very few, if any, Notman pho-

-

tdgraphs. . C. ' n
O Whereas(Reid dares to spotlighf and cast areas ‘into .

deep shade, he never uses phdtographic ligkt\or photographic
reaiisﬁ to achieve the pictorial vitality or psychological
intensity as’ did his teacher. Eakins involved himself deeply »
with 'the conceﬁts that the phoﬁo%raph offered, creating

paintings inswhich the preciseness of spatial arrangement and

11ght dlstrlbutlon were 1ntr1ns1c to the very 1] <' f the

palntlng. Before mov1ng away from the discussio

influence of the composite print, one further point ‘

to the composite print must be made. The paintings of
Cornelius‘Krieghoff (1815-1872) and James Duncan (1806—1881)
are both aesthetlcally and thematlcally kinked to this type

of photographic :image. Krleghoff's Tracklng,the MOO%%L - 5

South of Queﬁﬂt 1865, Public Archlves (Flg. 40) §reproduced w s

in Notman's P%Qtographlc Selections, 1865, plate 30) and , '
Dyncan's A View Near Montreal, n.d., Public Archives, (Fig. -
41) show a similar figure-background relationship to that . rﬂ’f

found in the paintiﬁgs of Sandham, Brude, Reid and Peel. - It

1s p0881b1e that these palntlﬁgs weie done from photographlc

comp081tes since Krieghoff worked extensively on the painting . -
of carte de visites and Duncan once operated a photograph103 A

4

. g J .
studio, Tﬁ;\éggroach in these paintings is not as precise as

"

encolintered in previous gkamples. There is a loose and almost
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insubstantial treatm?nt of tn% figureé. Neverthelésa, the
treatment of movement and the spatial situation of the }
figures, in the middle distance, recalls the photographic com-
positgu Two water colourstby Sandham that make refetence to
the aesthetic of the conposite and agal with the exactmtype

of theme of the photographic composite are Tobogganing Winter

Scene_in Montreal 1885, National Gallery of Canada, (Flg. 42)

.and¢Snowshoe1ng. n.d., Natlonal Gallery of Canada (Flg 43),

~

A Notman and Son photographlc composite, The Splll. 1889,
(Fig. 44) McCord Museum, prOV1des a fine comparatlve example
of Sandham s tobogganing painting. The two works show an
almosﬁvidentical compositional arrangément;,the figures bear
much the same ppéporfignal relationship to eacn other and~to
thevforegrounq plane.

A

William Raphael's Bonsecours Market, 1880, collection

of Peter W1nkworth, (Fig. 45) »does not relate inh - theme to the s

photographlc composite and ultlmately adheres more to —
palntegly principles. It forms a contrast with the afqre;
mentioned works in this }espect. Raphael is purported to»
have opened a photography studio in Montreal with E. Tabag'
and inlfhe last years of his' life pastgd photographed figurea

onto his canvases and painted over them.60 ,Th}s was not the
\\ <]

ﬁfacticz in this painting but the feéatures which do link it

to the comp031te are Ythe relatlonshlp of the flgures to the
o Co

\
\ . ’ P

60 )

script.

N P 4 ’

S. Goelman, "Luminism in Canada,“ unpublished manu—/"I
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foreground plane and the isolation of the figdres closest to

the fqreground @ﬂane from the setting and the other flgures
which greafe the background. These figures in the back-
grouﬁd are treated iﬁ conformity with the painterly prin—
c1p1es in that they dlmlnlsh in clarlty as they recede into

the distance. The proportlon of the scale of the flgures to_

W

the archltecture is more of palnterly 1nsp1ratlon than pho-

tographic. The -scale of the buildings is that which is

found in a palntlng rather than in a photographlc comp051te.

[

In a photographic comp081te tHe bulldlngs would be reduced

in scale §o-as to give greater focus to the figures.
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CHAPTER VI - ' o :

LANDSCAPE PAINTING ‘L@' PHOTOG RAPHY

- |
The photograph played an influential role in the péint-
" ing of landscapei. Here 1t was the influence of the unm“lipu—
lated photographic image. ra‘ther thén the combination or tﬂe
composite ﬁhotograph The exactitude of detall and unlforply

smooth'surface observed in Forshaw Day's On The® Nouvelle

RlVel’ 1881, Natlonal Galle'ry ‘of Canada, -(F'lg 46), are not

theﬂ:;ly qualltles which suggest the 1nfluence of the photo-
\

.graphic- aegthetic., In addition’ there a cowp051t10nal

relationship between this paiqting’ the phitograph the«

lagk.of arrangement of the landscape accordin

»

to the cano[s

of plGTOPlal convention 'in naturallst palntlng. Furtheimd e,

1

there is no manlpulatlon of space by the tnadltlonal meaqs of s
»

establlshlng depth or planar recession through repou5501$ oy

"

r ¢olisse., Ihe emphasis on dgtalllng is maintained from fox

ground to background.* The preo1s1on w1th\Wh1ch ‘the f011$€

and rocks are ‘rendered is fastldlous. ‘So precise and flx
f

" are: these forms that the- photograph, with its spe01al

i

ablllty to make a 51ng1e 1nstant 1n time eternally present,
s recalled. Although many)Canadlan palnters of the latter
half of the ninéteenth century combined A high degree ofl.

v1sual reallsm w;th an essential romant1c1sm, orshiw Day
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does not sacrifice detail or suppress information in favour

of mood.

~Similarly, Allan Edson's Mount Orford and The Owl's

Head from Lake Mgnmhremagog, 1870, National Gallery of

Canada, (Fig. 4?), shows an insistence on detall uniformity

of surface texture and a v1ewp01nt which in compos1t;oh>does
not stress the foreground. This suggests the influence-of
thé gbotograph rather than the influence of the compos}te
phﬁzograph‘ A comparison of this painting w1th Henderson s.

photograph, Oiseau Rock, Deep River, (Fig. 48) or Orford

Mountain and Lake (Photographlc Views and Studies of Canadikpn

,Scenerx,'l867) (Fig. 49) shows a compositional layout, = pre- .

.Cise rendering~of forms andia quality of lightwsimilar in

~

. ©

. both. The area of focal dominance in the Edson pagﬁ¥i;g is,

by intricacy of detail and strength of illumination, the

middleground. Light is manipulated here in much the sdme -

manner as a spotllght in a photography studio,’ the forms of

e

o
€ spe01flc areas suppressed under normal llghtlng conditions

w®

are 4lluminated and brought forward. The softer treatment
. \
‘gf the clouds and the suppression of detail and tone in the

backgroung’detract from the sha¥per, more photographic
s .

. : ; ..
delineation of foreground and middlegrougd. This intreduces

‘ a note of romantﬁé}sm‘to.the painting.él_ In the Edson

- o

4
ot el T
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painting one is conscious of the pﬁotographic aesthetic in
the strong literal descripfivenes§; the stopped moment in
time and the compositional objeqi}vify, If a source- -
phofograph was used for the,mak;ng of this paiﬁting, there.iiw .
no evidence of mechaniéal copying; ra?he} it shégests a '
lively integration of photographic qﬂalities; the precise
sense of time, focussiﬁgbsf iight. There-is not the sense -

of slavish imitation or | hat Delacroix described as 'one

ﬁaéﬁipe harnessed to another!'.
Another landscape paintingfinvaiCh the dominant fea-

ture {s the accumplation of detail is Mower Martin's Summer

R S SRR R

\Iﬁhg, 1880, National Gallery of Canada, (Fig. 50). Déspite

.

et

the tendency to sacrifice exactitude for a somewhat ambigu-

’
[

ous mood, in the ireatment of the mocks on thg,figpt-where )
A : 3 : ' SN
a generalizatiOn‘Pf form occurs, there is a meticulous: :

* i mk e

delineation of foliage, high detailing of the shoreline of

. . . j
the river and precise fssurface .textures. P o
/ i

. The Roger's Pass by John Fraser, n.d., National g;

Gallery of Canada, {Fig. ;l) demonstrates -a strong .influence
Jf of the photograph despite the broader and more general ‘treat- ;

méht—of forms. The equal attention paid to foregfound and

backéround and the rather arbitrary composition of the view
is reminiscent of the photograph. fhg handliné of brﬁsh—
'stroke, although looser phan in the Edson, isnneVertheiess,
quite'firml& controlled. This ioésening up of brush tech- .

nique suggests a- deliberate attempt on the part of the

PECTR ,

e
' °
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-artist to inject vitality into the work a;% deny th%?qigidity
or mechanical quality’of both outline and surface that is
.frequently associated(yith the photogfaph. ‘
a Two water golour paintings by the same artist,

Mountain Landscape, Yale B, C.a°n.d.. National Qallery of

Canada (Fig. 52) and The Roger's Pasa, 1886, Natlonal Gallery-

o?’Canada, (Flg. 53) show the same41nfluences of* the ﬁhotogd

raphic aesthetic discussed in relation to the 0il painting,

| The Roger's Pass. Tﬁey aye also significant in that they

—~—

show how tightly the medium is controlled in the service of
v ]

v s

photographic veracity. A cemparison of these two water

colqurs with Lucius 0'Brien's Grand Manan, rn.d., National

‘Gallery 6f Canada, (Fig. 54) reveals the non-stiuctural use
of ‘the brushstroke by Fraser anfl-the lack of fluidity in the.

handling of the medium. ~Areas of the mountai;\f5¥mation are
\ L]
'filled-in' as if an oufllne were ‘already in eVldence and

£

the palnter restrlcted ' 1ts llmlts. On the other hand.
the palntlng by -0 Brlen shows a modelllng and structurlng of
the forms of the moumrtain as evidenced in the detail’ Qf

&a

Grand Manan, (Fig. 55) and The Roger's Pass, (Fig. 56). -In

contrast to Grend'Manan which suggests.a fipg%—hand-cbserva—

tion, The Roger's Pdss suggests an exper%eﬁce of thé scen?/
through the‘photograph'er under the infiﬁencé of'the photog-~
,raphlc aesthetic., The flat, 'fllled—ln tre%tment of -the

volumetrlc forms could be attrlbuted to worklng from a small

scale photograph or enlarged hand—drawn sketch. waklng
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through such a process the artist might then experience-an
aﬁence of information that necessita%es an arbi~traryv
“colouring—in' . An undated water colour by Kraser, Scottish
'Highlands', National Gallery of Canada, (Fig. 57) is'eimilar"
in both format and pelétte to the aforementioned two water
colours Ry Fraser. »It differs, however, in 1its handlingﬂ of
structure and as sueh, introduces an interesting note to the
" debaté on Fraser's possible use of thé photograph. The

painting of the hill formation is so loose and uninformative

~ of structure that it surpasses the Canadian views in this

respect. The rigidity of outline is not as sitrongly evident
and ‘the entire work has the appearance of hovering between a

looser treatment and a more rigid, photographlc approach

]

Had Fraser worked from photographs ~md-shecome dependent upon .

them for summarlsed 1nformat10n, the occasion to work -/

dlre‘ly from nature must have presented certaﬁn profound

!

problems, spec1f10ally scale and the problem of reallsm.

a

His painting, In the Rocky Mountain, n.d., Nati/o’nal Gallery

of Canada, (Fig. 58)-is a combination of strong, simplified
style and accurate photographlc detaulmg. I@)m the fore-

g ound to the mlddle distance, the treatment of mlnutlae is

o

insistent but the mountain in the bapkground is more
. - , : .
lumetric and more generalised in the treatment of surface

fleatures. This dichotomy of style recalls a statement made
Yy Elizabeth Lindquist-Cock in describing the relationship

hetween Albert Bierstadt's works and the stereoscopic;view:

3

. ot

.

T e T Y gy
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Indeed critics have often observed, without being
able to explain, that The Rocky ‘Mountains appears
to have been two paintings in one: the photo-
graphically exact foreground contrasts markedly
with the vast, misty panorama of mountain peaks in
the far distance. The explanation is simple.
Exactly such an.effect would have been achieved by
’ , viewing a scene through a stereoscope: the fore-
© ground would leap toward the eye, the spectator
would feel plunged into space, the middle space
would seem compressed and background appegr as a
\serles of flat planes against a deep sky.02

- -~

via

" " The experience of space described by Lindquist-Cock is
hdt the same as ‘that experienced in the Fraser palntlng but
what is suggested 1;)that the fu51ng of. the two distlnct
approaches would ‘have resulteddfrom an exposure to a varléfy
of phﬁtographic_iﬁ;gery.

" The manrer in which the-photograph organized and fixed

the seemingly countless and chaotic details of nature seemed
‘r" -

-_m_“jﬁst short éfamiraculous to the nineteenth century landscape

painter; no less impressive to.the portrait painter was the
ﬁanner in which ﬁhe photograph opjectiveiy and precisely @ ™
fixed the-features'of‘the humgn'faqe. The exp;esgévé.pdten-'
. tiélfof the photograph vis—a-visrthe portrait was less appre-.
| c1ated than the camera's ability to record- the immobile atti-
tudes that the human face can assume. I//was the repllcatlon
of ev?ry wrlnklezgg?ne and mole thgt the photograph recorded .
that intrigued fhe majority of pofﬁrait~paintérs. It has
already been njggg'Yhat't?e demand made by sitters fqr

) LY

62 Eilzabeth Lindquist-Cock, "Stereoscopic Photography

and the Western Paintings of Albert Bierstadt," Art Quarterlx,
Vol. 33, no. 4 (Winter 1970), p. 371. . .




the wishes of his clients, feiﬁctantly or, otherwisev, and

by a consistent use of the photograph., A paintikgf which was

- in recording the@ppearance of' the sitter overwhelms any

b

- ‘ _ 81 _ F . “ N \\‘
e . ' '
painted *ﬁortr’i}ts was very .exacting in terms of re?zlism.
The® degree of realism sought was most often that of the pho-
tograph. In many cases the portrait painter compiit_ad with
’ v
resorted to whatever means avallable to meet thelr expecta—

tlons‘. Robert Harrls, as noted grudgingly borrowed and

worked extensively from Notman photographs. " His portrait,

0tto Jacobi, 1892, National‘Gallery of Canada, (Fig. 28Y,

shows an objective and 'impassive - treatment tjpical of many

t

pﬁotographic poxrtyaits. There is no kqown'source-phdtograph

and it is quite possible that it was painted without photo-,
’ ' : ”
graphic aids. It does intimate that Harris was influenced

largely influenced by, if not based on, a No“cmaan.ﬁhotograph'

is his por‘tralt Sir Hugh Allan, 18§5, National Gallery’ of

Canada, (Flg. 29), It has crisper edges and more controlled

brush technique than the Jacobi portrait. Harris' interest

des1re to portray any psychologlca_l insight. He has made no
at‘tempt to eternalz‘se, mystlfy or romanticise the por{rait
of thJ.s man by suppressing detall or blurring edges. The

face is highly particularised and individualised. It appears

]

33 if captured by photographic.flashlight. : ‘

4 Vs -
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CHAPTER VIT ' ,

IMAGES.ANDvATTIiﬁDES OF REALISM .

SIS o~ -
3 Q Realism. as a philosophical issue, has concarned itself

.primarily with the problem of whetheT an external world exists e

»

. .
PYET S b, g g AL 2 s B
-
[
H

indepeéndently of our perception or whether such a world exists-

only because of our\perception. As one writer on this subject

ey

| . pointed out, 1t is p0331b1e to see all art as being a product | .4

of this concern by v1rtue of the fact that the arti §t, either | f

L]

- by attempting to represent reality or by reJeoting it, affirms
63 :
\ o L )

There are philosophers 'and art theoreticians who

3

his invalvement with it. :
‘ i

advocate that-the problem of representation is fundamental to - *\‘}‘

- all art and others who take the position that it is by no }

means fundamental to all art and others who take- the position :

°

-

that it .is by no means fundamental to the making of all art '

and isvoA!y really one area of exploration undertaken by the

-

artist. " It is«clear that realism is a complex term which

cannot in any way be used categorically unless it is defin€d

according to tﬁe philosophical, s#¥yligtic and cultural

simplications. In the seventeenth century in Holland there /- ~

were periods when realism was emphasized. The styles of | °

v K

v

63Erwm Rosenthal, The Changing Concept of Realism im Art, <

P. li., . .
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space. Carl Chiarenza has made interesting observations

- graphic vision. In a recently puﬁlishgd essay he wrotes . ¢

. vision. French. Realism of this period has a ¢rude concr te-
L4 ' . ' -

D Yoo : - : - 83‘-'

. 3 . o N
‘realist painting vary. ¢Some ‘were cpncerned with the purely

v1sual and literal description of nature. Others were con-

-

cerned with conceptual issues of a very partlcular temporal. .
and spatial nature. The term realist was(}lrst applled to
painting in the seventeenth century. ‘It'wd% an attempt to
define the nature of works of certain landscape painters of
that century. These works‘wera distinéuisﬁed by a very'exact
individuation of fo and partlcularlsatlon of space. In

addltlon, they showed more than a simple, naturdilst interest

in deflnlng detail and precisely expressing proportlon and

~ . o

f A - 2 g
. . g
about the rela;ionshiﬂ of this style of paiwmjgng to/bh;%§-‘ v :

We can, I thirk, isolate the essgntial characteristic . | , lﬁ
of vision shared by t seventeeMth century Dutch ’ ) h E
palnter and the- nfneﬁgzath century photographer. It 2R
is best?described'as that quality of. stlll l4fe that - -j'?j
pervades Dutch art, to which the French term Rature
morte could never be appllgg eIt is a moment of time J A
captured and held stlil -- even as it shimmers with ‘
life and living atmgﬁphere - to be studled to_ Dbe .
shared immediately. . / ; 4
~ Photography and;éeventeenth century, Dutch painting T -
’ . f ‘ l ) \ ot / ../" °
share an intimacy of vision and a discreteness of'exp;essi n’
x

All that they share with French Realism is an objectivity/of -

4

"

€

“ness whieh contrasts with either the more delica%ely’detailed' CT

L . AN iy Y . ? ) . .. Aﬁ”

N + iy bt B [-
- 64Carlv0h1arenza ’"Ndfés,pn Aesthetitc Relatlonshlps

. Between Seventeenth-Ceﬁ%ur& Dutch Painting and.Nineteenth-

* Century Photography," One Hundred Xears of Photographic -~ .. | ‘o

Hlstorx, p. 21}[ o * . PN -
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\ ; character of seventeenth century Dutch palntlng ‘or photog-~

)

;\ raphy. Ev1denxly photography lent support to the ohject-

o was' founded but did not serve as a dilgect tiodel.
. .

\ ’ : \ :

‘\ a highly developed sense of factualism with their American .

- . \

. 3. . s N . .' I
> Canadian pdinters, working in a\reallst veln, shared

'qcounterpar@s. There_is not, however, the consistent attempt
' of the Americans to link the phenomenological'experiehce of
the object,,such as light and‘weight, with the visgai';acts
in a tightly defined time/space boundary. " Th American pre-’
occupatlon with factual and material exactitude, is sééh hy
| Barbara Novak as being part of a long tradltlon{of reallsm in
Amerlcan palntlng.‘5 Comblned with- thls was a sense of spa-
tlal pre0151on and phﬂxographlc light that came "o full
flower in the second half of the nlheteenth century and was
manifested in the paintiﬁgs of Winslow Homer (153671910),
Th?mas Eak}ns (1844 1916), Fitz Hugh Lane (180b‘!§é5) and
_Martin g, Heade‘fi819 1904), Novak sees photography as a
conceth;l tool which American artists used in their explora-
tion and recordlng of reality. This conceptual llnklng of

photography with palntlng 1s nowhere else so much in ev1dence

//ﬂl\ s in American paiﬁ&lng of the latter half of the nlneteenth

| - . -céntury. ' \\
- All the Canadian paintings d@séﬁssed have favoured the
' R ) ) '
) ® 5Barbara Novak, American Palntlng of the Nineteenth -

L]

~ Century, p. 235.

£,

i

. - ivity and materlallet principles upon whlch French Realism \

»

»

-

r»
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anti fiétional approach. Onere-emphasizes the 1nforma¢10nal
appnoach whlch domlnates in Sandham's paln%lngs, Skating

Party and Hunters Returnlng w1th the Spoil. " similarly, his

‘_water colour paintings of, tobogganing and snow—shoeingkgcenes

P . . . »
reflect a factualist approach., ,Thi% same approach is evident

in. the works of Allan Edson, William Raphael,‘Paul Peel, Joh%

Fraser. George Reid, Mower Martln and John Forbes, These.

works still 1n31st on the recording of fact rather Jshan on
the expressron of the flctlonal, although not as strongly ‘as-~

in the Sandham palntlngs. ‘In both selectlon of theme and in

° e

the ob;ectlve recordlng of fact, many Canadian palnters of &

the latter half of the nineteenth cent&ry dlsplay a basic

3

realist p051§10n* .It is not. the Realism of COWrbet. The .
approach taken toward bhe eXpression of material substance is
altogether too low-key and—ﬁon—ldeologlcal to bg\falled

Realist. This point can be "illustrated by comparlng Robert

Harris' Fathers of Confederatlon, 1883, with Courbet' é%rial'

at Ornéns. 1849. Although both share an oﬁject1v1ty of
vision, the Canadlan work has a neutral tone and lacks #ﬁe
brutal 1rony of the Courbet.\ Whereas in the Courbet'palnt-
ing an ironic twist or aﬁbigupus;peaning was intended to be
read from a seemingly straight forward image, Canadian fealisf
paieeers did not involve themselves with such complex ehil-
ogophical issues. They were not interested in the deeper '
meanings or concefﬁed about .the philosophical or.theoretical

implications of painting. They concentrated on the problem of

o
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recor"dj,n‘g appea}'anog"g aé truthfully and unexagéeratedly as
s F =

e - ' . y y
possible rather than dealing with ambiguous and subtle issues

as to the nature of appearance and reallty.

t - Another major difference ‘that exists' between French ;

.. Realist paipting and Canadian Realist painting of this period
is stylistic in nature. ‘It cannot, of course, be entirely
. separated fjom the‘conceptual foundation. A comparison

. . L . :
between Sandpiam's Cliff and Boats, 1872, and Courbet's Bay

with Cliffs, 69, illustrates this difference. Whereas
*  Courbet makes a strong textural ﬁigtinctiop between the

~ various objecta and eleménts, Sandham suffuses fhe textural

" identity of the obhect ana'elements,] In the Sandham.‘one -
does not distinguish the\se;anéte material realities of rock,
sand, wgod and water but remains only conscious of the thick-
ness of the paiﬁt and direction of. the brushstroke. Despite‘
the fact that these two paintings‘haGe‘a‘simiiar‘theme:and
are equally objecéively recorded, Courbet;mphasizesvtbe
material nature of the objects in his paintings more clearly,
The generalized treatment of taxt;re and light in the Sandham
paint{ng‘recalls English genre'af narrative paintings of the
latter half of the nineteenth ceqtury. In Frank Holl's No~

Tidings from the Sea, 1870, Royal Collection, (Fig.'59), a ’,

v

genre work, and Sir William Quiller Oggp?rdson's Le Mariage\
r gngonvenance. 1883, Glascow Art Gallery!and Museum, (Fig. 60),

@,
&

a narratlve plece. the material realities of the objects are

.
. ® @

. . subsumed by the stress on the story—telllng qualities..-

.
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§ ' ' No such subjecﬁion‘tg the narrative takes place in ' P

? l Canadian painting. Even in works such as Mortgaging the /
Homestead, 1890, Nationél Gallgry‘of Canada, {Fig. 61), by ’

. George Reid; and The_School Trustees, 1886, National Gallefy

‘ ' ‘ h
of Canada, (Fig. 62), by Robert Harris in which the narrative

is high, the object is not subordinated to the narrative,

T N rkobe e o

The dramatic intensity of the narrative is not acquired
through suppreésion of the material realities of the sur-
J
. '~ rounding objects, Both object.and narrative gesture are

given equal weight.

o A RIS R
-

Canadian painting cannot be accounted for under P

European categories and neither can it be entirely divorced

3

from them. It must be seen as’'a complex synthesis’ of styl-
o X

istic features having their roots in Europegn traditions and .

“flowering under a very particular set of cultural circum-

-

stances. ; "

Robert Hubbard uses éhe term 'realism’ in describing
both indiviQual painters and periods of painting‘in‘the
latter half of the nineteenth century. . The mganiné he appiies
to Redlism or any of the variants of realism‘referred to in
the preceding pages is not @ade clear, Of landscapg paint-
ing in the 1870's he says:.. "The style of landscape painting .
At.thisbperiod may be gerqea Nationai Begliéh, a progression

from the Romantic Realism of theusix‘cies."é6

. 66R.“Hubbard, "Confederation Period in Canadian Art,"

Art Quarterly, Vol. 30, W. 1967, p. 200,

)
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John Fraser and Henry Sandﬁam are referred to by him as

Factual Realists and reference is maﬁe to the influence of

photography on Sandham, particularly in his Hunters Returning -

with the Spoil. 7 A

The Realists did not support photography as a bona

fide art form but it is clear that they shared a common

objectivity and respect for detail. -If photography did not

’ \" 'l 3 » »
directly inspire a democratic attitude toward theme and

stylistic precision, it could not help but réinforce any such -

existing attitudes. Photography suggested new tﬁemés and

3

. forms to painters and it also introduced a new dimension to

the illustration of articles in newspapers, weekly and
monthly periodicals and other fiection and non-fiction publi-"

cations, The photographic reproduction of old masﬁpr paint;

ings created significant changes in art history by replacing

the iconographic with the formal- analytlcal approach.é?

Book gf?maga21ne 1llustrat10n material could be based
on either sketched or photographed copy after the introduc-
tion of the ¥hoto-mechanical reproduction techniques. In the
case of certa;n techniques, such as the early woodiengravings
based on photographs, illustrations fr&m a hand;drawn or
photographed copy image weretinaistinguishable.

The photograph was considered more authentic than the .

drawing and eventually lead to, the suprémacy of the photograph

“

67Aaron Scharf, p. 122. . PR
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over the drawing in news illustration of the latter pért of

[}

the century,

‘ . . . ‘
‘Contemporany reviews of exhibitions provide interest-

ing attitudes toward the photographl In éome ins%ances_the

. photograph is used as a standard of ﬁositive appraisal; not

only was it congidered as desirable for magazine illustration
but also as a model for realism in bainting. In other cases
the photograph was seen és being altogether too rigid and
depaiLéh for a painter to imitate., Critiq Carl Fuller, who

wrote exhibition reviews for the Cazette and’ThggOttawa

Evening Journal in the 1880's and 1890's, commented on the

photographic qualities of J. C. ﬁbrbes',painting, Portrait of.

Sir John A, McDonald, n.d., National Gallery of Canada, (Fig.

.63), "... a portrait laboriously correct in every detail -

painfully correct, indeed almost photpgraphicaléy 80 ...."68
Although there is»nb actual documgntétion to sﬁpport
the belief that this full-length portrait of Sir John A.

McDonald was copied from the photograph; e pbse.‘style and

props surrounding-the figure are highly suggestive of this

practice.69 The laboriousness with which the sWwrface of

1]
n

6SCarl Fuller, The Gazette (Montreal), April 25, 1890,
no page no. Newspaper clippings R. qé A, file, P, A, C.

691+ was noted earlier in this thesis that J. C. Forbes

was accused by John Fraser of having painted a portrait of

Lord Dufferin from a Notman and Fraser cabinet photograph and

subsequently submitting it t6 the Philadelphia Centennial
Exhibition, 1876. This portrait of -Sir John A. McDonald lends
ample support to Fraser's accusation.

et




IR e P ANS e e A =

o e e ey

T BN e 1S, Rt % oy ks e

12his lack of selectivityland emphasis was not governed by

e - :
ual triumphs of the photograph, has tried to intensify its

sitter is eﬁtirely subordinated by the compulsion for visual’

'truth.; It appears that the quality of visual objecti&ity

o s TR R PSS S
-

S

face, figure and eery detail of costume' is covered, suggests .

the hand' ef the copyist. The cértainty and uniformity of
brushstroke 1s that of the copyist rather tth that of the
painter worklng f/om life. Equal attention is paid to the
detalls of hair, clothlng and flesh, all of whlch acquire,

through lack of spontaneity, a remarkably uniform texture.

i B M, AR R T AR

. -
the requirement of Realist ideology to. give equal attention

to all things but rather the non-select1v1ty here derives
from an 1m1ta§;on of photogfaphlc realism where equal strFss
is a feature. This is the work of a copyist struggling to

repiicate the facts and Burface anonymity of the photograph

Tt gt bl b LT s R 1

and not the work of the painter who, impressed by the fact-

qualities. Any desire that might have been felt by either
Harris or Forbes to présent the psychological reality of the-

attributed to the photograph was adopted by-both these

painéers as a cfitérion of.absolute artistic and moral

value.

The realism encounfered in W. G. R. Hind's Self-

PoXtrait, n.d., B. C. Archives, (Fig. 64), referred to

aguerreotype, isvless formal and staticﬂthan that of the

rbes painting. Despife the fact that the painting appears

at
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7 '\

b have been’ done from'a Daguerreotype, it retalns a v1ta11§¥
f line absent in the palntlng by Forbes. Hlnd's self-

brtraits show a personal ﬁropens1ty for detailing and pre-

.

iseness unlike the Forbes portraits, which appear_to have

esulted out of an ambition to satisgy—pdﬁlic demands for
xactitude. These qualities of exactitude i;e lacking in
‘i£d's’paintings of Ind%an life and are repiaced by a rather
rude handling of form but the will to realism repains.

here is no‘attempt to romanticize the scene or mystify the

experience.” It is as %f} in the depicting of certain sub-

;, Hind's sense of magic or 'cOtherness’' was so stirred
T I - T '

that hisgziﬁggiivity and technical ceontrol faltered.

, Photography was not the sole factor that establiéhed

stand%ﬁg of realism for the Canadian painter; both the

press and public exerted pressure of~§§similar'nature on the

painter. The reviewers of exhlbltloné of paintings fre-

quently used %he term '‘realism' as a favorable descrlptlve

a

C

the art historian very little understanding of what consti=

t

M
t

i

djective& Reviews seldom went beyond a brief descriptive
atalogue of what comprised a particular exhibition, leaving
uted 'good' or 'bad' painting at that time:

Two reviewers, Carl Fuller (mentioned earlier) and

oss, who wrote respectively for The Gazette (Montreal) and

he Ottawa Evening Journal in the lg§O's, did attempt to

ntroduce a note of critical evaluation into their writings.

~The—reviews of the fourth annual R. C..A. exhibition were

o

;r,.m(w.w’ .

J

u
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described in Jones and Dyonett's History of the R. C. A. A,

The exhibition is pictured as having been enthu-
siastically received by ‘the public and altogether
a good showing, but both writers are critical of
the choice by artists of very ordinary and oo
unstlmulatlng subject matter; the,entire lack of
historical or imaginative 1nterest The jury is

- accused of an excess of a most admlrable quality-
-- kindness- of heart. . . -

An unidentified critic reviewing the 1892 Royal
Canadian Academy of Art exhibition remarked that Wyly Grier's

Portrait of a Physician was 'a realistic painting offhigh

merit*, T. M. Martin's contribution to the exhibition was
also praised for its realism: “The skys:is most beaﬁtifully
painted, the fur of the dog and deer crisp and hairlike."'T

Showery Day in Passé des Mont de St. Urbain, a paint-

| " ing by John Fraser, is descFibed;as.'somewhat defective' in

| its expression of space. Possibly Qpat the reviewer was

attempting to describe here was the sénse of compression dis-

cussed earlier and at some length in the ¢hapter dealing with

- the aesthetic influence of, the photograph. ‘ ‘

Brymner and Sherwood's entgies were described-as

'fealistic and natyral'., Almost every work singled oﬁtwfor
mention was thus described, indicating ;hat realism was a
‘prinéiple\criterion of posiﬁive judgement in tpe evaluation .

of paintings. . oo

4

70 5ones .and Dyonett, History of the C/A—.'JA. A., 5: 9,

Tlottdwa Journal, 1892, R. C. A. A. Scrapbook of news-
\ paper clippings, Public Archlves of Canada. .

£
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An allusion to the appearance of artificial lighting

in painting is made in the QOttawa Journal in a review of.

George Reid's Foreclosure of the Mortgage. The -same réyiewer

describes it as being reminiscent of a 'closing scene of a

drama in a well-equipped theatre'.

’

(.
 Earlier, The Free Press cairried a Treview of the Royal

Canadian Academy exhibition held in the Supreme Court. This
. ; k

exhibition was evidently a preview of the Canadian entries

N a Y n. '
to the Indian and Colonial Exhibition of the same year, 1886,

The water colour paintings of Henry Sandham were reported to

have been 'full of the charactegistic_crispness and motion he

72

knows well to impart'.’“. A. R. Stevenson, writing on’the

Indian gnd Colonial exhibition in the Magazine of Art, how-

ever, draws the attention of the reader to the 'poor con-
struction' of Sandham's figures.73 i >

It was not the Realism of Courbet, with its stness on

.

the didactic and social function of art or the narrative v
P realism of English genre, narrative or Pre-Raphaelite paint-

“ing'ﬁhat is reflected in Canadian painting of the latter half

of the nineteenth century, rather it is the realism offered
by the photograph wi%h it's impassivity, it's literal_
descriptiveness, non-selectivity and high degree of object- v

ivity. There is not the same desire on the part of the

»

"2The Free Press, Ottawa, February 4th, 1886. J

‘oa

73A. R. M. Stevenson, "Canadian Art," The Magaz¥e of
. Art, p. 519. '

e
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Canadian painter to emphasize the concreteness of the object
as perceived in a pa}rticular time'-.space relationship as in
; ) y
. American painters, especially in the works of Eakins, Heade

i o

‘and Lane. - A

v
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£ - "' Although .claiming try{t the greater part.of the corpus o
! * . of Canadian painting 'of .the latter half of the nineéteenth
© ‘ . nete

century was :fealist in direction and.that this attitude of

Y
N
.
.
R AU A A A BT 8B
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. 'llie'alism was formed largely by photography, the, influence of
» . N B v \
Academic painting must not be overlooked.

o~

In 1853, on the occasion of the Paris Salon, Fréderic -
Henriet remarked that althofxgh there appeared to be, at a
supe;‘fiCial glance, a great many styles at the exhibition,

¥

"* " there was in fact a fundamental similari‘ty‘. He felt tHat

T AR PRI ks B iyt A

the influence of photography created this substantial link

and generally redulted in a greaf%er realism in painting . .

st‘;‘y‘le.' Through this i'nfluence‘he felt a significant con-

nection could be mdde between the works of Courbet and the

fcadenic -painters. The\Academ“ic ethos centred largely . )
i : .
~ around the nature of ‘theme. From the seventeenth century,

a strict hierarchy of subject mattew.was imposed upon the. ,

-~

Academic painter which precluded the painting of common-

. "place‘ themes. Subjects siichﬂ as tobogganing, boating or a

ws\fmple study ol_f a wo;n'a:n sitting at a piang are themes found

¥ " in Canadian painting during the latter half of the nine- ™

. ° . teenth century. ‘

¢

The theme of Canadian painting does not refleet the

Y ‘historical or mythological ?mteresté of Engiiéh or French

v

e . . o
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Academic painters. Canadians picture scenes and events evi-
dentiy drawnlargely from the English-speaking middle class : ) cc
experience. The Europeans palnted scenes of gladlatorlal

battles, Turkish -baths, Artemls or Apollo in the manner of b

. the Academlc palnters or ‘depict:scenes of death, revelry 1n

i
bars. rathels or nudes The Canadlan palnter chose the%es, . ?
Such as the bulldlng of the Vlctorla Bridge, Queen. Victoria, g
ice-hauling{ tobogganing‘aﬁd school children. There is an ’_ o
‘apparent absence gf the traditional Academlc theme in o ’
banadlan painting o§\the latter half of the nlneteenth cen— S
tury%'\There are many young palnters who did %rain under : 5
Academ1c1ans. The 1880's and 1890's witnessed a steady flow - o ;
of paint;rs to the studios of Bouguereau, Gerome, Robert | o : .
Fledry. Lauréns, Julians, .Colarossi, .etc. Allan Edson
studied w1th Pelouse. John Fraser with Topham and Redgrave ,
before comlng to Canada; Peel studied wlth Gerome. Lefevre. - ;u
Eakins; Robert Harris with Legros and Bonnat. Furthe;mo;e.
the year 1888 witnessed the agrival.of Benjamin Constant in. w
.Mont"real. He came t?*Montreal as a guest of Sir George -

Drummond, the important Montreal collettor and patron of the

o

-arts whose purchase of Gabriel Max's Raising of the Daughters o o

of Jarius was a well-published fact in the hewspapers of the
day.7uﬁ »

In addition to this direct exposure, Canadian painters -

K
Y >

74Moncriéff Williamson, Robert Harriss An Unconven- ' ®

tional Biography, p. 77. - . ~ ]
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- : had' limited contact w1th Academic palntlng through the occa- Hy

- -
51ona1 loan or annual Royal Academy Exhibition, English ' vy

.J\ Academic palnters such as Sir Frederick Lelghton. Presi@gnt

( of the English Royal Academy, George Watts and J. Millais;
- -~

were represented in the 1887 Royal Canadlan Academy exhibi- ¢

xlon. George Watts palnte botﬁ-sentlmental genre and fine .
/
portrai}sn Garlye and ‘Ellen Terry among them, -These two

-
.
R B

"paiﬁtings were dorired from the photographs of Engliéh nine-
2 "tEenth degtury photographer. Julia. Mzrgaret Cameron (1815— ‘
| 1879).75 :Lelghton came to appreciate it after attending a, : : jJ
lecture on Muybripge's photographic experiments, Millais'

hpaintingb, both Pre-Raphdelite in style and narrativé in

B

-ﬂ
nature, d}d not seem to have any discernible influence on

Cénadlaﬁ palntlng of the period. . fj;/

4

€anadian painters yhose\qprkg wete exhibiteg along-
~ side those of Leighton, Millais and Watts werg John Fraser,
. é. C. Forbes, Eugéne Hamel, Lucius 0'Brien, William Raphael,
Hénry Sandham and Homer Watson., o

» A‘Canadian painter whose oeuvre does include the
¢

exgtic themes of Academic painting is Paul Peel. Several of |

»

__his works, such a Arao Market, show both thgagubstance and '

t

.. the style ofiFrencthcademiE painting. fHis Tired Model,

1889, After the Bath and’ ‘Devotion, 186T, National Gallery of

Canada, (Flg. 65). are expressive of the strong sentimental - j“
'\ ) . b ‘ , ‘ ) -~ ‘t" \
- ! ‘V . - ;
\ 75Aar0n Scharf, p. 32. k . * i
v - : . 3
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appeal a88001ated with Engllsh Academlc painting. -
: German painter, W. Leibl (1844 1900) makes a very -

- powerful statement about material realism in Women in the

Church, Kunsthalle, Hamburg, 1878-1882, (Fig. 66). The mos%

étriking element in this painting is the strength with which

x

the textures are described,. fﬁach element is given its own
téngible. textural reality. The contrasts'éf texture aﬂd
detail are éonsciously sought out and unambiguqusly expressed,
: | This painting by Leibl forms an intereésting contrast with
| Peel's Devotion. Peel's wo?k'aséirés neither to Leibl's pre-
. cision of description nor to his honesty of emotioralgexpres-
siom, A ver&'generél paint’téxture and-;rbitraryjbrushstroke

i

dominates the surfaog of the paintihg and very little atten—

Ad - v 3 2 l .
tion is ngd_to he spatial or tonal relatlonshlp§ in the

foreground and background. - ‘ , / ég

L " Selection of theme is oneﬁzsbect in which/Canédian
palntlng of thls period dlfferg from Academic painting.

John Fraser<%hoﬁe to paint a s;rne of Gaspe fishermen and
,beach—goers rather‘%ﬁan‘Leda_and the Swan. Canadian palnters.

did not choose themes z}th heroic overtones,

>

4 i . . {
- Sandham's Hunters Returning with the Spoil, 1877, deal with

l
/

a similar'theme. The Canadian painting, in contrast to the
*French Academic palntlng, is doéumentary rather than
"

dramatic, It does not SEEW dramatised or exaggerated move-

. ment, The figures are grouped in an. orderly prncesslqnvif

M

Alexandre Gabriel Descamps' Bird Shooting, 1859, and, .

%

2

3

SN

(

.
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three and depicted at the moment of walking'home'through the
]

woods. The'poses held by the figures inﬂ%hié painting are

.
AT e ST MRS A S e Ly

highly reminiscent of those encountered in Notman posed
. . . ¢ .
photographs, . Degcamps, however, chose a more dram?tic and
/ greater variety of poses which create a mood of activity and

excitement; The lighting is less even ins the French paint-

LRI S
[
3

) ing and strong cast shadéws and extended spates between the
- <
. . flgures strengthen the dramatic note. /’
A comparlson of a pinting by Thomas Couture (1815~

1879), Romans of the Decadence, 1847, or Jean Leon Gé&rdme

(1824-1904) Slave Market with acéagﬁzghlly trained painters
. such as Harris, Reld, Brymner, Gagnon or Crulkshank. r;veais
that Canadian painters weré néfer seriously involved with
exotic and”heroic subject matter. 1In intenﬁitf of senti-
mental expression, Canadian painting and ﬁﬁropean Academic

painting are but distant 7?Lations.

\.5‘:

i
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