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& S This, thesis 1s an 1conograph1ca1 study of the portraits

°

\ of’\ the ce]ebrated Mohawk 'Sh'lef Thayendanegea, popular]y w
known as Joseph Brant (1742 1807), an acti\h‘e Loyalist Indian
statesman and warrior. %oseph Brant's portra1t was painted
on numerous occasions, especiaﬂy during the period 1776 to
1807. The bortrafts whiégh include paintings, minfatures,
drawings, and engravings were done by leading portraitists

1n England, the United Sta‘;:es and Canada, such ‘as George .
*

,  Romney, Gilbert Stuart, Char1es Willson Peale, Ezra Ames and .. . - -
wﬂHam Berczy The 1mage$ of Jos\ph érant have béeri classi-
h

f1ed by 1conograph1ca'l thenfes which\also 1'I'lustrat¥ the his-
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}he portraits of Joseph Brant execdfed between 1776 and

have precedent in the render1ngs of Indidas that .were produced

‘sixteenth and seventeenth centuries when the first Europeans v

~ -~

the New World. Navigators, soldiers,‘exp1orers, cartographers, drdughts~
"men and clerics recorded the Indians in terms of their own Ewropean
preJudices based an . contemporary notions in ph1losophy and re1ig1dn ‘e
~ ‘v

These "artists" were the.first visual myth- miyers of the Ind1ans NThe

Indian was v1ewed by suth. trave]]ers a@ a symbo1 of the newly- discovered e

and/ exotic continent. The Ind1an.was celebrated as a 'ndble savage, ~f
whj£h~also describes the European ambivalence toward their own "civil-
ized' society. S Y , . ¢

If chis thesis, the iconography used in the:1mages of,Jo§§Bh Brant

yi]] be analyzed through a class 1cation of fhe preconceived concepts
‘inherent whenever Europepns c nfronced‘the,lnd1an. Each chapter wj]l
identify a particular attitude or stereotype and its relationship to the
'historica1 per%od; as well as its application to the portraits. The
first chapter deals Litn Brani'e biography and his place 1n Indian soc-
iety. The iconographical analysis begin; in Chapter IPwith fhe images
of sixteenth and seventeenth century Indians, an era which I have
identified and classified as the 'pre-contact' 'period.
, As contact'intensified between natives and Europeans, and as trade
expanded “Indians gradually ass1m11ated the European cu]tur@ .From pre-
contact time, at ‘contact (from the beginning of the eighteenth century),

_ at the height of contact (from the last quarter of the eighteenth - ‘ %~
century) and atéthe acculturated period (frem the beginning of the nine- '

teenth century), the degree of assimilation can be observed through the

@ . oo B

R R, SRR R
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pictoria represeniation of costume and silver However,&the papet =’

Indian as a Paradigm of 223 Exotic Continent) Chapter III (The

Warrior Peacemaken and The Noble Savage) and Chapter IV (Humanist

rtra1ts and The Exqperor Figure) are not 1ntended as ex]usive cat-
-agories. The attitudes found in the exotic, the romant{d and the neo-

classical images of the Indian often over1ap. Rather, these headings

!
i
i
1,
HE
i
1
§

are ihtended primarily to define fﬂpse convéntions which affected the ¢
artistd. Another influence which must be taken into consideration is
the fact\that the earliest portraits of Brantassrg done in England, -
while later works were executed in America. This may help to éxp1a1n<
differing perceptions and aesthetic attitudes of the artists. “ ' 3
' For this paper [ have relied upon the b1ography of Joseph Brant :

by William Stpne1 that was drawn from the large collection of ‘B

own manuscripts, speecheé, letters and interviews. It is Stgne who
a tute}} observed: \

No. Indian pen traces the history of their tr{bes

and nations, or records the deeds of their warriors D ——*7=-‘.%~4_i

and chiefs - their prowess and their wrongs. Their
spoilers have been’ their hisforians. - . u

- \
‘; K Ofner research materfal available on the supject 6% Joseph\Braan}

used for this thesis ranges from récords and publications of histor-.
ical sqcipties, nineteenth and twentieth-century historical and'Bio- : SN 3
v graphical'literature of the Iroquois, sgpp1emented by monographs in &
‘the form of articles on Joseph Brant. The article by Robert S. Allen,

"Fhe British Indian Department and the Frontier #n North America:

o
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1755 1830," in Canadian Historic Sites (1975) 1s an _important re-

r

cent publiqation for historical and biographica] material. Tekts o~

.o on American,*English Canadian and North American Indian art, nd

s
monobraphs on those particular artists who painted Joseph Brant,

. form the basic, published 1nformation consu]ted
| In"the literature, the examination of the portraits of Joseph
Brant by major. painters is relatively substantial However, ‘there
is less documentation on those works by lesser artists. In ‘this.
thésis, images of other Indians(are introduced into the discussion
. of Joseph Brant as points of 1]1ustrat1on rather than for comparison.
Although Joseph Brant wasfrenowned as a statesman-warrior, it

is interesting that tfiere are relatively few portraits extant It

4
is hoped that this study will help to bring others to 11ght
, — |

. - .
. \ )
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, INTRODUCTION

-«

L evo1utioh\of the portrait of the American Indian in the

_eighteenth and nineteenth centuries can ipdicate-thélextent that pre-

N

. vai]ingvideo1ogies affected artisés works of art poﬁfic1pated in

land helped to propagate conceptions Europeans held of Indians. Tho§eﬁv°

1deo1og1es served as mode1s for depict1ng Indians and helped to per-

petuate a mytho]ogy.' Artists, attempting to acknowledge through

-ihagéry the very fact~of the Indian race and culture, generally could

not probe beyond their own or socdety's stereotypes. Few Europeans

had the opportunity to meet Indians in’ the eightegnth century, and

‘ thosdblndians who travel1ed to Europe were not perce1ved in their own

environment: Even Europeans who encountered Indians an American soil
had{aiveﬁy“T?mited knowledge of these populations whose customs
dff?éred so greatly from their :;n. As aapesu1t¢ Européan ?eprgsen-
tations of the Indian in the eighteento ood nineteenth centuries seem
to oave benefited 1ittle even from direct contact.” Their portrayal

in art, therefore, served more as a mirror for the group who described

them: a reflection on the nature of the human species, rather than an

}‘v .\

Rl

honest and complete depiction. When transcultural situations did ex1§t,

preconceptions were d]yays in conflict with the rea]lposit1on. Sipce

th?rféau?)ement of sensitivity and communication did not become incor-

“porated into the exchange, these convergences abounded in stereotypes

of one another. The eighteenth century inability to come to grips

with phi?osopoioa1 questionsbof the 'natural' despite the search for
it during the Age of the En11ghtonment, can be obsgrved in portraits’
of the Indian, who were not naturalisticalTy deptcgod in the f;oe or

Titerary arts.’
™
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Joseph Brant, (1742-1807), the famous Mohawk orator, statesman

End military leader had his portrait painted many times during his
1ifetime by the 1eading portraitists of the day in Eng]and the Un1ted
States, as we]\ as by a German artist in the British Co]ony in Canada.
It is rare to have the opportun1ty to observe and relate artistic
changes in the embodiment oé\a specific Indian,’ such as Joseph Brant. .
The purpose of this thesis is to analyze the 1conograph1ca1 mot1f5'1n ' :
the portraiture of Joseph Brant, who was depicted on sixteen occasions ‘ ;
between 1776-1807; and whose image has‘been accessible, circulated
_through prints.or copies unfil‘toda&. Among the representations the
reader will find a variety of mediums including paintings, dréwings,
engravings and miniatures. The chronology of Brant's portraits, from
early to old age, reflect changes in ideology. Contemporary painting:
styles, and those individual differences of specific artists, and the
utilization of mental images formed in the artists' mind‘s é&e,‘will
also be taken into account. The artist's relationship to his patren,
whether hg was commissioned by Branf or by others affeéts the results .
achieved. _

The cohblefity of patronage in the fine arts is an issue which
. can only be genéra]ized here; essentially, patronagé reflects the
realities of a patibé at a specific‘time.' Painters working in England
in the eighteenth century mir;or in portraiture, the requirement of
the{r patrons, mainly landowners and country squires. Artists in
America in the e1ghfeenth and ear]& nineteenth century tended to
celebrate in their works the statesmen and heroes of thélRevolution,

\ - Y

Loyé]ists'and revolutionaries. A7sfatist1ca]v§urvey of the paintings

+

of Gilbert Stuart, who was the most prolific portraft1§t of the group :
{
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than a question of aesthet1c form. Questions of appearance and

IfI
analyzed in this‘thesis, reveals‘that more portratts'of,Loya1ists
were painted than rev#lutionaries. The timeless portrait form that
beHonged to history %as an 1mportant-device serving as a metaphor
for statesmanship fnr the patrons. .

The portrait, (whether pa1nted, scu]pted or written), poses more// ,
reality are postulated. .Dea11ng with physical appearance, the painter
as well as the sculptor has also paradoxically to deaﬁ wath the sitter's
personality, that which cannot readily be seen. So, the excellent
portraitist.has to be a moralist, as man is composed of what he looks
Tike, the sum of his acts, as well as being an enigma, concealing his
thoughts beh1nd language. The portra1t, 1ike all art that has sur-

vived, is bound to time and history, soc1a1 conventions and style.

" Insofar as it may touch us jn,ﬁhe present, draw-our attention, and set

our minds to wonder, it escapes the temporal ‘and is at once of the past
as well as the present. 'It‘is for‘all -these reasons that the acgom- |
plished portrait can be judgeq as a Workg f art as well as a document,
based on the supposed objective 11kene<fg:f a sitter. |

' This paper is a study of the portraits of Joseph Brant an Iroquois
Indjan. The story of the Iroquois durwng and following the period of
the ‘American Revolution 1s largely contained in the life story of Joseph
Brant. In order to understand the 1ife of Brant we must examine his

background and his peop]e French explorers 1n the sixteenth century

" found the League\of Iroquois 1iving in a loose confederacy of f?te'

. {
tribes, residing in centra] and western New York. The history and :
s,

organizat1on of the Iroquois trihaqgﬁn the League are obscure until

t

h\\c]osing years of the sixteenth century. These tribes were, from
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east to wesf, the Mohawks, Oneidas, Onondagas,4Cayugas and Senecas
(fig. I). fhe Tuscarbras, from the south, who came north about'1720
Tived near the Oneldas. Asrwe11, mixed settlements of these tribes,
known as Mingos, plus others of the Algonkin stock were also settled
along the Upper Susquehanna and down into Pennsylvania and eastern
Oﬁio. There is much confusion and uncértainty regarding the origin
and strength of this "League o%‘the F?;e Nations"” in the literature.
The federation was very loose and prbbab]y never numbered more- than
15,000 people or 3,000 warriors as a liberal estimate.l

The structure of Indian society played a vital role in the per-
sonal deveiopment of Joseph Brant, born a Mohawk in the Iroquois ¢

League.4

Thg,League was'goyerned by a council of elective and hered-
itary chiefs, the social organization comprising of clans bearing |
animal names. The Council that administered the affairs of the

League was caaposed of nearly fifty chiefs or sachems, all of equal
rank, and‘a11 selected from th; matdrnal families; thé Iroquois had
adopt;d a mat;i11near organization that recognized desgent thréugh

the féma]e T1ine. Members of the council who obtained their position
did‘so by bjrthright, not prowess or ability. There arose a group

of wa:rfor chiefs who attained considerable 1nf1uenc;, sometimeg even
rjval]ing the sachems themselves. It was tﬁe chiefs, not the sachems,
' w;o won most fame and honour duriﬁg the Revo]utiﬁnary war; There were
no strata in Indian society; any man might become a warrior chief; he ‘
might even become a ;1v11 chief or sachem provided that he belonged to
one of the fifty maternal families where that posi}ion was hereditary.
Joseph Brant would become a civil and milf%a%y chiéf}accord{ng'td the

customw of his society. The/ﬁatural beauty of the homeland,. the
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~ traditions of huﬁting, and the respect for the history and culture of

his people, were influences which would bear upon the reactions of

Joseph Br%ntt »

‘Geographica11y situated between the route to the west and between
the French and English settlements, south of the St. Lawrence River,
the Iroquois were subjected to imperialistic pressure from north and )
south.. -

This intermediate position was perhaps the greatest
source of strength and the greatest cause for weak-
ness among the Iroquois. They were able to increase
B their influence by playing one side against the
- other, but at the cost of dividing themselves and
" - becoiming embroiled in the wars between the European
rivals which lasted from 1689 to the downfall of
Napoleon.5  »

N~

These intercolonial wars affected the Irogquois, gradually turning the .

eastern tribes to the English and the western group pro-French oﬁ

o

neutral.

For many years the main source of contact between the Iroquois and

~ the English had been that of trade, but from the beginning of the eigh-

teenth century that contact tntensified and was more varied in nature.
The desire of the English to acquire‘the Iroguois as allies and custom-
ers led to trgatﬁes, presents, building of forts as wéll as an éttempt
to Anglicize them, which had a great éffect upon Brant.

» Although for the most part. the Iroquois pursued a bo11cy of neu-
trality during Queen Anne's War with the French of 1701, the EnéTish
from time to time attempted to draw the Iroquois into it. In 1210,

in a celebrated v151t, four Indian chMefs, Etow Oh Koam, Sa Ga Yeath
Qua Pieth Tow, Nee Yeath Taw No;Ro, and Tee Yee Neen Ho Ga Ro (figs.
5-8), were takep to London to publicize the need f§z

r more adequate
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. A \ .
defenses of the colony against the Frenth,6 and were received by e

Queen Anne. Portraits painted for her have been attrib;ted to- John,
_yerelst (16482-1734). The visit was also a p16y to impress the -
chiefs with British might. A long alliance saw one‘chie%, Sa Ga
Yeath Qd& Pieth Tow's (fig. 6): (Brant) grandson, Joseph Brant, lead J

Iroquois warriors on Britain's side in theiAmerican RevoJutionéﬂ The /
‘Iroquois‘helpéd the Ené]ish in their succgssfui attempt to” take over re
Canada. The Indian Kings used this situation to bargain for th%1r
objectives, which was a reqdest‘for miésionaries to be sent to Igaiad
country to instruct them in” the Christian\Prqtestant Faith. Govern-
ment funds were senf through the Incorporated Society for the Prop- /
agation of the Gospel in Foreign Parts to build a Mohawk church, house
and fortifie& post at Fort Hunter. Within a log-enclosure; the post,
~ begun in 1711, was built to»protect the Mphawkg.against attacks by
the French and their Indian allies. Queen's Chapel was a twenty-four
foo? square limestone building constructed within the’fort. Queen , )
Anneirequisitioned’handsomeIcommunion silver piate dated 1712 for the
occasion.7 By the mi@d]é of the century the Mohgwks were nominally ‘ -
Anglican Christian, d process which had been in progress's1nce 1704
by the Society. After the Amé;ican Revolution Mohawk - 1ands were
seized andvbueen Anne's Chapel was burned. '

In Brant's éarl} ;ears, the Iroquois lived 1n?three settlements

in the Mohawk Valley, the one at FOﬁF Hunter with a population of _

3

about one hundred and sixty, another at Canajoharie, with about one

L)

hundred and eight people, and another at the Schoharie with about ;'
.
eighty. When united, they were about two thousand, half of wkpm

.were Seneca and ab{gf one hundred and sixty were Mohawks (fig. 2).
. 1\
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New York was one of the most onalgcolonies to the Crown.
A1bany, in the Mohawk VaHey, was the centre of British trade 1in-

terests. Like Canada, New York was feudal and aristocratic in hent.

Al

"It was in the Mohawk Valley that feudahsm the fur trade and Indian

diplomacy were most "prominent. 8 The. master planner of Indian l
matters until his death in 1774 had been Sir William Johnson (1715-
1%4),pthe SupeHntendant of Indian Affairs, wha established himself
in thé Mohawk Valley of New York Johnson built churches and hired
schoo]masters for the Mohawks, further contributing to ‘the process of
accu]turatmn. That Sir wHHam Johnson would become the brother-in-
‘]aw, to Josepha Brant hy his ma_rriage to Brant's sister Molly, (1236-
17_96) played a large role in Brant's shbsgquent_ Loyalist sympathies.

After Sir William Johnson's death his mantle fell on his son, Sir

John Johnson (1742-1830) and his \pephew, Sir Guy Johnson (aboat 1730-

1788): -With the outbreak of the ReVvelution and . the .Johnsons' failure

to dominate the Mohawk Valley, the Loya)iSts had .to retreat to Canada’

at the beginning of 1776. At the close of the American Revolution,
the United Empire Loyalists Six Nations Indians were a people w;lthout

a land until the Crown purchased southern Ontario from the Mississauga

/Indians (Haldimand Grant, 1784) for the resettlement of the Loyalists,

aVoting reserves for the Six Natioris in the Bay. of Quinte and ip the
Valley of the Grand River. Jhus, 1'n¢ summation, it'was into this .
milieu, the battleground between the French, English and American -
nations\ vIndian and E\opean ¢ultures, and the resett]ement that
Jqseph Brant s experiences were formed. Ey

In Chapter I, I will trace back to original sources from the

sixteenth_gsel seventeenth cgntury',"('the pre-contact period), those

>
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aesfhé@dc conventions generally.useg/to depict tﬂe Indian. These

images serve as a background for the thesis, t%prace the_portraits

of Joseph Brant into an h1sto%ica1 context. THese early sixteenth .

century 1mages affected the mental images of poth contemporary and

\
later artists. Texts and\wr1tten works, in ggneral without accom-

_panying images, traditionally reach smaller grQups, hence are less

effective as mental images for artié%g\than prototypes based on more
accessible models. These early sixteenth cen%ury images, begun as
the object of European curiosity, have been c]b sified in this text
in terms of the imaginary, or dream Ina;an,‘ba%ed on the exoticism
of the American Indian, given jmpetus by the ubfo1d1ng drama in.the
Age qf Discovery. The d1ssemingfi§n of publiihgd texts in the seven-
teenth“century based on travels to\Ehe\New World perpetuated the
models.

| The second half of the eighteenth century (at the height of con-
tact and later acculturation period) ffom which the greatest number of
Brant portraits were produced, may be ;egarded as one of the great
eras of art in Great Britain. This yas due to the genius of the
artists aided by socio-economic conditions which gave rise to such a
development and which created th;/dist1nct British character of art.

In the richness and vér1ety of the benres, national traits were re-

f]ected especially in terms of \the landscape, the informal conver-

,sation piece, portra1ture, and the sporting and animal genre. The

/ Royal Academy, to which many eminent artists of the time be1onged

(with the exception of George Romney who painted Joseph Brant's ‘por-
trait), had a favorable +influence éﬁ the gmerging self-consciousness of

\ ,
this distinct character of Eng]ish!painting. These characteristics
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in turn affected the orientation the English artist would -have when

dealing with the Indian portrait, which by this time, had become a

~ trend within English art. Progressively, the 'noble savage' became a
. Romantic notion in literature and the fine arts.~ The fearsome, but

' respected enemy of white settlers along the moving frontier is exam-

ined in Chapter III, The dissemination of mezzotints tdaken after

011 paintings of Indians in the colonies acted as models for artists

and added to the stereotyped image of the Indian

With the winning of Independence, and the sett]ing of Canada,
pofitical change became analogous to the democratic society of Greece
and Rome. Artists pon§ciously imitated g;tique‘art in style and sub-
ject matter, drawing ancient morals for modern circumstances. ICon-
currently, the Indian was becoming extinct, a d1sappeariﬁg race,

falling victim to the inevitable progress of_ resettlement and accul-

turation. In view of these concepts, Chapter IV deals with the humanist

Neoclassical portrait§ of Brant'which were derived from Renaissance

humanist portraiture. These humanist portraits charted the deve1opment

of the fiercely proud Indian warrior, once admired and feared, and now

“transformed into an aged, djsi]lus1oned chief by historic events as

well as by artists.

.
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CHAPTER ONE
o Biography of Joseph Brant

In spite of the prominent p{irt played by Joseph Brant (also
known as Thaye‘ndanegea)9 in his lifetime, very little precise in;“or‘m-
aﬁion is knov{n about his éar]y life. Biographical information is
. scarce. Our_ ur;éertziinty as to Braﬁt's parentage is surprising, since
l'ineage and clan were important among the Iroquois. The monument over
Br;ant's grave in His Majesty's Chapel to‘the Mohawks , a church ono the
outskirts of Brantford, Ontario (fig. 3) has the date 1742 for his
birth, )

Traditio‘ns and biographers agree that Joseph Brant was born on
the banks of the Ohio Rivér,whi'le the r:10hawks were on a hunting party
sguth of Lake Erie. Family lore says that Brant's fath was Tehowagh~
wengaraghkwin, a full-blooded Mohawk of’the Wolf Clan, and that he .died

while Joseph was young.]o

His mother is said to have moved back to "
Canajoharie in New York and to have remarried an Indian'known among

the whites as Brant; hence the name by which Brant is commonly known.

There is uncertainty over the question &f whether Brant was a full-

blooded Indian. Descriptions arfd pictures of him sho“that he was
rather 1ight—comp1exionedt Rumours abounded during the heaj: of the
Revolution that he was the i1legitimate. son of Sir William ‘Johnson " al-
though this is unsubstantiated. Aithough conflicting and contradictery
evidence about Brant's birth and parentage exists, it would suf%ice'éé.
say that he ﬁ'ved a way of 1ife regulated by the impact of English .

" products, cuTture, religion, government and military entapg]ements with

its  neighbours.

T et bt A Ot 4 e
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A turning point in Brant's 1ife occured when his sister Molly
(1736-1796) became the housekeeper, mistress, and Indian wife of the
widZ)wer Sir William Johnson, King George II's representative For

Indian affairs. Johnson then Tived in 1aI’1'§h style in his third home

in 'the Mdhawk Vally of Upper New York, a

’im the wilderness, called Johnson Hall ,” a ‘home more elegant than

hree-storied Georgian house

nearby Mount Johnson, his first residence, and Fort Johnson, his sec-.

12

ond As a lover of the frontier and the Indians, Johnson implemented

programs which are still felt today, such as the Department of Indian

13

Affairs. Such a family liaison elevated the status of Brant's family,

sinece he was p1aced! under the protection of one of the leading men of
the country. This connection led to opportunities which Brant might

not otherwise have enjoyed.

3

One of the successive steps in Brant's' training was his schooling.

/
If Brant ever went to school before he was; nineteen years‘ of age, it
was only to Tearn to read and wr{ite Mohawk, for he knew little English

14

in 1761. There was no schoolhouse at Canajoharie, Brant's home

village, befoyg 1761.- That yelar, the Commissioners in Bo%ton, repre-
senting the 'gocietdj. for Propagating Christian -Knowledge, voted to
pr;)mote /dian[ education by educating some Iroquois scholars at Eleazer
Wheelo Zs school _at Lebanon, Connectj’cut, the forerunner of Dartmouth
Co]]ez'. With the backing of Sir William thnson, Brant at nineteen -
enrolled in the program- ‘ . h . -

The transition from Mohawk 1ife to the r‘igorous‘ puritanism as the
school was a difficult step for -Brant;" The 81615‘ chapter for the day\_
/’ v{ould be named, read, analyzed and studied grammatically. Then there

was the daily catechism. School hours, from nine to twelve, then two

e "
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. parts of the Bible into Mohawk.
4

no offspring.

A 3 - )

[y

- to five-o'clock were fp]]qwed by evening prayer, and church was

regularly attended. fhoughLBrant was an able student, the Mqhawks
urged him to leave school auring the time of the Pontiac uprising of \
1763 in which the great chief of the Ottawas and leader 6f the Western
Indians, headed a revq]t against all English and Americans. Brant
left after having spent almost two- years there, but nof as a finished
scholar, as his English carried a decided Indian accent for some time.

Though he had benefited scholastically from the pr‘ogr‘am',]5 the Indidn§

" thought of themselves as warriors, rather than scholars. War had

traditionally been the avenue to fame and pv-estige.]6

After his W}ﬁitéry services in the Pontiac-upfising, Brant married
an Oneida chief's daughter in 1765, (name unknown) who bore him two
children (names unknown) and set up a house in his native village of
Capajoharie. He continued’to be actiye in religious matters. He joined
the Anglican Chﬁrch and wgrked wiﬁﬁ Reverend John Stuart in translating
17

He acted as an interpreteruand aided

missionaries in teaching Chriétianity to Indians. The Church of England

“had been active among the Mohawks'intermittent1y since 1704, but the

work received new impetus with the coming of Reverend Stuart in 1770

18

as missionary at Fort Hunter. Through Branti Stuart preached to

the Mohawks every Sunday. 1In 1773 Brant married Susanna, the half- -
}

. f

sister of his first wife who had died in.1771, but this union produced

At the same time as Brant's work with Stuart, he.was employed by
Johnson to deal with the Indians. Brant's involvement of ten years
duration before the Revolution led to a growth of his influence and

knowledge of the intricacies of‘d1b1omacy and po1icyf Since Sir /

[N
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W1"|11‘am\‘Johnson was involved in frontier diplomacy, '1nvo1v1'ng land
frauds, \Joseph Bant aided him in sett]in.g disputes. Until the out-
break of '\.j:he American Revolution, white migration westward had con-’
tinued unEhecked. ?Johnson and Brant were disturbed about the growing
unrest on {gthe frontier, whi’ch was created by the inroads of the
settlers and traderg whose expansion was becoming untenable. They.saw

trouble arfising .politically between Eng]and and the American colonies.

_Situated between Canada and the)mérican colonies, the Six Nations °

Indians knew they could not remain neutral. Respect for both Johnson
‘and Brant as §k‘iﬂfu1 diplomats and arbitrators of }nd1an -affairs led
to the Iroquois' choice of Brannt as head war ,cdhief, pending the out- -
break-of the Rev‘cﬂution.

In July of 17‘74, while opposing entrance of the Five Nations into

the war, Sir William Johnson died at Johnson Hall in the Mohawk Valley.

" He had urged Brant to be loyal -to the Crown, knowing that the Six

Nations were not united. His position was filled by his son-in-'la\;!,
Guy Johnson. Brant was qomnissiéhéd a captain by Sir Guy Carleton,
Governor: of Canada. This was the highest position an Indian could
hold in the regular British military. In the fall of 1774 ahd $pring
of 1775, Brant became Guy Johnson's right-hand man, serving as his
deputy and secretary in the British Indian Departrﬁent.

Councils during the early tonths of 1775 were régu]ar]y attended
by the Five Nations, who discussed tHe djspute betwe;an England and

her colonies. The Revolutionary situation rushed to a swift climax,

; and the Iroquofs were feeling the pressure applied by both sides. The¢

. ;]ohngons and their supporters sympath'izg_d with the King, while there

\tuer:elsettfers along the Mohawk who were ardent patriots. Johnson was

: t
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defeated 4n‘his argument to enlist Indian aid in fighting- only a

.defe'nsive ar. Becuase of inadequafe support, Johnson took a éroup, _
iﬁc]uding Brant, to Quebec and sailed for England in 1775-1776. w7’th
o;en warfarelstill to come, Brant was deter‘mineg,to learn the true‘
siéuation in London.' He waé au~thor1'zed to speak of his peoples’
attachment, but of tr;e'lr disTike of being abandoned in war, and of their
treatme:nt in 1anc{ troubles. He receiived what he had come for, assur-
ances tha/t}heir‘/Ta/nExgreivanc,es wou]d. be settled after the war. ‘

o

Brant pledged to take to the field in the royal cause with 3,000 war- /'-17:/.,1':

L

~y

e

riors, an obligation which he fulfilled as well as he could upon his

return from Eng’laﬁd. Loyalist forces formed a corps known as Butler's

" Rangers {John Butler, 1725-1796) and fought as scouts and 1ight in-

fantry alongside with the Loyalist Indians of the now divided Six
i / v

‘Nations, jn' particular Brant"s Mohawks. Brant was at Wyoming Valley,

Germah Flats, and took an active part in the Cherry Valley massacre
(1778), Sullivan's campaign (1779) and along the Ohio against Clark
(1781). ' -

At war's er;d,,the Indians were resentful of the treaty made in
1782 betwegn Britain an’d the United States. Throughout the war the
Indians were aligned with the royal cause, but after the war- their
1and| was signed over to the Americans, and there was no mention of
provision for thém. At the close of the American Revo]ut\ion, then
these United Empire l;oyaH’st Six Nations Indians were a people wit'hoﬁt
a land. Britaiﬁ and the United States had drawn up a treaty, unknown
to the Indians, 1"n which a boundary line had bee‘n estab]ished.between
Canada and the new, RepubTric. Britain had discarded a great ally, and

the Iidian territory wou’1d be ripped apart as the spoils of conquest,

NI S
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since the English had given no considerétion for the protection of the

sovereign territory of the Six Nat1cms Indians. The British military,

facing the danger of abandonment by J,oyahsts, both ! }nchan and white,

AN

leaving British posts undefended, lai out a great land purchase p]an
Under Colonel John Butler the Crown would purchase the whole of southern
Ontario from the Mississauga Indians
The Haldimand Grant of 1784 provided the Iroquois with two reserves, six
miles wide, on each side of the Grand River; one in the Bay in Quinte, ~
the other in the valley of the Grand River, about 570,000 acres, as a
substitute for the 1oss of their traditional homelands in New York dur-

ing the American Revolution. A personal grant was awarded.to Brant

T
I

by the Crown of 3,450 acres of prime 1and|,Il fronting Lake Ontario at

Burlington. Brant still retained his con'(mission in the British ser-
vice and drew half: pay from the Gavernment Total Indian autonomy
over the Grand River lands ‘Was not granted however, and the only land

which Brant cowld,—se'H was that which had been granted to him person-

ally. Brant and his braves built a wood-frame church in 1785 yhen

they fTed to the banks of the Grand River. Today‘, His Majesty's Royal

Chapel of -the Mohawks is Ontamo s oldest Protestant (Anglican) church.

Brant visited England in 1786 to rem1nd the English that they had

forgotten the Indians at the peate treaty of 1783. He also inquired

'whether King George III would éupport them in a war with the United

Stateé, a request which was dipldmatically refused. He returned to

spend( the rest of nis Hte working fon hi_s resettled people. Contin-'
uing‘\l(n' th h1‘_s r‘eHgious activities as well, Brant translated the book
of Common Prayer and the Gospel 'accor&ing to St. Mark into the Mohawk

language, which was published in London in 1787, (Refer to note 17).

or the settlement of the Loyah"sts.
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In the province of Upper Canada, formed in 1791, governed by

John Graves Simcoe, the population grew from 14,000 in 1791 to.90,000.

The aim was‘to welcome population growth as a means of keeping Upper

~—

Canada out of the Americé?ﬁmion. Once new settlers had taken the
oath of loyalty, they received free 1§nd grants simjlar to those pro-
vided for the earliest, first-wave Loyalists. The use of favoritism

in- land-granting threw the door wide ,open to speculation. Joseph

Brant quickly learned such business ploys as these strategies, and began

to use similar tactics as a land-agent. This would Tead. to irrevocably
s'em'ous repercussions for the Indians. Brant arranged to have power
of authority, to act as sole agent of Six Nations land. By 17;7’
he had quickly disposed of three-fifths“ of Reserve land to whites s
mostly Americans, at immense personal profit. A1th0u§;h Brant insisted
that he was acting on behalf of his people, his personal wealth was
considerably augmented. He had reasoned that since the original grant

was too small to provide a living from hunting, and was 1argerr than re-
quired for farming, the revenue ffom land sales, to skilled agricul- '
turists would be of a greater benefit to the Indians, who would Tearn
more\s’oph‘isticated techniques. However, the Indidns received little
money from the land speculators who bought the properties, and Re-
serve land was diminished up to 47,360 acres. Seen today, in retro-
spect,' Brant seems naive \in motivation and judgement, and by capital-
izing upon the situation, bears some of the responsibilfty for selling
out the Indians. - . ‘ |

In 1793, at the Sandusky conference, Brant's 1o'ng attempts to

form a united Indian confederadcy in opposition to American expansion

failed. And by the terms of the Treaty of Greenville signed by all
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B the pr1nc1pa1 tribes of the Northwest in 1795, the Ind1 ans lost the |,

’

greater portion of the 0h1o VaHey
An unhappy event in h1s 1ater years destroyed Brant's spirit. He
was attacked by his son, Isaac, in a fit of drunken fury, and Brant,
‘ in self-defense, accidentaﬂyl killed, his. son. Brant never recovered

from his despondency. Altr:ough Brant surrendered hlimse1f‘to Jjustice,

his case was considered one of justifiable homicide. The resignation
s - . v

which.he tendered Lord Dorchester was not accepted. In these Tlater

E

years Joseph Brant’was extremely wealthy. He owned seven to eight

negro slaves and a four-horse carriage. "He diéd in his ‘magni f1cent

two-storied Georgian home, called weﬂmgton Square, in Bur‘Hngton.
Upper Canada, in 1807 (fig. 4). _ o

,I'n summation, the Six Nations Indians disrespectéd Brant's al-
1eg1’ance to the Crown. By relinquishing control over Indian faith 0

and religion and land, the Six Nations Ind1ans became wards of the
Government. Caught in the two forces, an empire and'a front1er,
neither of which were merciful, and both regarding the Indians as ex-

‘ p‘endable, i; is unlikely tﬁaf the Six Nations Indians would have fared
betier‘ under Ameri.can* rule where United State's treaties with Indians
were violated more often than not. Caugh}: in this bitter power play,
Indian re;istance subsequently grew passive and eventuaﬂy defenseless.
In later years f'he Indian Department n'ot‘ed the destitute condition of

5

the Grand River Indian;.
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CHAPTER TWO
furopean Interest in the NewWorld:
The Indian as a Paradigm of the Exotic Continent
The image of the American Indian became an object o'f European
intellectual curiosity. The most complete gnd authentic source of
information has always been fhe sketches made by travellers to various\

parts of the Americas. . The first Europeans to visit the New World

- were navigators, soldiers, and explorers who were adventurers, not -

artists. They made maps, mainly outlines of coasts,/ or the site or

plan of a fort. Depictions of Indians were sometimes included in

f'\\eir maps when they attempted to delineate Indian territory. As

i i

early as 1564, Frenchman Jacques le Moyne de Morgues, (d. 1588) a

Protestant colonist and settler in Florida and artist to thg French

expedition, made drawings of Indians he had seen at the colony. He

‘returned to London to prepare a manuscript of the short-1ived Hugue-

not settlement. Flemish Théodore de Bry (1528-1598) and his sons
engraved Te Moyne's drawings for the second volume of a series of

travels entitled les Grands Voyages and published at Frankfurt in 1591.

They represent the beginning of the European
tradition of the decorative Indian, for their
attitudes have the grace and their costumes ;g
the elegance of a royal masque of the period.

Englishman John White (1577-1593), who was the cartographer an&
draugh,tsman on Sir Walter Raleigh's 1585 expedition that founded the
first E:o1ony on North American soil, Virginia, painted watercolbdurs
of Indiaﬁs of the territory between 1585-1587. These, among other

p
sources, were engraved and published for de Bry's first volume of

travels, les Grands Voyages (British Museum, London) in Frankfurt

(1590-1634). v

el
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, These twenty-three sketches, established the ’ -
- ' mode of presentation to be followed by travel- :
- lers for centuries, for they show not only
. ¢~ isolated figures, but also groups of Indians -
hunting, fishing, feasting and performing
, their ritual dances. ) o

Such activities were foreién to Européan cul ture and were

treated as exotic curiosities. Thus, first-hand visual documents , -
of Indians intended to show conditions in North America' became avail-
able in published form with de Bry's series of illustrated books on
historic voyages. But in the de Bry engravings, the human body 1s
rendered in the Renaissance figure style. The body-types were en-
_dowed with the pose and proportioris of late classical statues. i
Sixteenth century images of Indians conv;_yed in common a fascination A
with details of costume, ornamentation 'an,d 'arti'%acts, while the -
settings were secondary. _

These Indians are~conceived and then pr‘es;ent'ed .

in terms of their place in function in society, —~—

while the landscapes they 1inhabit are’little

more than abstract stages on which a certain

action is performed.21
A .

Samuel de Champlain, (c. 1567- 1635) the French explorer of
New France who visited central New York pubhshed in his Voyages of

1613\the first pictures of armed combat between white men and Indians. -

Frendh engravings of 1613 based on an original drawmg by Champlain °

of his 1609 battle with the Iroquois were made.22

The clergy often pubHshed accounts of their 1mpressions of ' - T
Ameyica which were accompamed by engrav1ngs made from their drawings. ;
André Thavet (1502-159N) who had stayed a few months in Brazil pub: ‘g j
Tigdhed traveller's reports upon his return. Thévet was one of the . / §

inyestigators of the "taille-douche™ })r*a copperplate engraving. a S




o

‘nat1ve k1ngsfand queens of F10r1da exh1b1ted those tendez#ies of

. : o A £
¢ | i |
method considered techno]ogica11y superior to woodblock %rinting; )
and Thévet used the medium for ‘the images accompanying his trave]
texts. Cons1der1ng the fact that Thévet held a prest1g1ous post as
Frencupcourt hjstor1ographerﬁcgrtoqrapher under feur consecutive (
kings, his texts were influential. The Frapciscen traveL]er's‘second

23

travel book”~ was based on drawings of plants and animals’ and notes

on native mores. Among other.things, the book was one of the first

‘to idealize the lifestyle of the primitive man and thus.popularized

the notion of the .'noble savage', .

One important type of American Indian image that

» did not exist before 1600 and then found orily
Timited currency 'in-the seventeenth century was
the individual portrait, showing the s1t53r close-
up in a half-length or bust-length view. :

This fact-is true with the exceotion of Th&vet's two three-quarter

portrait‘engravings, one of Qhe King of Peru and one of the Kingrbfn J/

. Mexico who have their head preseﬁted facing the uieﬁer.zs These por- -

o

traits were the f1rst to have the double intention of present1ng an .

Indxan portze1t but especially the not1on of a ch1ef / . 1 [ '
Sﬁngle page portrait types of Ind1ans published by de Bry of

the s1xteenth century to categpr1ze experience in terms /f their

interpretation of scientifically significant phenomena, similar to -

Thévet'sﬂapproach. Untrue in the sense of recording individuals,

Théuet and de Bry portraits recorded tupeé The de Bry classicizing

sty1e of representation. which ‘prevailed utilized the art1st1c con-

vention of classical association, but there was a dichotomy between *

the form and. its conventional meaning! The Indian was perceived in an

idy1lic sense as 1living somehow in a pre-classical time, in.a eradise‘
13 '* A
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beyond Sivilizatﬁon.. Hence, there was a contradiction between form,
which relied on NortH'Mediterranean protofypes and content based on
different geographical and chronological subject matter.

The acknowledgement of the Indian culture in terms of visual form

*Had not been idén?ified until the Jesuit fathef Joseph:Frangois_Laf?tau ™

(1681-1746) published an account of the religious beliefs and rites of

the Indians in Paris in 1724 in Moeurs de Sauvages Am&riquains comparés

aux moeurs des premiers temps. But Lafitau's depictions remained
fanciful in spité of the fact that he attempted to divulge the mores of
a strange society, rathéﬁ than a sole interest in the chief of a tribe.

? The native peoples of America, as shown in Lafitau's
Moeurs de Sauvages Amériquains (Paris, 1724), are a
rather extraordinary collection of recognizable

-European figures, dressed according to the fancy
of an artist who can have seen no authentic drawings
0 or engravings or read any genuine accounts....26

%hese images of Lafitau wefe st{11,prototypica1 stock figurées, meant
to please, and to set forth an image w{thin a continuum.

By the s1ghteenth century; artisés attempting to grasp concepts
of Indian culture, gegenp]]y viewed Indians as exotfic curiosities with-
in an extraordiﬁary 6rganization. Dur%ng the second half of the eigh-
teenth century, Eurapean artists according to the theories of the time,
the Enlightenment, that -new doctrine of Reassu anq Nature, Natural
religion, Natural rigﬂ%s - began to look for the form§1 principles -
querlyihg arf. Visual clarity and simplicity became for the artist
thé\sensuous counterparts of rationality and uncluttered thought. The’
dnifying style that developed, marked, in a way, the supremacy of mind -
thgcartiét's mind - over‘the matter he treatéd. |

\ However they tried, the eighteepth‘pentury's search for the

'n%tunal' never came to grips with -the idéa§ the pleasure of solving
qub]ems waé‘too simplistic. Tpe euphemism of the word 'natural’

! . . . e
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when confronting images of the Indian must be seen"fn context to the
framework of the’centur;ji The‘eighteenth centurx_bo]itica] philosépher
Jean-dJacques Rbusggau's (1712-1778) idea of the natural man unspoi1eq
nby civi]jzatiop*QAS a romantic notion which soon extended to the
American-Indian as the 'noble savage'. |

To European’artists of the eighteenth century, these .ideas some-
times manifested thgmse]ves as a decorative mannerism in the style
known as Rococo, and that style was applied to figure paipfing of

Europeans as well as Indians. One manifestation of this mental imagery

was the 'dream' or-Timaginary' Indian who became prevalent as a symbol
) !

of phé continent of America, representing the exotic parts of the world.

Creations of European fantasy, these naturalistically-treated, yet

. imaginary Indians, appeared as if in a masquerade, dsua]]y‘enriching a

decorative object, such as a Boule clock, silver tureen, Sa&vres or
Meissen porcelain, or Gobelins tapestry. The application of Indian
motifs revealed the décorative‘rococo senSiB%]jty‘of the age, and at
the same time continued the stereotype of the fantasy Indian. Indians
of this genre can Be seen in toile d; Jouy chinoiserie, wallpaper

27 Generally, the imaginary Indian

murals, or wood-blocked cottons.
was portrayed as a=full-length figure in an undefined pastoral land-
scape, adopting a casual, but artificially conventional -pose.as in
aristocratic portraiture. They were featured in full regalia in a
picturesque setting.

| The Indian in the midst of social change - the Frenth Revolution
and the American Revolution - could thus ‘represent the yearning of

European restoration at the wellsprings of the primitive, manifesting

this notion in art as a decorative mannerism. Nostalgic for a

- / ) ¢
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simpler state of existenhce, Europeans glamourized the primitive 1ife-

style of the Indians in contrast to their own 'civilized' culture.

In formal detail, attitude, posé and costume, conventions seen

in the pértraits of the Four Indian Kings by John Verelst of 1710
appeared as early as 1564 in the watercolours of Jacques le Moyne de
Morgues and in the engravings of Brazilian chiefs by André Thévet of

El

1584. The portrait of the Four Indian Kings are thought to be thé

first full-length oil portraits of North American Indians in the

28

history of European art. Ap exception is the portrait of the Mohawk

convert andlmystic Kateri Tekakwitha, (Caughnawaga Museum), painted
between 1682-1685 by P&re Claude Chauchetigre, (1645-1709) after a

\vision.zg However, Kateri's portrait was not painted because she

was an Indian, but rather because she wat considered to be a saint.

The iconography of the Four Indian Kings played a vital role in terms

of models for Indian portraiture for artists in America since mezzo-.
?ints and\engravings were made from the originals. The imaginary
Indian type,'khere the fu]]—]enétﬁ portrait of a figure is placed in
the rococo style landscape, is a convention also used in tﬁese por-

traits. , n \

¢

Dubbed the "Four Indian Kings", they actualy were elected sachems,

. ) ° ]
or civil chiefs of the Five Nations Confederacy that exercised control

of the strategically important communication routes to French Canada

provided by the Mohawk and Hudson Rivers in present day New York State.

The sitgens, each portrayed with his clan symbol, were Etow Oh Koam
(Christjanized Nicholas) (fig. 5{, a Machican of the tortoise clan,
and Sa?éa Yeath Qua Pieth Tow (Christianized Brant) (fig. 6) thought
. to be 5o§eph Brant's grandfather, of the bear clan, whésé elaborate .

4
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tatoos were much admired in the press of the day;30

As well, were
v .

Ho Nee Yeath Taw No Ro (Christianizedidohn) of Canajoharie, whom

Verelst painted with bow in hand and wolf totem in the background

" (fig..7) and Tee Yee Neen Ho Ga Row (Christianized Hendrik, b.c. 1680-

1755) (fig. 8) also of the wolf clan. The Indian belief in totemism,

where the animal is assumed to be the emblem of an individual or a
clan, implied a special identification between the animal and the
person or group. Hendrik was the ranking sachem of the group in’

terms of ability and influence, and Verelst has depicted him in. black

. court dress. Queeﬁ Anne presented each King'with a plain scarlet l

cloak for the sitting and one can see that the cloak, moccasins, and

/

Commissioned portraits of this period and earlier suggest the way

quill sashes are the same.

the sitter would want to be pictured, and stylistically, the fiqures

of the Four Indian Kings relates to this mode in common .with the limner.

Like the Timner, where modelling is minimal, contours assume great

importance as a means of identifying the size and shape of the figure
/

and tﬁf)cut and substarice of theiric1othing. Nothing is subordinated

in the figure of one part over another, and the overall pattern domin-

ates the spacd. The Four Indian Kings comprise the visual character-

istics of the pattern-making of 'primitive' art and the posed render-

o~ .

) ings qf a composition. In common with the limner, faces are painted

b
! 2
masks.

5

In pose, with hand on hip, Ho Nee Yeath Taw No Row bears a

-distinct relationship to John Whitd's watercalour Indian:in Body Paint,

c. 1535, which was engraved by de Bry in America and a source for one

of the Kings. A greét;similarity in’'stance to the former can .be seen

- A

7 .
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‘ in depiction of the Indian Kingfﬁhi]ip of the New England woods

16
3

which was a portrait infjuenced by prints of the Four Indian Kings.

Painted by Paul Revere (1735-1818), this engraving was originally

published in Thomas Church's An Entertaining History of King Philip's

N Za
325.32 Révere borrowed the costume and general pose from the Four

Indian Kings to reinforce the idea of kingship.

Basic ‘preconceptions abound in the Verelst paintings. The combin-

ation of Indiaﬁ and English artifaéts indicate current Indian accultur-

, ation testimonial of contact. #In this way a comparison can be made

-

with the pre-contact period before the eighteepth céhfury where arti-
facts of the Indian material cu]tu;e were apparent in watercolours and
drawings. The e]ementség} destruction which would eventuallv lead to
“the demise of tﬁe culture can be documented in the pbrtraits of the

Four Indian Kings. The shotflask and carrying sash, as Qe11 as the

T [3 J‘a.w'
flintlock rifle of the British military, c. 1710 are proudiy-horne,
contemporary in style, and acquired through trade. These are juxta-

posed with Indian decorative artifacts of wampum belts, moccasins

and wooden ball-headed club, 3s well as a quiver and a bow,ﬁﬁd.arnpw.

Each sitter was associated with his favorite weapon against his nat-
ural habitat, while a scene of Indian fighting or hunting was enacted
in the background. The arms in the foreground and background are
ascribed as symbols of status. Historically, the club infers the

arms of 'the primitive man, so an allusion to the hierarchy of weaponry
is imp]ici%.’ Colonizers systematically used trade fo acculpyrate the

Indian. _With the exclusion of Tee Neen Ho Go Ro, illustrated in

biack court costume, except for a belt or burden strap decorated w%gh/)”

dyed moosehair or porcupine quills in black, red and white, the/dfher

i
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_aroused by the visit of the Four Indian Kings were quick to print a

' Sir Anthony van Dyck (1599-1641). Charqéteristica11y, the An§1o-

Indians have been made to look alike, but it is difficult to conjec-~

R - | .
Kings sport a weapon of either violence or survival. Again this is
suggestive of the typical platitudinous approach used by the artist : ‘

to disparage the Indian. To further devalue individuality, these

ture whether this is meant to bé political, or a weakness of the -

ability of the artist to individualize his sitters. 'In these por- ° SR
ra ;
traits of the Four Indian Kings the trade objects shown are weapons. \ L
33 )

Presentation silver was actively traded only from about 1760-1821.

The entrepreneurs anticipating the intense public curiosity ¥

wide variety of publications to satiate this interest.>*

The Four

Kings went home with gifts ranging from their scarlet cloaks, to a

magic lantern with pictures, whilé they presented the Queen with

wampum, necklaces and other 'ciriosities'. A wampum. belt served as

é gift, also as a binding symbol of an agreement; they were of the

highest importance as documentary evi&enée of such pacts. ’ - L
It must be emphasized that Verelst never visited the New yor]d{

A]though these portra1ts belong to the type of -Anglo-Dutch reallst

portra1ts35 they have been modified by a familiarity with Baroquq ) : ;

prototypes, such as/that established at the British Court by Sir |

Peter Lely, (1618 1680) and Sir Godfrey Kneller, (1646-1723) after ;

Dutch portraits appear rather primitive: facial features are clearly «

marked, and highlights accentuate the cheekbones and help to model

shoulders, hands and clothing. Strong vklue contrasts are employed,

yet the figures are stiff, sculptural anh emphatically linear. Thg

overall directhess of the presentation of the figure markd a distinct 1
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d1fference with the vague background, which he1ps to-create a

measure of space, a baroque device. According to Hugh Honour36

more than two hundred copfes of the John Simon mezzotints after Ver- .

elst were distributed among the Indians in North America. They
N

provided a ﬁource of inspiration for a colonial artist who painted

a mural in the Archibald Macphaedris house in Portsmouth, New Hamp-

shire (combﬁeted about 1-723).37

The decorative use.of large Indian figures care-
fully chosen in terms of left and right-hand
gestures to flank a central opening, may remind
. one of Theodore de Bry s triumphal arch-motif.

(Theodore de Bny, From Brevis Narratio eorum

: quae in Florida..., Frankfurt-Am-Main, 1591).
At the same t1me these 1ife-size American
princes retain the1r rega] bearing in spite
of the decorative, domestic setting. In the
final analysis it may bé that these images
were being used as emblems by the White Colon-
ists for their own sense'‘of pride and growing
self-confidence in a new ﬂand, apart from the
mother country. 38

5

Verelst ‘also exhibits A2910-Dutéh realism in his renderings of“
flat, angular draberies and décorativé animals. This stiff, and |
mannered presentation 1s 11ke that of the portra1ts by Dutch painters
active along the Hudson River. An 'Amer1can 1ook' emerged in the
eighteenth century, appahent in the repet1t1on of figural poses from
one painting to the next. Heizotints influenced North American as
well as Européan artists. The point of mezzotints for portraits and
paintings in general was its‘abi1ity to record shading and modelling
SO accurately, but was in fashion_only until ear]y in the nineteenth

‘n
century. In the eighteenth century, the New Ncr]d art1sts used English

~mezzotints as guides. in their representations

\f local dignitaries who
39 '

sat to them. In summation, sources used by ﬁuropean and American
CL . .
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artists to depict‘Americans or Indians were still European. American
artists could not as yet scrutinize their own landscape and persona :
since most saw themselves as Europeans domiciled in America, which
they were. The artistic tradition of Verelst's native country's art
can be Tinked to that of other portraitists active at that time a1?ng

the Hudson River, New York and Albany in the eighteenth century,'where,

as elsewhere, the major talents remained at home in England and Holland.

"To painters dependent for their livelihood upon commissioned
portraits, the Indian, Tike all the lower classes, was<beyond the range
of patronage."40 Few paintings of specific Indians done during the
eﬁghteenth century are known. They usually rebfesent‘a small groub
o% chieftains who took partwin historic events, such as the Eggg
Inaian Kinég, or in theﬂsigning‘of treaties and the making of a]liances

in time of war. A poséib]e exception of that time could be the

Europeanttrained Swedish-born colonial painter, Gustavus Hesselius,

- (1682-1755) who worked in Philadelphia from 1711 uﬁti] the end of his

1ife, and who;e work shows his psychological perception of his sitter.
For John Penn, proprietor of the colony of Pénnsy]vania, he created
¢lose-up intimate portraits of the De]awarg Indian chiefs Tishcohan
gnd'Cagowinsa, the earliest serious and realistic sfudigs of Indians

by an American painter.4] Both paintings of 1735, feigned arals

within a frame, are frontal half-lengthy,protraits. They exbress a

seriousness of demeanor, neither manifesting rococo affectations nor
preoccupation with elegant fashion as costume pieces. Both Indians
emerge as real people, and reflect the fact that Hesselius .was one

of the most sophisticated artists active 1q the colonies at-the time,

and not dependent upon the formularized poses of the Kneller trad{tion.-

ot o g e} B~ bR ARt
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Although Hesselius lived in Ahefica for more than forty years, he T
does not seem to have portrayed Indians again. Thus, even though the
dominant art form practiced in the Ameriéan colonies before the Amer‘-~
ican Revolution was porf}aiture, 8n1y‘a few portrgits of individual
Indians were produced between 1675-1775. |

The images of the Four Kings of 1710 were preéursors to the por-
traits of Joseph.Brant in terms of the homage accorded a visiting
chief. The archetypal 'noble savage/natural man' pre-contact defini-
tiog-of Indians gradually extended to and incorporated artifacts of
confaé%;-suthlas the clothing and weapons of Europeans adopted by
Indi&ﬁg'increasingiy frdm the begihning of the eighteenthjcentury.

Brant, while in Londoﬁ 1n,17(5-1776, caused a sensation 1m British .

society, -As a delegate for his people, he had been féted'and courted

as had his predecessoré, as discussed pfevious1y. By the time of

Brant's arrival. in England, then thirty-three years old, he held the

_rank of Captain in the Byitish Army. Im London Brant joined the

Masonic Order and was/initiated into the third degree of Falcon Lodge.
His portrait was dréwn by an unidentified artist for James Boswell
(1740-1795) the renbwned diarist. The. original i;,lost, although the

work'is knbkn hrough an enéraving (figg 9). Bbéwe]f)had interviewed

~ Brant, and was fascinated by the manneréVSnd mores of the Indian,

‘attitudes which surely mirrored those of Englishmen at the time.

Through the immediac} of journalistic posturing, James Boswell's
eighteenth century anecdotal observations were written yp in his

chatty, gossipy manner in the London Magazine'for July, 1776, and a
L' .

print was made form Boswell's portrait of Brant to accompany the

article entitled "Account of the Chief of the Mohawk Indians who

s
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lately™visited England."

The chief has not the ferocious dignity of a
savage leader; nor does he discover any extra-
ordinary force either of mind or body.... A
i print of him in the dress of his nation, which
gives him a more striking appearance; for when
he wore the Eurdpean habit, there did not seem
to be ‘any thing about him that marked preemin- !
ence. Upon his tomahawk is carved the first let-
ter of his Christian name, Joseph, and his Mohock
appellation thus, Thayendaneken (pronounced
Theandenaigen) the "g" being sounded hard as in
get. His manners are gentle and quiet, and to
- ". those who study human nature, he affords a very
convincing proof of the tameness which education
can produce upon the wildest race.... He was -
struck with the appearnce of England in general;

’

~*7 T but he said thaxzhe chiefly admired the ladies

I

. and the horses.
N . ' ' . .
Boswell maintained the stereotype of the imaginary Indian. To

the sophisticated Boswell "here was a simple savage, a noble 'red man,'

nwhpse colorfyl dress end coppery skin made him worthy of remark, and
whose traits were such as one would not expect of an Indian."43
Boswell was following the strategy of the Tory 1obbyi§ts who were try-
ing to gain favor for their. cause'in the Ahericdn struggle. They and
their Indian co11eagues had been working for all-out British support

for the Amerrcan Tories. They wanted governmental .backing for enlist-

[

‘ing the Indians on their side They presented the Indians as innocent
&4

neutra1s who were preyed on, or wronged by the Amer1can frontier
settlers, and who wanted nothing but protection frol the British Crown.

For them, Boswell s timely article in the London Magazine which

emphasized dhe progress,of the Indians in civilization, their being
Christians, and.their loyalty to the King served politfca] goals.

At that time the Mohocks were a. very rude and.
uncivilized Nation.... They are now so well

trained to civil 11fe, as to 1ive in a fixed

place, to have good commodious houses, to {
cultivate land with assiduity angd sk111, and ~

~ .

e
=

e e

B i
s

I

e e




22 v

to trade with the British colonies. They are also
converted to the Christian faith, and have among
them a priest of the Church of England, who
regularly performs the sacred functions as pre-
‘scribed in the hlturgy, which is franslated into
their language.

Boswell had satirized in his text tgb complete acculturation he had

perceived in Brant.
[4

QliThe examination of Brant by Boswell as a chief denotes the opera-

L

-

tive hierarchial European classification of péSBﬂes in terms of class

and régk, ideas also explicit in the depiction of the Four Indian King§i
Dealing with the Indian_reality by social classification is a bias

which does not fit with the Indian culture, especially since aufhority )
is not designated in Indian culture as a permanent function. (Refer

to Introduction, p. viii). -

In the miniature tondo half-length engraving of Brant which accom-
panied the text, Joseph Brént appears caricaturized, as an overly-
decorative buffon, and the object of European sophist{cated intellec-
tual curiosity. The graphic image, more tanqible than the written
word, had more impact than the text. The image is essentially very
11pear; little mode]1ing is used, and is very static. Various Fech—
nidues have been utilized, jncluding dots, parallel lines, and cross-
hatching to create variety and textufe,

One notes immediately the military decorations which are; ® prom-

inent part of Joseph Brant's attire, and which symbo]\izuﬁﬁropean
. Fs ;

"~ contact which had steadily increased since the beginning of the

eighteenth century. Brant wears silver earrings, and attached to a

. headband, probabfy of trade silver, is a feathered headdress. Trade

silver headbands and armbands copied earlier prototypes made from-

&
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0 skins. A flowered sash over the shoulder is worn over a flowered

~ European shirt, probably of mustin. Before contact, Indians made T
sashes from animal hair, or natural fibers from plants such as nettle
‘or basswood. A single silver armband encircles the right-arm. Silver
gofgets and armbands were donned after the fashion pof tﬁé English and
French .military and given to: North American Indian a§ both a diplom~ | ’ '
atic gift anérprade-good. Armbands and Tegbands were common ornaments; \L%,
they were made of thin sheets of silver of varying widths with holes ;

_drilled at the ends for ties, which made the piecés adjustable in }
size/ Armbands were worn‘sign1y or in pairs at tﬁe mié@]e of the ;
uppef arm, wristbands or bracelets on the lower arm. An ornate ver-
sion of the single-barred Latin cross,is disp]ayeq. The cross is ¢
perhaps the oldest foém of trade silver and ohe o% the few without an

45

Indian prototype. Brant's neckpiece was probably a piece of black L

or red broadcloth. A fringed blanket is worn over the shirt.
"This‘image of Brant for Bosweal can be compared to the engraving
of Pocahontas by S$imon van de Passe (c. 1595-1647) of 1616, (British
Museum) engraved to commemorate her visit to England (fig. 10). .

When Simon van de Passe engraved her likeness in

1616 listing her age at 21 as part of a complete

inscription, he created what may have been the

first English and perhaps the first European i

posed-for portrait of an American Indian. In

. style, of course, this image belongs to the

stiff and rather formal tradition of Tudor-Stuart

portraiture that survived from Elizabethan times )

into the reign of James I. When compared to con- o C

temporary portraits of fashionable English ladies, . !
D a few details in the van de Passe engrayﬁngi(the o

unusually prominent cheekbones and the consbic- o

uous feather fan) seem to suggest the savage 46 R

origins of this elegant and aristocratic woman. .

j t
In the Boswell engraving, the portrait is brought closer to the picture %

p1ahe than in the van de Passe engraving, and so it ommunicates a
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more immediate image. The celebrated princess in the pan de Passe
engraving deftly holds a féather fan, in contrast to the tightly-
clenched knife gripBed by Brant. The knife actually appears in the
print as'éh ineffective symbolic deterrent, which carries on the
tradition of portraying the Indian with a weapon as examined pr v1ous1y =

in the Four Ipdnan Kings. In this case the weapon appears to b

satirical, implying the 1mpotency of an Indian'threat. The linear
details of ornament, however, are similar in both works. Theré can
be no question of direct portraiture of persons in either case, thé ' t‘
implication being that detai]s'of accurate persona¥ appearance were' .
far from essential - in fécﬁg both Indians display streng-Caucasian
features and complexion.

The silver gorget, worn by Morth ‘American Indians in the eigh-

teenth and nineteenth centuries, and introduced by Eunopéans;’sp1en-

‘didly adorns the neck of the illustrious chief, Joseph Brant. The

“silver gorget had an aboriginal prototype. Prior to the arrival of

1

" the European, many eastern North American Indians wore shell orna-

")

ments, crescent-shaped, more often round, and concave in shape, and
they became the Indian prototype for the silver gorget. Tradition—
a]]y, ins pre-contact times, medallion-1ike objects made of shell and

‘stone were suspended from the neck on a 1eathervthong.47

For the i
Indians, fhe crescent-shaped gorget was a vestigal remnant, trans-
fo%med’from the seventeenth century use of breast armour, and served
as a token of their alliance with a particu]ar{European power, as
well as a mark of personal prestige. A creécen%Lshaped gorget often

represented a military commitment, and wa&égenera]]y given to.the

chief warrior of a tribe, or to the chief, often'both the same.

o
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" new subject matter; the birth of the new country.

25

Following the British victory at Qugbec, there
were fewer occasions for presenting diplomatic
gifts to the Indians, but such gift-giving

- i resumed during the American Revolution. There
- is evidence that during the Revolution, some
Indian chiefs were made "gorget captains" in
the British army', giving them the same status
‘and authority on the battlefield as a regular
army capta1n Foremost among these gorget - -
capta1ns was Joseph Brant, a Mohawk-Irogquois
chiefy ghose loyalty Br1ta1n rewarded many
t1mes

From the period 1740-1770 most of the crescent shaped gorgets worn

by the Ind1§hs were off1c1a1 g1fts usually bearvng the coat of arms

of Br1ta1n, the type worn by Brant in the Boswell engraving (fig. 9)

and in the Romney painting (fig. 11). But in reality, gorgets‘and

medals were pseudo-tokens with no real corollary ir the English

I’
©

military system.

~

The increase in portraits of Brant from the year 1776 reflects
the attdhhmeng artists had in utilizing the Indian in accordance with
The Indian repre- |

sented the neEdafor a new set of visual myths in which both American

i

" artists could elevate the glory of the new country, and the \English

gnd American artists would develop the image of the exotic {reature

into that of the Noble Savage.

-t
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e \ _ - ' CHAPTER THREE
The Warrior Peacemaker °

By the third \qg'ar;ter of/ 'the eighteenth century the role of the
s /’ L ’ ’, -
Br“itigh Department was no longer one 6f controlling and appeasing

7

discontented tribes. Insteéq, the Department was instructed to con-

’

™ duct a planned crusade to wip the allegiance of the Indians to the

a roya1 gausé. Although both the British and the Americans had begun
to recruit Indian allies, most of the tribes gravitated toward Great
Britain rather than the tolom’gs. The King, as represented by the
British Indian Department had a history of just dealing with the
natives: Their agénts had acted to protect various tribes from acts
of aggression or depredation by the American settlers. By 1775,
realizing the futility of attempt1'~ng to gain Indian aid, the Americans
adopted a policy of seeking their neur{:rath.\ European expar{éion in
the North American wilderness continued to accentuate bitterness,
deadly conflict, burtality and tragedy between India"ns and the white
man. But, as well, there was also sympathy, admiration and respect
for the nativbes. It seems inevitable that European and American
relations would be reduced to human t;erms, and examined with various

L

levels of responsibility.

It was through such paintings as George Romney's (1734-1802)

Portrait of Joseph Brant, (1776, The National Gaﬂery* of Canada)
(fig. 11) that the 'not;1e savagékfx could exemplify a harmonious future
between Indians and Eurdpear[s. ‘ Attitudes such as these were born of
the pacifist humanitarianism of the Quakers which influenced Benjamin
west,49 "fig. 24) and perhaps the philosophical paintings of Charles
Willson Peale (fig. 32). .Although John Dryden used the term "Noble
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Savage" as early as 1670 in The Conquest of Granada, the concept has

come to be associated primarily with FFance, Qhere it was popularized -
by Rousseau's writings. The ferm referred to the superior character :
of the natives of America. Their stoicism and Spartan virtues were |
held up as a contrast to the degeneration of those virtues in European \
society. The use of the Noble Savage to reproach European §ociety for
its venalities thug,became something of a habit, casting a moral .
spectre over discussions of the time. Literary romanticism, which bred
nostalgia for t}ack]ess forests and uncharted havens,iﬁs a concept
that incorporated the American Indian. ’

Shortly before Brant was painted for Boswell in 1776 on the In-
. dian's first visitvto England, he héd two sittings for a portrait by

50 This portrait was later

George Romney, on March 29 and April 4.
owned, if not commissioned by the Earl of Warwick. Romney was, with
Gainsborough and Reynolds, the most famous Engligh portrait painter
of the later eighteenth century, before the rise of Sir Thomas Law- {
rence.S] Romney painted Brant during the period of his career when E
the Grand Manner was his passjon. Influenced by his visit to Rome’
and the ideas of Sir Joshua Reynolds, the painti&ﬁ was executed when
he was at the height of his popular success. His career at this \
juﬁcture was similar to that of Pompeo Battoni (1708-1781) the por-
"traitist renowned in Rome, who received maéy commissions from the
British. Much of the rest of Romney's 1ife would be spent making
sketches for vast historical pictures.

Romney was noted for the speed and ease with which he could

rapidly execute an exact likeness, quickly sketching the effect of

light, shade, the colour harmony in the work, the composition of
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the figures, even the drawing and expression within an hour,-but he

never made a finished-drawing for a picture.52 _Romney lacked an
academic education in art, so he was not proficient in desﬁribing
anatomy. ~
Romney's three-quarter standing pose of Brant, who takes up most
of the height of the canvas, dominates the ?road space, and confronts
the spéctator. His placement in front of a dark, unspecified forest,
suggests a romantic Epdian in his natural living ehvironment. The
pose stresses the military leader (the soldier or the warrior) and
Romney gives him an aristocratic bearfﬂ;. Romney's quoting from late
Italian and English baroque prototypes can be seen*iﬁ the fashion in
which the pose has been used to project the chéracter o; the sitter
as a military leader. With the body in sTight contraposto, in a three-
quarter turn, and with an accentuation on the volumes of .-the physique,
‘the sitter projéctE in his-body type those traits of confidence and
. leadership one would expect in an aristocrat or a chief, -especially
one with the reputation®that Joseph Brant enjoyed. Romney exaggerates
thg facial features -and cont;asts tge smooth face with the puckered
téxtures of the costume. The‘hands, too, are emphasized. ‘The forward
movement of the figure and tilted head against an open background are
the technical devices the artist uses to creafé an aura of Phavura.
ﬁomney tr1edpf6r a breadtﬁ of 1ight and shadow, for the object to -
stand away from‘the ground.
The placid round countenance reflects the calm
demeanor which Boswell noted, and there is
nothing to indicate the fierce savage, save
the tomahawk loosely held in the right hand.
broad head-band is topped by red plumes,

while a chain pendant falls from the back. A

white shirt is covered by hands crossed in >
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front, and a colorful Indian blanket rests on
the Teft arm and shoulder. A broad metal arm
band and a gorget hggging on the breast com-
pletes the costume. ‘

Romeny's depiction of Brant is further illustrated:

Evidently, Indian leaders were not suited %o
that polite artist's mode. Brant on canvas
appears as a dusky beau in savage finery,
self-conscious, proud, effeminate, rather .
than an Iroquois. However much we may doubt
the full tale of Brant's exploits, the man
whom ggmney painted-was capable of none of
them.

> In both the Boswell print as well as the Romney painting, the
artists' penchant for portraying the Indian with a weapon s ex-
ploited. In the former Brant wields a knife, however ineffective,

and in ?:he latter a pipe-tomahawk®'is held in a nonchalant manner.55

’

The tomahawk' is engraved with his Indian and Christian names, Thayen-

danegea and Joseph and has become incorporated in the painting as

symbolic of Brant's 'occupation'. Pipe-tomahawks from the eighteenth
century usually had a wooden shaft; ‘eﬂiptica] in cross-section, shaped
at the end to form a mouthpiece, the English style iron head combined
the bowl and the hatchet-type blade.

In his text Bosweﬂvhad noted the charm of Brant's costume. He
intended to enhance the allure of the exotic Indian by ca¥ling atten-
tion to native attire. A manifestation of the eighteenth century
cult of the picturesque attached to the béguty of landscape, led, also,
to a vogue for pictures of costumes and occupations. Dark breeches,
red stockings, a striped cloak, which is draped over a foreshortened
right arm, and leather straps across ‘the chest ‘comp‘lete the costume.

Around his neck Brant wears a plaited string of sweet-scented hay.

Brant wears fhe Military gorget of his rank, as commissioned

) \ . ™~
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offacer in the British army. This silver gilt gofget was probably the
one presented to Brant by King George III. It is engraved with the

royal cipher G R (George Rex) and the English coat of arms in the cen-

‘tre, with decorqgive arrangements of English and Indian instruments

of battle to the right and left, inscripted on the back, "The Gift of
a Friend to Captn Brant'.56 Brant wears silver armbands and the Latin
cross which is made of silver of fine craftsmanship. Ring brooches
are fastened on fhe,left side of his'pink shirt. Circle or ring
broochés were the most common broocﬁes; open in the centre, they had

a fastener on the front. The silver brooch Q¥s attached to the gar-
ment by‘pushing the fabrichthﬁough the céntre‘and piercing it with the
pin. A leather headband is attached to the red feathered headdress
with attached silver rings which cascade over {the right shgy1der. The
significancé of the possession of thg gijyer in the Romney bainting
points to its symbolic value as a sign of station. By this time rank
was a concept no doubt acknowledged by the In#ian as well as the white
man. oy 1

1

Current events had propeliled Brant's :London visit andAsubsequent

. commitment to the British cause in. the American Revolution. Romney

refers to these politica] factors in the painfing. Thus, the insist-

ence of those two elements, the successful warrior and the peacemaker

are more apparent in the Romney painting than in the Boswell engraving.

Copies and graphic images after the Romney work 'in the eighteenth

and nineteenth century attest to the‘popu]&rity and availability of

the image, the prestige of the artist, and the quality of the portrait.

The dissemination of the Romney prints in ?ineteenth century books,

mainly of the biographical and encyclopedic type, points to a more “‘
»‘ ’
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documentary dg_sire, and a need for the image of the \'varrior-peace;

maker as a romantic imagé.57 ]
. Romney~pair)ted another portrait of, a Mohawk fhobght to be Brant,

but presently un'lc:’ca’ced.58 The painting is described as a head and .
shoulders pose, turned to the righ‘t and facing the spectator, in
59

native dress, cap in his right hand with a closed cloak.

—
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¥
The Noble Savage o

A'Ftuer'the,,f’treaty of peace in 1783, Brant retafned \his Cap;ain's
commissdon in the British service g;*anted him during th 'R'evolution,
and drew half-pay from the British government. He dedicated his
Teadership of the Iroquois towards their resettlement. I\S 1786, ten

 years after Brant's first visit to England, he returned w\th the pur-

adjusting the claims of the Toyal Mohawksy, for compensation
losses and sacrifices during the Q@QRevoluti nary war.

After the war Brant had attempted to reach a territortal agreement

pose of

of thei

with the |{United States, had failed, and at this visit he obtained an
indemnity| for those losses,  and also received lands in Canada. He

took up the new British policy of hindering American westyard ex-
‘ 60 ‘

{
'

. \
.-The t%mes had changed, and Brant was now an ambassador far his

pansion.

people, over the heads.of civilian officers, and was no 1onger\a
"front man" ;for the Tories as he had been 1776. During this visit,
Brant, in the prime of his life, would combme resourceful diplomacy
w1th his mihtary skill, Nobility vied t8 ha\//e him as a quest, he

was presented to King George III and Queen Charlotte. As on his
\

\
earlier visit "\to London, there were those friends anxious to take this.

§

opportunity ofz“sec\ur‘ing a likeness of the distinguished Mohawk War
. Chief. Again, ¥eop1e in high places commissioned portraits. Among
them were Hugh éercy, second buke ofl Northumberland (1747-1817) and
Francis Rawdon, i arl of Moira, later Marquis of Hastings (1754-1826).
These noblemen hgd served with distinction in America during the war,
where Percy had c\ontracted a "fr1endsh1p/1n the fie]d"61 with Brant.

The Amer}can artixst Gilbert Stuart, (17’55 1828) w%s commissioned

/ |
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to paint portraits for both the Duke of Northumberland and the Earl
of Moira (figs. 25-and 26). Thesc\e portraits by Stuart were painted .
at the period when he had left Benjamin West's studio and was on his
own, before he went tp Ireland in 1787, fleeing his creditors.

The formal differentiation of Stuart's renditions of Brant from

other aristocratic eighteenth century portraiture of the Indian could . (

be seen in terms of the concept of the 'nobeg savage'. In the Romney
painting, the Indian as a 'noble savage' was documented as a part of
the natural order bf 1'nequa1'1'ty of fortunes and conditions in view of
the frontier preceding the American Revolution. After the Revolution
the India;s learned that they had no right to exist independently or
to live where they pleased. Ten years later, in the Stuart paintings,
the concept of the 'noble savage' extended to examination of that
lost and forgotten road by which man must have passed from the state
of nature to the state of society; the political and moral implica-
tions of the nature of change were being examined. The connotdt‘lon
of injustice, i11-fortune or 1'nd1’scrgt1‘on, transforming and altering

natural inclinations, bred feelings of nostalgia for the plight of

the Indian who was caught in the web of the white man's concept of

civilization. This pathos coincjded with the circumstances surround-~

ing Brant's visit; the Indian condition could be studied in the
historical retrospect of the previous ten years, and by the realities
of Indian retrogression since the American Revolution.

Jtuart's strength 1in portraiture was in his sole concentration
on the face in his effort to show the intimate characteristics of an
individual sitter. He mainly pa[nted heads, a large number of what

used‘to be kit-kats -~ canvases thirty by twenty-f'ivg inches, and many

N
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63

even smaller than that, especially in Boston. His outstanding

. , . . 6
characteristic was an interest in human nature. 4

Stuart's repu-
tation rested on his ability to transmit a sitter's character through
formal- means.

IQ,the portrayals of Brant by Stuart, the artist created what -

" would become typical of his work; a (portrait) form identified with

the American portrait of the Federal period. which was a generalized,

i

monumentalized image, without movement, fleeting mood, or’ setting.

‘Stuart learned how to paint idealized portraits in London from Rey-

nolds and Romney, where he had 1ived with Benjaﬁin"Wesf;“’Bﬁf Stuart's
remarkable faculty for reading character surpassed his masters\

Stuart's presentation of Brant of 1786 tends to a fluid, dreémy,

nostalgic exemplification, in which the traits of the vulnerability

of the 'nop1e savage' adapting to change is the dominating moral.

. Brant is championed as a defeated but unvanquishéd foe. -Stuart,

though formed by English portrait painting, speaks of new horizons'

and new sophistication in American art 'with this new type of portrait

concept to immortalize eminent leaders.

The portrait made for the buke of Northurr!berland,65 (fig. 25)

‘though similar to that painted for the Earl of Moiré (fig. %) could

have been painted by the artist at another time once he had’captured
the physiognomy of the sitter. The poée and mood are different. In
the kit-kat Duke of Northumberland representation Brant appears a

proud, sqbdued, man. The poignancy of the condition of the mol11ified
warrior has beeq captured. "The calm demeanor, somewhat saddened, is

66

the principal impression one gets from it." The portrait is char- -

acterized by sobriety, restraint and discretion, and Stuart attribqteé

&
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a depth of passjon aﬁd his psycho]og%ca] intention. Stuart employs
an open backgroun_d for this bust portrait, as he often did, and the
wor‘k‘expresse§ a stat{c, timeless, posed effect. Here, Brant's
features are more precisely delineated, albeit more westernized; than
in the Moira portrelx,it. Brant is posed in a three-quarter turn to f\he
left, with his eyes directed toward the spectator. In this portrait
Brant don; a different headdress and costume tﬁan‘ in the Moira por-
trait. His headbandfincorporates trade silver circlets ,' and circle
brooches are attached to his red and white feathered headdress.67

Brant's fringed blanket is worn over his shoulder, and a silver arm-

band encircles his right arm. Around his neck is a red broadcloth

~ neckband. Sﬂyer ring brooches embel1ish both sides of'his red shirt,

to which they are attached, which is partly covered by a b]aél& cl oak.
In this painting Brant wears a silver gorget’ sus-pended from a blue
ribbon with a pendant medallion embossed with the head of George III.
Iu;x diplomatic or military situations medals were the most common gift
offered to friendly Indians. They were also the earliest form of
trade silver. The silver 1'.n the Duke o.f Northdmber]and“portrait is
indicative of mi'lital:y rank and contact, \and epitomizes acculturation
to that date. o | |
A painting in the British Museum68 (‘f‘ig. 27) and the one in the 1
Miss Lloyd-Baker Co]leétionsg‘(ﬁg. 28) are similar to the Moira por-
trait (fig. 26) and were probably painted by Stuart at another yiiﬁe.
They share in common the portrayal of Brant wearing a shell gorget,
rather than the silver gorget and pendant medalilion of the Duke of
Northumberland portrait. Similarly, the orientation of the body faces

¢
right, rather than left. k
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The Moira portra1‘t70 (fig. 26) s a romanticaﬁy idealized
1ife-size bust portrait of Brant who. is similarly posed in a three-
quarter turn to the left, with his head turned strongly tp the right.
A wistful, faraway gaze implies remote, rather than present t_‘ime.
This Brant could be all that Jegend had made of him; intelligent,
sensitive, and capable of violent emotion. He is most attractive,

possessing all of the finest quélities of his race. Stuart presents

.
t

a boyish rendering of the hardened fighter, Tobbyist and dipTomat,

whose exploits were famous in all America and England. To achieve

the drama Sf the warrijor, Stuart re]vied upon his expertise in solv- .
ing formal problems. He brought the head and right shoulder up to

the picture plane, and by turning thé body to an an?le, the projected
left shoulder, accentuated by the dark se;sh, underlined the \boldness

of the figure. The contrast of the light background with thé dark
outlines of the figure dramatizes the form. The 1§rge‘; white shell
gorget is the fbcéﬂ point of the portrait because it repeats the shape
of the head in a different direction and because the white contrasts
sharply with the red and black of the costume. Brant wears a red and
white feathered headdress with black headband ornamented with trade
sﬂvgr circlets. Silver ring br‘90ches are attached to the headdress. *r
A neckpiece, apparently a black ribbon (or perhaps a piece of brown

fur) tied in a bow at the right side of the neck adds a jaunty touch. 4
Brant is wearing what logks 1like a fur pelt robe with the skin tanned
and a red ochre rubbed into the hides. Red was a magical colour used

to symbolize a protector.” His Indian red chak with darker red

stripes isyalso decorated with silver brooches. The effects of nature -

puffy clouds in a bright blue sky, in the background - complete ‘this
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romantic picture. This is a generalized likeness.of Brant. Stuart -
pays® a great deal of attention to the finery in a conscious attempt.”
to capture the essential style of the man; but he was more engaged qi'n
qonve&ing those peculiarities of costume than typifying the sitter by

his costuméll Stuart was interested in the play of angles of the head,

_ shoulders and headdress and neck ribbon framed by the cloud.

»

Characteristically, Stuart placed his sitter's heads near the
centre of the canvas, a convention used by contemporaries as well.

"The heads themselves are all painted in a cool, diffused Hgﬁt,

d.n72

seldom relieved by heavy shadows or dark backgroun Isham ana-

lyzes the painterly quali

ies of Stuart's work further:

He paiﬁts with an unequalled purity and fresh- i

ness of ¢ v delicate and sure in the

half-tones, varying his color to suit the in-

dividual, but with a ‘pearly brightness which 5,

is characteristic.” 7 v
Blended with virtuoso brushwork, Stuart's attraction with the nature
of the sitter, his costume, and the.staging of the clouds in the back-
ground heig‘htens the romantic feeling of drama in the 'natural' when l

depicting the Indian in spite of the fact that there are no ‘references

. / .
to time or place. Brant appears as a 'noble savage' and hence a
mythical creation on the part o e artist. Stuart had the ability |

to capture the physiognomy and /‘émperament of his sitter by utilizing
comb inations of tints to reproduce natural effects, a technique which
predated the impressionists.

A small oval miniature on copper,74,(f1'g. 29) presents peculiar

difficulties of‘atﬁtrjbution. _This is proverbially true for mintatures.

because of their very size and technique. The comparative moderate

money value of miniatu'rés makes otheng more apt than larger* portraits to

-
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remain in the family of the sitter. Thought to be the work of an

75 I believe that the miniature, commis-

. English artist, Henry Bone
sioned by Brant or somebne in his family, could be painted after
Gilbert Stuért, since the work is similar to the Stuarts in terms
of pose and the facial features (figs. 26, 2‘7, 28), but the military °
costume and crescent-shaped silver military gorget differ. Stuart's
"style" was widely imitated, so this.attribution to Bone is question-
able. Inscribed to Joseph Brant's third wife, Katerine, 1786, the
Mohawk -girl whom he married at Niagara in 1780, who bore him seven
children, it was in the possession of his daughter, Elijzabeth, until

" 76

3 . :
at fleast 1836."" The miniature portrait's appeal for the owner lies

°

in its preciousness and upon an appreciation of the craftsmanship :

“involved. "In its emotional appeal to the original owner it partakes

thus a little both of the companion and the talisman ."'77 The dis-

8
r tinctiWhis bust portrait mi;ﬁature when compared to thé Stuarts,
is that the background of sky or clouds is ehmmated, render1ng
the details of dress still, rather than in motion. Also, the sitter ~ .
appears younger, and more comely 1n‘ terms of more regular and shapely
f.eatures‘ more flatly painted. The mouthl1s more sensua] and the nose
is°curved, rather than hooked. Brant is depicted wi th a feathered
headdress with silver rings, attached to a headband wwth a double row
of attached silver circlets. A silver gorget round his neck:indi-
cates the royal coat of\arms. He wears an Eng]ishﬂmﬂitary gr:éatcoa{t.
‘A sash over his right s:hbu1der is attached b; whatéappears to be
) council 'square silver bwooches, and a fringed blanket.over his left

shoulder completes the outfit. The condensati'on of the ‘i.mage ‘withinj

the round format serves to consolidate the decorative aspects of

“ » 3 . . i
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:1 silver and attire. For tﬁis reason %t is difficult to abstract the
\ \use of silver in the miniature sole1y'for its symbolic military
1mportance. In contrast to the Duke of Northumber}and image which
Stuart painted, where the use of si]verideclines in military signifi-
cance due to the emphasis upon the emotional content in the paintind,
the miniature re%ains a decorative, rather than symbolic value. .
78

T .In a watercolour drawing attributed to Benjamin West (fig. 30) ?

Lx entitled Portrait of Joseph Brant in London, 1775-1776 the work is

believed to have been made as a sketch for Benjamin West's larger

79

picture, Indian Chief which is now lost. Curiously, the title does

not refer to the correct locale in thg‘bortrait, but I have not found
a8 satisfactory explanation to clarifylihis misnomer. The pose re-

lates to a drawing Benjamin West made of Apollo Belvedere during his

stay in Italy, 1760-1763 (Collection: Friends Historica]‘tibrary

of Swarthmore College).

This watercolour can be classified as a carrier of the rococo
flavour .of the imaginary Indian, especia11y insofar as the ;leégnt
fﬁgure is placed in a paétora] landscape. The background evokes
what seems to be 1ean-tos around a lake in front of a hilly back-
gro;nd. The typical Troquois longhouse is not shown. The turtle
on ihg ground perhaps pefers ﬁp the Iroquis legend that the earth

was formed from a lump of mud on.the turt]e's‘back80 a reference

which recalls the Four Indian Kings. (In the portrait of Etow Oh

- Koam, fig. 5, there is a mythological reference to the turf]e as a
clan totem or perhaps td this same legend). The Ind1an wears a

headband with a dauble Jow of si]ver circlets attached to a featherfed

"headdresigand a Eqropeaq c]oth shirt with silver'ring brooche$ on his

|
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right shoulder. A wéo]en blanket, a sash; Indian moccasins, leg-
gings, and a scarf fied at the neck compiete the ensemble. In his
right hdne he holds a pipe-tomahawk, wampum belt, and a feather fan,
probably of eagle feathers. Pre-contact and contact artifacts are
incorporated. The deportment of the figure is informal in bearing,
The configuration of the body dominates the foreground, subordin-
ating {n the backbround those embTems of Indtan artifacts and the
1andscape between the figure and the p1cturesque environment beyond
There is % bravura and ease in the hand11ng of the figure Although
the artist attempts to ce]ebratf the hero in a natural setting, the
work exhibits all the rusticity of a pastoral, in a settled terrain.
A1l is amiable and tfanqﬁi]. With no great depth of social percep-
*tion, the work validates much of what was happy in the eighteenth
century.
A small, crayon, bust drawing eloquently entitled A Portrait
Evident1y of Joseph Brant, 1775-177681 has been attributed to-the

English artist, Samuel Wale (1720-1786).52

Although Wale could have
"done the work, the drawing was evidently done after Gi1bert‘5tuart:
But because of the striking similarity to Stuart's kit-kats the work
should be dated 1786. 1f this is the case, the title of the drawing
"is incorrect. But also, given Nale's‘death date, the possibility of
~an attributioﬁ to another hand is conceivable. This portrait drawn
against a plain background, (fig. 31) in pose, glazed eyes, and
costume, is similar to the Stuarts. Brant wears a shell gorgqt
around his neck and hig feathered headdress with a double row of
trade silver circlets is tied to his head with a bow. Silver brooches

are fastened to the headdress and a neckpiece encircles his neckn A
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shirt with attached silver brooches and sash completes his costume.
Brant's biographer, William Stone, commissigned the artist,

83

)

Nathaniel Rogers (1788-1844 to prepare a painting for his book

but Stone opted to use the anraving after Romney taken fromithe
Earl of Warwick's painting‘instead.s4
In America, in his ongoing pursuit of land negotiation, Brant

travelled between Philadelphia, New York, Niagara and York. From
the middle of the eighteenth century, Philadelphia was the metropd]is
of the American co10n1e§ and a centre of culture rivalling only Bos-
ton. In the history of oil painting in America, we find the period
oflthe 1790's and a 1ittle later, that the new Republic was exhibit-
ing signs of wealth and stability. Philadelphia was the_pap%ta1 of
the Republicifrom 1790 until 1800, and as such was also the destin-
ation of numerous Indian delegations seeking the ear of the Presidént
or the Congress. In Philadelphia, in 1792, at the Philadelphia con-
Terence; a delegation of over forty Iroquois chiefs, (most of whom
had remained loyal to the British during the Revolution) met with
President Washington.® There, a sincere effort to found an enlight-
ened policy had been made. Brant might have been a sympathetic
ally had he not been defeated by the cynical ef?brts of other in
}he administration. His response was contemptng;/’ o

I was offered five thousand dollars down,'aﬁd

my half-pay and pension I receive from Great

Britain doubled, merely on condition that I use

my.endeavggs'fo bring about peace. This I

rejected. )
Nevertheless, Brant stated that he would endeavor to promotg peacé and

at a meeting of ninety-three chiefs coun?eled it.

Joseph Brant went to Philadelphia abain in 1797. The Indian
\
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natiens of the Northwest Territory and their Britiéh allies had been
defeated by "Mad Anthbny" Wayne at Fallen Timbers on February 12, 1795.
Blue Jacket, war chief at the battle sued for peace, and the Treaty
of Greenville that August was followed Jn the next year by ceremonial
visits to the President in Philadelphia. The Miami warrior, Little
Turt1e,86 who had led the tribes to Vic%ory over St. Clair in 17971,
was making peace overtures. These rival tribegmen met‘in a chance
‘ienéounter at artist Charles “illson Pea1e‘587 (1741-1827) Museum of
Natyral: History and Historic Portraits, founded after the Revolution.
(Later known as the Pennsylvania Academy, the Museum was then in the
hall of the American Philosophical Society, on what is now Phila- -
delphia's Independence Square). Motivated by a speech made to the
Indians by George Washington, and because of this unexnected meeting
between the chiefs of the several opposing tribes in Independence
Hall in 1796, Peale was interested in including Brant's portrait {nto

88

. his Museum - a portrait gallery of "the animal man." Peale's in-

tention was to ennoble Brant's statesman-image and group him within - - -

the context of other 'exotic' races, with the purpose of documenting

Brant's social, political and racial Significance.ag

The educational theory and purposes of the
Museum came from the writings of Jean-Jacques N
Rousseau. 'Teaching is a sublime ministry o
inseparable frgm human happines, and the . ’
Tearner must always be led from familiar ob- :
jects towards the unfamiliar.'9

From 1784 to 1854, Peale's Museum in Philadeiphia played a strong

role in thg development of the sciences in the United States in accord-

o T e SR B s *

ance with the latest canons of scientific order.gl :
A - ,
Before Peale went abroad his style was essentially naive. When
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he went to London and worked in Benjamin West's studio, he attempted
the latter's classically mannered and highly finished style. Still,
Peale never understood the Grand Manner as did Stuart. Peale's por-

92 (

trait of Joseph Brant entit]gd Capt. Joseph Brant, fig. 32) is a

three-quarter turn bust 0il with the sitter placed against a blue- S
arey background. Brant is portrayed with black hair and his scalp-
lock is matted with red paint and decorated with a white feather. At
the side of Brant's/héad is a tuft of green grasses, and a red and

a white rose, perhaps a throwback to England's Wars of the‘Réses of

the house of Lancaster, the ruling family. of England between 1399-

-y

1461. An earring is worn on Brant's left ear, and{a black broadcloth

headband with a double row of trade silver circlets is worn as a head-

~

‘piece. A flowered shirt, probably muslin, is brown, figured in darker
brown with touches of.blue and yellow, and is worn with a silver arm-
band. Brant is draped with a blanket. Contact with Europeans had
changed styles, and woolen and cotton goods replaced fur and leather.
Some of the old furs ceased to be used as: clothing, but found their
way to the white man's market.

(But) the picture has in it too much of the
painter's sympathy and humanity to be merely

a record. The face is full of mildness and

hope, and seems to be looking into Peale's 93
own vision of a day of harmony among all races.

... the 'savage' here is shown to be a very
mild and human person, reflecting the artist's
sympathy. At that time there was none of
the hatred-and abhorrence which was so zeal-
ously generated by the patriots of the nine-
teenth century. Peale's portrait depicts a
warrior who is still youthful. With shaved
head and war paint, the Chief seems to epi-
// tomize the Indian fighter, though his soft
- eyes and smile belie this role. A decorated
headband seems not to hold the plume with

v e ST 0 AR ST 8 T e o w



'QUalities of Stuart's portraiture of Brant. The work characterized
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flowers which fall off the back of his head.
The rich red striped blanket w%th 'gold fringe ,
resembles that in the Stuart portrait; but ‘
the throat is more heavily bound, and a brass
gorget hangs on the breast. Here again, is 94 f
the romantic Indian of the eighteenth century.

" Of special interest is the fact that Brant is represented by Pedle

as fairly light-skinned and decidedly hawk-nosed, and varies con: g
siderably in features from the way other artists painted him, 1e£d—(
ing one to consider whether Peale was capable of captur1nq a truj
1Jkeness of a sitter:

... The complexion is a light shade for our \
conception of an Indian, and on the face are

streaks of red war paint. The background is ‘
now light blue darkened to a shadowy gray in

parts. . It is important to note, as a comment

on Peale's drawing in portraits, that this '
Indian looks exactly like many white men, and
has the same shaped eyes as Washington, Roch- o
‘ambeau, and others of Peale's subjects.95 ! , -

Peale tended to a superficial treatment of Brant's features, -

and his brand of Romanticism demonstrates more the concept of Brant

as a m11é-mannered innocent. Peale renders the sublety of pattern -

strlpe 7hd f1ora1 -in a de11cate manner but displays a recurrent ” “‘““‘*"ﬁ"-ﬂ-"m

difficulty w1th drawing in his work. He emphasizes the clear rea]ism
of sharply focused forms through precision of outline and purity of .
Tocal ¢ 16‘. However, the physiognomy(was not qaféfu11y obseryed.
The contours of the outline Bf the facevare formaiized, with a cor- .
pu]encé of flesh Hacking proper bone structure underneath; The
séverify of the eyes and nose contrast with the mouth which 1s i
sensually treated. Thougﬁ the face simu1ate; noﬁiiity and intro- o,

spection, essentially it lacks the psychologically convincing \

- ' - . ”
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+ by a spirit of gentleness, intended to symbolizé the aspirations of

the Indian race, and as such qualifies for our visualization of the
sitter as a 'noble savage'. At the same time, this painting is
much more decorative than the Stuart kit-kats. But it is a weaker,
and more bland interpretation of Brant, the Mohawk warrior, whose
exotic image has now been objectified and typified.
: : \
0f the American artists who depicted.Jbsepb Brant during the
third quarter of the eighteenth century (Stuart, Peale) only Peale
was a permanent resident during the 1780's and his career shows a
different orientation to subjec§ ﬁatter."ln relation to art and
science Peale had attempted an objective approach, but in the Brant
portrait he could not sublimate his romanticism, and the concepts of
objectivity, for which he st;ove, are ironically belied in this pic-
turesque portrait of the 'nobel savage;.
The eighteenth century had been an age of
classification. Insects, plants, animals
and the races of man were divided into gen-
era, species and subspecies. It was com-
monly supposed that this would lay bare the
Divine Order or rational structure beneath
the face of nature, but the result was en-
“tirely contrary.96
Ideas such as these would account for Pea1e's’sysfemat1c in-

tellectualized, admiration for the 'natural phenomena'. However,

intensive study of individual specimens only revealed their differ-

ences, and the use of intuition to solve problems gradually supp]anfed,

eighteenth century empiriEism and grew into nineteenth century !

romanticism, thereby dating Peale's conception of the universe. The
Romantic movement in art, with its unbridled expression of the pas-.
sions, its love of the exotic, and its occasional absurdities, was

a reaction to Necclassicism with its passions for rules and
, .
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Academﬁes, and reached its apogée about 1830 in FraﬁEe, Britain and

!

Germany. The artist's emot}¢ha1 identification with his subject was .

a priqe motivating factor fn a Romantic work. Portraits of Brant

T A .

from the last quarter of the eighteenth century reflect the ideo-
‘1ogie# of the Aég of nlightenment and the cult of the pihturESque

withfn it. Those extreme feelings for the grandeur and violence

¥

of néture, along with| the emotiona]jand symbolic qualities of‘myth) .
highly characteristic/ of Romanticism in the Titerary and fine arts,
: !

| were concepts which were only being marginally developed by the

. ' ¢
} last quarter of the eighteenth century, and not attached to the

-

x Indian! The portraitists who depicted Brant, rather, reflected their

/

, lobject of Romantic
| :

, A]Htﬁrest in the Indian as a romantic subject, rather than as the
I
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CHAPTER FOUR

The Classical Hero: Humanist Poﬁtraits

The great demand after the American Revolution for portraits

of nationdl heroes and statesmen created a body of official portraiture

which is close to the intention of history painting. During the early
Republican period an acceleration of portraiture reflected this
‘practical’ art form. The figure of Brant was so popular that 1t in-

37 (figs. 42 and

spired the execution of primitive portraits as well
43).

Ancient republican Rome, with %ts devoted citizens and Spartan
virtues appealed to the citizens of the struggling new Republic in
America, and as well to the growing Loyalist Upper Canada. Both
architecture and the fine arts reflected an interest in the clas-
sical past. The arts and arﬁhitecture of Greece and Rore were Eﬁe
symbols of rationality and justice, not simp]& tied to a past cul-
t@re, but seen as deeply roofed in the nature of man,‘reminding him
of his timeless qualities of dignity, honor, and essential humaneness
and democracy.

At the end of the eighteenth century the noble dignity now
fashionable té™impart to these savage types w$§ due to the growing
know]édge that these peoples were soon to disappear. And the human-
ist portraits of Joseph Brant which follow signify the artis;s';'
attempts to exalt Brant's personal eminence over any.distinctiqﬁ
given to him.by status. .

A portrait of Joseph Brant was executed by the American artist,

Ezra Ames (1768-1836) in 1805, (fig. 33) commissioned by William
. P '
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e -~ _anecdote. As 755..-“{; was-in-civilian attire, a quickly-made Indian -

a8 . -~

Caldwell of Albany, New York, whom Brant was visiting at the t.ime.98

The careers of Brant and Caldwell inter]ocke&, since William Cald-

well (1747-1822) was a staunch Loya)ist who was active in the royal

'cause throughout the Ameérican Revolution, a$ a captain in Butler's

Rangers in 1777, and at Wyoming, German Flats and ;he Cherry Valley °

raids in 1778. 1In 1782 Caldwell was involved with the Ohio cam-
paigns was at Sandusky. Caldwell was most sympathetic to the Indian
Ohio River boundary claims in 1794.

Self-taught, Ames modelled his work after Gilbert Stuart, and -
tried fo imitatefhis flesh tones.99 When Ezra Ames painted Joseph

Brant, ‘the circumstances around the sitting made an interesting
~—

costume was médé-for him since he resisted being painted without his
' - &
Indian dress. \‘ ’

In 1805 Brant visited my maternal grandfather,
the late James Caldwell, at Albany, and while
his guest, was solicited by his son William
Caldwell te sit to Mr., Ezra Ames for his por-
trait. He declined to do so on the score of
having no Indian dress with him, considering
it a compromise of his dignity to be painted
in his civilized garb." My grandmother, who
had been a silent listener to the conversation,
was not to be baffled by this excuse, and put-
ting on her bonnet quietly slipped away to
the store of Mr. Christian Miller, a few
doors below her own house in State street,
and purchased some calico which she quickly
transformed into a sort of hunting-shirt -
a few strings of wampum and a feather or two |
completed the needed costume, and Colonel

. Brant no longer had an excuse for his re-
fusal. Mr. Ezra Ames did full justice to his
sitter, and the fine portrait for which 1 100
possess the receipt in full was the result.

In this half-length portrait of Joseph Brant, painted two years be-

fore he died at sixty-five years of age, the artist conveys a wise,

T A Mt N0
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albeit more sober man, whose nobility of experience and accomplish- <

ment due to his age and situation contrast greatly with those por-

- traits presenting him in the full tide of manhood. In this rendition

the notion can be examined that not all acculturation need be neg-

ative nor coercive. A ribbon attached to his scalplock and a

e r——

silver earring are the only vestigal remains of his Indian culture

e s

since the costume is totally inventive. But despite the circum-
stances around the commission, a transcultural situation between the
artist and the sitter was harmoniously integrated. A very natural-

istic, sympathetic interpretation is the result. Perhaps the fact

T e g e u..x-n.w vt

that Brant was old, allowed Ames to deoict him in this candid manner.

e Like many of the portrait painters of his

time his purpose was less to produce an

artistic result than it was to meet the :
demand for accurate 1ikenes? - a demand !
met today by photographers. 01

Charting Ames' develonment in portraiture, h%s biographer, Theo- ' -
dore Bolton, claims that this development was very gradual from/ﬁ790
" to the time of his portrait of Jbseph Brant in 1806. Bolton noted‘a
slight advance in the artist's abi%ity af characterization in works eﬂ~;———~—-—~———ﬁ~——
o this periog, where Aﬁeé' ‘primitive' style was progressing to his |
mature style. The sitter is posed against a plain background. Slight-
ly turned to.the left, Ames aligned the body and face in'the same
direction. He concentrated on the elemental concerns of building up /;
the volume of the dark bulk of the figure and cogﬁume and contrastind . . g
them with the light on the modelled face and necﬂ. Since the shoulders
do not project, as in the Stuarts (figs. 26, 27 and 28), nor are the f

1ight and dark areas distributed in a more artless fashion, as in

the Peale (fig. 32) the painting, invofved with simpler formal concerns, | é
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generates a fairly static image.

As with the Romney rendition, prints were made fr@m the Ames.

A copy of the Ezra Ames portrait was made by George Catlin (1794-

102

1872). Catlin's copy of the Ames was engraved by Archibald D1ck

(1805- 1€%5), the New York artist, sometime before 1838 for Stone's

103 (

biography of Brant fig. 34) for the frontispiece of the second

volume. Prints and drawings after the Ames as well as -the Catlin
exist, sometimes difficult to differentiate due to the lack of

104 (£igs. 35-41).

proper documentation
In later life, on his tract of land at Burlington, Ontario,
given to him personally by King George III, Brant lived a genteel

105

1ife in his home which he called YWellington Square (fig. 4). Year-

1y, on May 1, he drove with his coach and four-in-hand to the Mohawk

106 dwells on the finery and attire of dress

festival. The Titerature
of both Brant and his wife, and of the fine domestic furnishings in
the latest Georgian sty]és fashionable at the time. Entertainment
offered to guests in Brant's home was in the sophiétizﬁfed manner of

high society, and when Indian hospitality was extended, it was pre~

.sented simply as a courtesy to share a social nicety. The ambival-

ence towards this thoroughly assimilated Indian, who had been a pawn
in oﬁher men's plans, is still felt today.

William Berczy (1749-1813) painted Joseph Brant as a spiritual,
leader in a new and optimistic age, as a Roman model of the past,
with whom to identify and learn from. A series of works on Joseph
Brant by William Berczy dating from the time after the Grand iiver

107 In_his capacity as land developer, Berczy

grant of 1784 follows.

met Brant and the union between them and John Graves Simcoe, the .
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first Lieutenant Governor of Upper Canada who arrived in 1792,
consolidated their mJ%ua] po]itic51‘and financial fortunes in On-
tario. Berczy had brought a party of German colonists to the United
States in 1792 as the Marquis of Bath's land agent. However, he
quarrelied’with the New York State authorities on the nature of land
given to them, and so he moved them to Markﬁam Townsﬁip, outside of
Toronto. Toronto and Quebec patrons commissioned Berczy to paint
portraits and conversation pieces which are comparable to contem-
pora}y works in the Neoclassical style be%ng done in England of abput
_\j800. Berczy painted‘a full-Tength commemoratiyef?ortrait of Jéseph

Brant after his death in 1807 (fig. 48),108 but J bn Andre, Berczy's

/
biographer, believes that the painting was based on studies made

in the 1790';. An examination of these studies r[vea1s that the 'sil-

ver worn by Brant has rapidly diminished or is non-existant, and Braﬁt's

portrayal in civilian attire is accentuated. Some possible reasons
for his elimination of all the silver could be due to his age, or to the -
absence of political or military motives.

Brant's head and shoulders 'in wash' were 'taken
from Tife' sometime between 1794-1797 and the
same head was now copies into the oil painting
....57ightly different, as if prepared for an

- engraving, is the fourth veyagon of Brant, now
in a good home in Montreal.

’ The Royal Ontario Museum (ROM) has a bust oil 6ortrait tondo
of Brant who is posed in a three-quarter turn to the right, (fig.
46)”0 believed to be a preliminary sketch for the painting in thé
Pitfield collection (fig. 47).111 A ribbon is attached to Brant's

scalplock. He wears an English military coat, sash over his shoulder,

and a silver earring in.his right ear| A1l attention is concentrated

il
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2 that

on..his face and his frowning expr#ssionh, Andre believes
: / ~ .-
the full-length portrait in the National Gallery of Canada was the

' N
end product of additive compositional elements, of which a tree-

" trunk sketch he owns, is a detail; and that Berczy took the head

from the earliest sketch (ROM), added the treetrunk, and put these
separate elements together. Andre believes that at that time Berczy
did not have the proper circumstances to paint a"hasterful.work, as
he had financial worries. Since Berczy was a s]oy bainpek, who
always thouﬁhf’in terms of full éompbsitions, Aﬁdre believes that
these were preparatory works. Berczy, who had started fo maturg as
a painter about 1780, had, by then, done his better paint%ngs in
Europe. In the New World, Andre believes tﬁg;‘Berczy had nkither
the péint, materials, nor time to execute the detéi1ed WQrk he
prideq. ' -»

Originally, from 1785, Berczy was a mihiature portrait painéer,
working in this spec{altx in Switzerland and England before he ar-
rived in America. A wétekcolour miniature tSEQA bust portraitwin
the collection of the Chdteau du Ramezay (fig. 45) similar to the

miniature watercolour in the collection of the Quebec Seminary

(fig. 44) has been recently been attributed to Berczy as another
113

version and these probably were the ear%iqst sketches, both-dat-
ing from c. 1794;1297: In the,miniature bust watercolour by Berczy
at the Quebec Seminary Brént wears'a silver medadl around his neck;

and a feather with a risbon attached to his scalplock, while in the
Cﬁateau du Ramezay tondo thqre is no.evidence of any silver at all.

In the half-length oil ‘tondos in the Pitfield and ROM collections,

Brant wears the same attire jand silver earrings, but in the Pitfield

°
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rend1t10n the George .IFI medal is 1nc1uded., In the Pitf1e1d and ROM
/
co11ections Brant‘holds a tomahawk wh1ch appears as an anachronism
without his traditional oog;ume///;ndre re\3fed to the aut:hor.”4 that

the Pitfield work was _probably the latest rep11ca done as a prepar-

hatory work for a series of engravings, but he does not know whether

they were ever executed In that 1ikeness Berczy prom1nent1y dis-
plays a feather on Brant's scalplagk, which flas been omitted in the
ROM version, He 1av1shed meticulous attent1onhon the scu]ptural

effect of the face," eating the impressive power of a Neoclassical
M I

,' bas-relief, and brecieely determined basic character traits from

Brant's features. Possibly Berczy could have been influenced by prints.
For the tondo‘renditiohs of Joseph Brant, Berczy used the cir-
eu1ar picture format, a shape aireédy popufahly revived by the end of'
the eighteenth eentury}\’The tondos of Brant fall info a Reﬁ%issgﬁce-
'humanistic‘arrangement,as described 1n‘Northern thope, whe‘%nthe
portrait developed as a pure type, and the artist and patron.became
interested in the ohserVatiohs divulged in the human face, which <6
becahe as revea]jng of the real world as observation:of objects in ‘
general. Inh anist portraits by Holbein, Durer or Matsys at the \?
uz Reformation, one saw an individualism in artistic

and 1nte11ectuaﬁ matters, and a new k1nd of 1ntrospection The later

Neoc1assica1 c&de was a different:ation between a natural setting in

' ;portnaiture anp a 'natural’ portrait, emphasizing a scu1pturaT effect

in the portra1ﬁ,»ﬁ1th’a return to Van Eyck with the use of black
grounds. ‘In dhe sketches of Brant by Berczy, though, the keafures
have been criSp]y ‘delineated, the subject has a commanding presence;

his aura, and power emanate more from his 1nner being than from his

" 3
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- office. The artist, by focusmg on Brant's personality, has ennobled
it. Hence, the tondos of Brant faH into this humanistic arrangement

- and are close to a real objective 1ikeness of the man. The use of
civilian dress implies a familiarity with the sitter, and contributes
to the feeling of complete assimilation in spite of the attributes of
feather and tomahawk, vest‘iga1 remnants of Brant'§ original culture.
In these studies, atten'tion is pald to the specific physiognomy and

details of mouth, bone structure, and flesh are emphasized.

In comparison to the Ames portrait (fig. 33) the humanist por-

trait of Brant by Berczy,‘wheth'er watercolour miniatures (figs. 44, 45),-'

v | . or oils (figs. 46, 47) are closer in intention to tﬁe influence of the
Neoclassical style. This was due to t.he sophist*ic.jation of Berczy as
.a painter and his greater agareness of current European styles. As
in the Ames portrait, where Brant was painted while on a hoHdh_y, an
older, vulnerable, less powerful image of the sitter was captured.
'The effect that Brant was seated in an interior setting in the Ames ’
. ‘ painting reinforces his 'human side ' In the ROM version (fig. 46)
b and the P1tf1‘é1d painting (fig. 47) Berczy engineers, these her‘o-
) icizing impressions with. forma] dev:i‘ces Thé projection of the siﬂt-
'o4 ter's right arm holding a tomahawk is an angu]ar form, bisecting ‘
" the figure, and emphasi2ing the lines 1n the painting. These 1ines,
..dynamic, yet controlled, become analagous to those qualities pes-
"ceived in Brant, produéing a commanding image, far more domli.nant' \

. A S

. than the Ames. o T
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The Classical Hero: The Emperor Figure

Berczy's commemorative composition, Portrait of Joseph Brant
\
(National Gallery of Canada, 1807) (fig. 48), thought to have been

115

executed shortly after the Chief's death shows him in full-length,

striking a theatr:ical pos'&on the river bank. Neoc]assiéal in- k
fluence can be seen in the emphatic modelling, the severity of’the
line of the figure against the landscape, and the frozen static posi-
- tion. Brant manifests in demeanor and bearing those at’tribu-tes of

faith, loyalty and conquest, in terms of the aspirations of the

earliest explorers and voyageurs, glorifying the European-American i
cont'act, and symbolizing the fruitful side of this association.

This completely assimilated Mohawk chief...
stands in full regalia in front of .Berczy's
idea of the Grand River, and points to the
site for his people's new homeland. Berczy
«# ¢... has treated the Iroquois leader just as
if he were a British aristocrat pointing . V
out his ancestral domain, or a British gen- ) !
| eral indicating the scene of hiS most famous ‘3
battle. This painting is as much in the
spirit of contemporary British ruling-class
portraits as Berczy could make it and he
might have supplied the entire comprador
patron class of Upper Canada with similar
works, but the town of York at this time - ~
- was 1ittle more than a string of houses,
: and a concentration of wealth in the colony
in only a few hands further limited the
number of families who coaﬂd afford to
.comission such canvases.!16

Barry Lord, quoted in the previ ou§ paragraph, ghows hi; insight to-
wards the sitter as well as the artist. The content, for a social

-~ ¥

-art historian, here, has been to use the art as a social document.

Berczy'as full-length portrait has evoked various reactions from art,

historians.
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Theatrical touches in this later version are

in the spirit of Zoffany's portraits -of the

comyc actor, Isaac Bickerstaffe, owned by

the Garrick Club of London.117

Berczy's relationship with Johan Zoffany (1725-1810) admits

possible stylistical influences. Zoffany's most charaéteristic sub-
jects were 'conversation pieces', animated portrait groups in the
owner's houses or grounds as backgrounds. Berczy was inspired by

this favorite English convention. In the Portrait of Joseph Brant

the expanse of background depicting the land awarded the Six Nations '
“Indians under Brant on the Grand River personifies the sitter's status.
Brant partiéipated in the social whirl in" the colony and his 'civil-
ized' manners were observed by his haostess, Mrs. John Graves Simcoe,
wife of the Lieutenant-Governor of Upper Canada, who wrote after ente‘r-
taining him at dinner:
. .
He has a coufrtenance expressive of art or cun-
ning. He wore an English coat with handsome
crimson blanket, 1ined with black, and trimmed
with gold fringe, and wore a fur cap; round his
neck he had a ring of plaited sweet hay. _ It is
a kind of grass which never loses its plﬁsant
scent. The Indians are very fond of it.!18
Perhaps that Berczy chose to feature the landscape 6o1nts to the -
interest 1n/fﬂe natural surroundings or is just his following of a
common tradition in the late eighteenth and nineteenth centuries.

<r

Berczy equates the sitter with the background in a more accurate icono-

graphic sense than in the Four Indian Kings. However, his placement
of Brant in rank of im?mrtance with that land is 1ron1c,{s1'r‘1ce the |
reserve had diminished rapidly by that time. (Refer tfo Chapter One).
The impressive posture of Brént and the formality iof thaf: stance refer

A S T
to Roman portraiture and point to the classic models Berczy used. The
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reduced size of the canvas is probably due to the prohibitive cost

or avai]abﬂity of a larger one and scarcity of occasion to practice
the craft.]19 Berczy's training as a miniaturist is probably another
reason for his use of a small format. The small-scale, full-length
figure reveals Berczy's mature artistry from his first appearance in
Canada. In this portrait in.a late a;tumn landscape, Brant points

to his people's Tand with outstretched right arm, while he holds a
long-barrelled ?1 intlock r'ilﬂe, with his left. He wears a sash and
pow&er horn made of wood //a/nd horn over his shoulders. .Under this is
a8 skin pouch to hold sho1\*: for his qun. Pouches were used for mapy
purposes. Made from tannéd, smoked skin, of onejpiece construction,
they were often decorated with moose ha%‘r with quill appliqué sewn
with sinew. Cut skin fringes were attached to.the ends. Small,
decorated containers, they were used for carrying n;edtcine, tobacco,
or other personal articles, because 1eggings had*ng pockets . - Oyer a
, European-style white cloth shirt, a woolen b1anket 1s draped in clas-
sical fashion as a toga was traditionally {»Jbrn. The soft-so]edl
Indian-made moccasins, adapted ‘to woodland travel and canoe use, were
made of a sole and sides mde of a single piece of buckskin with a
seam up the-back, and decorated with quillwork on the vamp and cuffs.
On his blue ankle-length Indian-made buckskin leggings, decorated

with legging bands of beadwork , he wears splendid Indian garters

decorated with motifs'of either quill or beadwork. A Treaty George III

embossed medal is worn around his neck. His dog, with head turned to

~

his master, is poised at Brant's side. Behind him, the Grand River,

his homeland, stretches, and Brant dominates this vista. Berczy uses

a meticulously 11near approach to the outlines of the figure and‘aspects .

¢
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/ - of foliage, while the clouds and river are less defined. The folds

of blanket and shirt, though voluminous, are controlled.

This heroicized portrait of Joseph Brant by William Berczy ]wés
model1ed after the Neoclassical ideas put forth in England and |
Europe. In stance, ‘the Roman Emperor figure type which was used for
the Brant portrait, can be seen in Berczy's portrait of Admiral Hor:—
atio Nelson of 1805, which 1is an earlier prototype for the wor-k]20
(fig. 49). 1In Berczy's design he has borrowed a familiar pose from

Roman portrait statues of political leaders of the Imperial period

such as Augustus of Primaporta (c. 20 B.C., Vatican Museum, Rome).

Berczy describes his"sitter with the cool objecf,i.vity characteristic
of Neoclassicism. ;

Andre believes that Berczy planned to engrave this work in copper
for a series on Canadian scenery and costumes in ther style of Freude-
berger or perhaps connected wifh Augustus Kendall's travels in Can-

a.]m It is posited by Martha Cooke that Berczy modelled his full-

ad
length portrait of Brant based on the Simon mezzotint after Verelst
(fig. 50) which was circulated among the {ndians, since the convention
of depicting the /jc'rade objects and attire are reminiscent. Prints

mide from the oil paintings of the Four Indian Kings of John Verelst
122

influenced artists working in North America, possibly Berczy.
But this argument is not convincing; the pose is different, and so is
the setting. The Verelst 'lookskae é’%ashion plate as opposed to
the selective and 'ceremonial' treatment \of Brant.

In the foreground, tree stumps with growth of sprouts and mush-
rooms suggest colonization, decay and change. Stumps were the in-

.evitable consequence of the subjugation of the forest wilderness, a ’

P

T e Gt LI TR R At '




T T T

. process concurrent with the first American settlements, so perhaps
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the iconography implies a specific American symbol, namely the clear-
ing of land, blazing of new trails, and the establishment of settle-
ments. Here, the iconography may be in reference to the resettlement
of the Indian, part of the due process of colonization.

Everything is crystal c]eé&' Instead of the

foggy air and unified space of the ‘'barocque’

the receding landscape is fenced in with flat

/ planes...12

Joseph Brant is a flat plane too, a coloured

linear drawing which could easily be converted

into an engraving.124
The mezzotint technique emphasizes the crisp outlines of objects,
hence the definition of the foliage seen in the mezzotints of the Ver-
elst paintings which Berczy might have borrowed. As a result, the
flora in Berczy's pa1§t1ng of Brant resembles those crisp outlines.

The old rotting tree trunk, you know, sym- -

bolizes the brief 1ife of all creatures,

but not plants, flowers and mushrooms ‘

sprout from it. With great care, in Durer's

minute style, ?Sr‘czy gives the trunk a most

important air.!25

+ Berczy was an artist preoccupied with the new Neoclassical type

of painting even though he had chosen a highly Romantic subject of the
'-nob"le savage.' By .emphasizing the equality of background to fore-
ground, with the sitter as if in a frieze, Berczy has managed to give
the Indian chief a gr:eat deal of. monumentality, t;eroicizing the per-.
sonality in the Neoclassical manner, and linking him to an Emperor!
The painting’'s middleground and backgrOurid"co'ntain topographical
features intended to set the scene in proper sequence to the figure

}\ the foreground.

The significance of Berczy's memorial Portrait of Joseph Brant

b 2 U S )
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lies in 1ts testimonial value, documenting the extent to ;h'ich the
Indian had become acculturated. The painting is an allegory of those
themes and concepts vis-a-vis the Indian and the symboHc attachment
to land and land righfs. The ’synthesis of pre-contact and contact
costufes and trade goods constituting the artistic motif; in the
painting, substantiates the degree of transaction and adaptation.

At the same time, Berczy's hrotrait is an icon simultaneously summar-
izing the regression and veneration of the Indian. v

In spite of conflicting views of Brant as traitor or arbitrator‘: '

the town of Brantford, Ontario, bears Joseph Brant's name and acknow-

ledges him as 1ts founder.

P

s R
. . i . ‘:/, ¢ «"l‘h

R

w4

[——




61

CONCLUSION

The nineteenth century was the great age for publishing of
travellers' reports. The appeal of the rapidly vanishing frontier,
the romantic interest in the wild and untame, the Victorian fondness
for genre paintings, and the growth of scientific curiosity among
the masses, "all ;timu]ated a taste for pictures of Indians: - North
Americans, recognizing that any scholarly recital of their struggle
for independence réquired documentation, began early in the nineteenth
century to gather and publish records. Historians under the spell
of..exploration and discovery expressed the notion that next to Chris-
tianity, the greatest deed of an era had been the discovery of the New
World. The archivists' purpose was to make accessible tn scholars
and students a useful tool which would make onssib1e the 'scientific’
study of history by having laid open for Qse the rich mines of mater- -
ial. A review of this literature shows.’éﬁe .penchant _of Victor{ans for
the narrative, their Tove for'the drama 1’(2 exploit vis-a-vis Indian

and American encounters, and those tvpical moralizing attitudes for

which the Victorian era has become identified with. Brant was seen

as ;” victim of progress, whose race's demise carried with it the

optimism of evolution.
The impulse to document the North American heritage and the

manifestation of this desire through biography, led to the need for

engravings after those artists who ha\d created the original images.]zs

Charles Robert Darwin (1809—188%)'published his theory of evol-

127

ution by natural selection in the early 1840's. Darwin approached

the diversity of nationality based on racial differences, which he

l LR

theorized were subject to change through adaptation. This was a,
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division of humanity into a sertes of steps in society

62

hypothesis which influenced George Catlin, as well as mary Victorians.
" So, this idea.of Eace, a characterization of the nineteenth ce@-
tury, manifested itself in the notion of a uni-culture. The concept
of evolution, popularized by Catlin in text and image, led to feelings
of nostalgia at this demise of the Inzian race, but also co%fributed
tg a cultural bias. d
| Such theories were reinforced by Lewis Morgan's theory of the
' 128 from a hunt-
ing-savage, to agricultural-barbaric, to a civilized (cities, writing),
classification of societies, defined by théirifechno]ogyf‘.rt was not
too much to assume from this system that the hunters, (Indians) soon
to disappear, lhould be documented before their Jéhise.

Such a documentary approach qffected the mental images of artists,
and prgduced the kind of descriptive, notational quality of George
Cat]ig{s text and naintings of Indians'and Charles-Bird King's (1785-
1862) portraits, such as obsession with- costume, jewe]]erj, finery,
and nostalgic attitude to the race and culture, now in its death
throes. Charles Bird King began a se;¥es of portraits of great In-
dian chiefs from c. 1816-1é22 and 1824-1837 for the National Portrait
Gallery in Washington. In 1858 the Indian Gallery comprised of 147
works, mostly by King, but a fire in 1865”at the Smithsonian Institute
where they were housed destroyed most of the works. King left a
large bequest to the Redwood Library in Newport, Rhode-Island, includ-
ing his personal collection of paintings of Indian subjects.129 Dis-
tribufion of silver tokens with the effigy of royalty (Queen Victoria,
Edward VII, Prince of Wales) distributed to the Indians in the nine-

teenth century, were used to impress the Indians of English and white
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supremacy, rather than. as symbols 01; alliance. The literature and
art imagery in the nineteenth century reflected a magnanimous attitude
toward the Indian now that there was no longer severe bodily threat
and the assimfﬁation of the Indian was lsecure. Ironically, portraits
of this genre, instead of growing away from the original prototypes
of Indian seen in cartograohers' maps, exploit those very images with
even more pomp and ceremony.

In reviewing the T1iterature of the Indian in Europe one is struck
by this long history of ;;he Indian usually se'en as an exotic cuAriosity,

who, as the Four Indian Kings, and Joseph Brant, as examples, were

' ~ féted and treated as oddities. The Osages (Sioux Indians who migrated
to the Osage River in MiAssouri) who visited France in 1827 exemplify

the classic scenario of c'elgbrityhood, ci'rcus-h'ke travelling and ex-
ploitation. However, this tradition of the Indian as novelty, access-
ible t_o large crawds, was succeeded Tater in the nineteentr: century by
the ritual of the Indién as ‘entertainer. George Caf]in attempted to

protect the interests of the travelling Indians, particularly the nine

0jibways who gave performances throughout England in 1844. In Man-

58
chester, C.F. Foreman writes,:T30

The Indians dashed into the room, single file,
with war cries that terrified the spectators, '
who were reassured when the warriors seated
themselves and commenced to smoke while Cat-

1in delivered his talk about them. They

danced to the music .the medicine man played

on his. drum while they sang a war song. Roars .

of applause followed the performance, and

the actors res;')onded with a Wa-be-no, or

mystery dance.l31 -

The climax of }heir v~1sit was a reception given them by Queen Victoria.

And Ruthven Todd observek‘
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The tradition of performance culmipated around

' the turn of the century with the travelling
troupes organized by Buffalo Bi11 and his
imitators; their performances stimulated Bonnard
to essay a helter-skelter I[ndian scene, now in
the Amon Carter Museum in Fort Worth, which
restores to the Indian the energy and freedom
of the Noble Savage.132

It was within fhesé ideological boundaries that the documentor
of Indian pictures, George Catlin made his contribution. Portraits
of the Indians ‘such as thosé b)//Cath'n's were made to accompanyftexts,
c1“requent1y in handsome foHo//’.é.ize, with fine colour reproductioqs.
Catlin's ::euvre consisted of: hundreds of sketches, mostly bust . por-
traits of warrigrs and sachems, wh%ch with artifacts and 1ive Indians
he successfully exhiblited'in 1838, before their publication three years

later. In Catlin's text, The Manners, Customs and Conditions of the

North American Indians, published in London by the author, in 1841, he
-y

betrays an inborn bias against the Indian which probably was indicative

of public opinion. \

The Indians (as I shall call them), the savages
or red men of the forests and prairies of North
America, are at this time a subject of great
interest and some importance to the civilised
world; rendered more partigularly so in this

age, from their rapid dec]go‘iion from the'civil-
ised nations of the earth. .A numerous nation

of human beings, whose origin is beyond reach

or human investigation, - whose early history is
lost - whose term of national existence is nearly
expired - three-fourths of whose country has
fallen into the possession of civilised man with-

in the short space of 25 years - twelve million .
of whose bodies have fallen victims to whiskey,
the smallpox and the bayonet; leaving at this v

- time but a meagre proportion to live a short
time longer, in the cer‘:ggn apprehension of soon °
sharing a simifer fate. .

It was this fear of danger by extinction, which caused the up-

surge of documentary writings of Indians, many of which were

»
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accompanied by prints. 134

The reviya1 of.tf;e Ropmey- 1‘ma_ge, as well
as the Ames, accompanied many n%inetﬁieenth and twent1"’eth~ eentury bio-
graphical texts. Many of these trects s nostalgic in feeling, sought
to glorify as well as to documei

/r{h'rd King began his series of p¢rtra1’ts of great Indian chiefs the

t,fﬁis }iying race. By the time Char]gs

tribes of the Atlantic Coast Repion were already regarded as a rapidly‘
dying race.
In conclusion, the 1’nvest1’F;at1‘on of the many portraits of Joseph .
B‘rant uncovers developments in @rt and style. In the earliest Qr*ant
portraits, done in !_ondon, the :tendenc‘y was/to idealize the Indian as an
imaginary, decorative, figure. | This led to pictures q{Brant, which
dwelt upon the visual appeal of costumé and weanonry ;ind contact trade
goodé. Brant is reﬁireﬁsented in| the portraits doqe in America as a
symbol of those exponents of logic and virtue formerly attached to ‘the
classical past of Greece and Ro‘ne, to reappear as synonymous with the
budding nation. Br:ant, in this|guise, and paralleling current modes
in art, was often represented in civilian clothing, rather than native
dréss, in a more sober, elegant, and timeless image, po§nting to this
ass1‘m1’1a§ion in style, mapner and adapted Hf‘estyie1 situation. The
European, as well as New World -"conography, suggests the confusion
between myth and reality, Barm‘ers which rest:ricted or instructed per-
ceptions accordingly. The survjving images of the portraits of Joseph
Brant reveal the v;\ried cultural vested interests which were brought

into action, and which have hardened into modes of perception over

the years.
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. {
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"This comunion s#1ver bears the hall-mark of the silversmith,
Francis Garthorne, and is inscribed with the royal cipher and coat-of-
arms and was'made for Her Majesty's (Queen Anne) Mohawk Chapel. After

- the American Revolution by the terms of the Haldimand Grant (1784)
which resettled the Loyalist Indians into two different locations, the
Queen's collection of 5ilver was divided between the two settléments;’
one, on the Grand River near Brantford (now Mohawks of the Six Nations
Reserve, Ohsweken, Ontario) under Joseph Brant, and the other at the
Bay of Quinte (now Mohawks of the Bay of Quinte), in Desert nto, Ontanio,.
where it is still 'kept and used for ceremonial purposes. Refer to W.
Martha Cooke, The: Four Indian Kings (Public Archives of Canada, Picture
Division, 1977). . ‘

’ S

8w. L. MortJm, The~ Kingdom— of Canada (Toronto: Mcflé‘l]and and '
Stewart, 1970), p. 187. 7 ,

;

g Prrans1ated 1iterally this means Two-sticks-of wood-bound-together,

» which denotes strength. Also, in the 1iterature the name has been .
interpreted as'He-whp-places-two-bets. It was general practice among
the Indian tribes for a person to acquire a new name, or a‘njickname at
each of \the.importagt events of 11fe, such as birth, at which time-the
.name of an ancest ould be/ used, according to the white man's
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tradition, in which the continuity for the Indian would be of one's
clan.” Or a name could be derived from'a dream or otherwise signifi-

cant occurrence at the time of birth, or at the First indications of

a special personality trait. Some Indians waited until a later age

to name a child, such as at puberty, or after a war or hunting ex-

ploit, or after an~elevation in tribal rank. As well, retirement from
active participation in -tribal -1jfe was deemed a propitious time. L
Many Indian names ‘have allegorical meanings which cannot be translated, .
sa English spelling is phonetic, and never unifortly set ,down’.' This .
accounts for the various spellings for Brant's Indian name in the
litergture. : ) ’

-~

N

]OSmith'; p. 5.  For a summary of\ family tradition as understood e
by Reverend John Stuart, Brant's friend and cggtemporarx, as\,';md to

> Brant's biographer, see Stone.

HRobev"c S. Allen, "The British Indian Department and the Front:ler
in North America: 1755-1830," Canadian Historic Sites: Occasijonal
Papers in Archaelogy and History, No. 14 [National Historic Parks and

Sites Branch, Parks Canada, Indian and Northern Affairs, Ottawa: 1975),
101. .

]ZAHen,,.y.. 12. See the painting on this page by E. L. Henry,._
(Collection: John B. Knox, Knox Gelatin Inc. Johnstown, New York),
which depigts Sir William Johnson in council with the Iroquois at John-
won Hall. -

o

]3Johnson, who had come from Ireland to the Mohawk Valley in 1738

to take care of an estate for his uncle, Sir Peter Warren, soon was .
- involved in Indian trade, and gained the confidence of the Mohawks,

then of-the rest of the Five Nations. By 1746 he was in charge of the
conduct of Indian affairs for the Iroquois, and”his power, influence”
and wealth grew. He acquired large tracts of land, and was appointed
a member' of the New York Council. In character, he was known to be -
dependable, honest in trade, and a natyral manager of affairs and hand-
ler of men. In 1755 when England and Fhe American colonies resolved

to end the French threat to the north, Johnson was made a major-general
and sent against Crown Point, the French fort at the southern tip of
Lake Champlain with one thousand Indians including the thirteen-year-
old-Brant. 1In a battle which marked the beginning of the Seven Years'
War, Johnson defeated the French undér Baron Dieskau. Later, in 1759,
Brant was with the Indians who he]ped\,captu‘re Fort Niagara. Their

victory broke the chain of French forts which stretched from, the St. °
Lawrence to Louisiana. ‘
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J. W. Lydekker, The Faithful Mohawks (New Y(ork: *1938), p. 55.
. . / '

1S ydekker, p. 5. o ‘
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- 160enness: states. (p. 137) that Indian men confined their activ-

~itjes to huntmg, fishing, trading and war, leaving agriculture &
T women . x

. ; 1-/'Sevmr'a] portions of the Bible-had already been translated into
. Mohawk at that time, but Stuart felt that the New Testament should be
co- translated, which Brant.agreed to do. They trans]ated the Gospel of
I ¥ B Mark, part of the Acts of ‘the Apostles, and a history of the Bible with
j . aconcise explanation of the Catechism. This text, entitled The Book
" ., of Common Prayer Translated into the Mohawk by Joseph Brant (London:
g . , 1786-7), was illustrated by Lieutenant James Peach¥ . 1799) active
in America from 1774-97. Peachy was the English officer-surveyor
- attached to the Quebec office of the Surveyor-General of Canada, who
( ~ vﬁrked along the St. Lawrence River following the American Revo]uthon.
. The death of Sir William Johnson and the outbreak of the Revolution
Ve , stopped the prmtmg of these translations." Peachy executed drawings
| of Joseph Brarnt's wife Katerine, and one is reproduced in Russel Har-,
\, perédgg'lLPamters and Engravers ‘in Canada (Great Britain: 1970),
\ \ p. 0.

18

See Lydekker for a summary of Stuart's work in the.Anglican
Church. - '

19Robert C. Smith, The Moble Savage: The American Indian in Art
- ' (University Museum, PhiladeTphia: 1958), n.p.

r

20gmith, (1958), n.p.

e
-

2]Elwood Parry, The Image of the Indian and the- Black Man in
American Art: 1590-1900.(New Yark: 1974), p. 2. . Y

" 22One exists in the Public ArchWes of Canada. A printed volume
entitled Les Voyages de Champlain, published in Paris in 1613, is in.. .
‘ the William L. Clements Library fn Ann Arbour, Michigan. This source
. is.from The Painter and the New World (The Montreal Museum of Fine
-Arts: 1967), plate 3. Ever since 1609, when an exploring party under
Samuel de: Champlain met a number of Iroqums warridrs and killed many
with firearms,’the Iroquois confederacy of what is now New York State
fiercely resi sted any further incursion by French colonists and their
allies, becoming implacable enemies of the French.

. ! 23Les Singularitez de la France antarctique, autrement nommée
v Amerigque (Paul-Gaffarel, 1558; rpt. Paris: Maisonneuve, 1878).

L4

24Parry, p. 13. ¢

- -

s

25Andr-,é Thévet , Les Vrais Pourtraits et Vies des Hommes Ilustres
(1584 ; rpt. New York: Scholars' Facsimiles) Vol. 2, p. 641 and p. 644,
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at Writtle Park, near Chalmsford, Essex, by-the Public Archives of

¢
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26puthven Todd, "'The Imaginq'ry Indian in Europe,” Art in J
America, 60 (1972), 41. . R : .

27Refer to Hugh Honour, The European Vision of America (The
Cleveland Museum of Art: 1876) for decorative arts of this nature.

- \ -
Cooke, n.p. They were acquired from the Honourahle John Petre

Canada in 1977, \ 0

2%pare Henri B&chard, s.j. of the Jesuit Fathers, in personal.,
communication with the author, January 25, 1982, related that the 0i1l
painting at the Caughnawaga Mission is either an original by Chauch-
etigdrey or an early copy, probably painted at the same time as a pen
sketch reproduced by copperplate engraving in Twelfth Collection,
Lettres Edifiantes et Curieuses, (Paris: 1718), p. 119.. In a con-
versation gth‘ Frangois-Marc Gagnon on March 5, 1983, he noted that
the three-storied. church in the background of the painting is T1ikely
a fanciful creation on the part of the artist, or painted from an- >
other model, since it was only in 1845 that the present stone church
at Caughnawaga was constructed. Prior to Chauchetigre's death in
1709, a wooden church serviced the community. Gagnon referred the
author to a print of Caughnawaga in the middle of the eighteenth cen-
tury where a church appears to be closer to the one in Chauchetigre's
painting. This print is reproduced in "Mohawk," by‘*Wi11iam N. Fenton
and Elisabeth Tooker, in Handbook of North: Americam Indians, edited
by William C. Sturtevant, (Smithsonian Institution, Washington: 1978),
p. 470. For further information relating to the artistit career of

_GYSude Chaucheti2re, refer to Franggis-Marc fiagnon and Nicole Cloutier,
" Premiers Peintres de la Nouvelle-France (Québec :/Ministére des Affaires

Culturelles: T1976) Vol. Z, pp. 25-53.

30TheFe is no documentation to interpret tatooing, and the oral
tradition has died. Tatooing was probably used as a spiritual pro-
tection, a practice which appears to have stopped by the middle of
the eighteenth century. 'Told to the author by Conrad Graham, Regis-—
trar, The McCord Museum, Montreal, June 1981.

31Pau1 Hulton, The American Drawings of European and Oriental
Subjects (London: 1964), Vol. 2, plate 47, reproduces this work. See
A Britt, The Great Indian Chiefs, (New York: 1938), for a repro-
duction of King Philip, which is opposite p. 30.

3

.“325econd Edition; (New Port), 1772.

3f3N. Jaye Frederickson and Sandra Aibb, The Covenant Chaln: -

Indian Ceremonijal and Trade Silver (Ottawa: The National Museum of
Man, 1980}, p. 43. '
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3I‘Refer‘ .to sources in the bibliography wh1ch wefa cited in the
Note no. 6.
35 \

John Verelst, an Anglo-Dutch artist, was a member of a family
of Dutch artists, several of whom worked in England. He was probably

" the son of a f‘lower‘ painter, Cornelius Verelst. . Qn his death he was

described as a "noted face painter' in The Gentleman s Magazine.
There exists numerous signed portraits by him dated between-1706-and

1734 recorded mainly in English country houses. Biography from Honour,
cat. no. 170.

36Honour‘,‘ cat. no. 170. ) h

_37Parry,' p. 19, plate 15.

.38Parry, p. 19.

] -
39 - \

In the late eighteenth and early ni neteenth centuries the

" mezzotint became a widely accented and admired art form in itself, re-

producing hter;ry themes then so popular in English painting.

. %Ognith, (1958), n.p.

t

“Matthew Baigne1l, A History -of American Painting (New York:
Praeger, 1971), p. 24. These paintings are in the collection of the
Historical Society of Pennsylvania. For further details, see Paint-
ings and Miniatures at the Historical Society of Pennsylvania {Phil-
adelphia: The Historical Society of Pennsylvania, 1974), pp. 146,

147, and 250. See Honour, for bibliography of these paintings by
Hesselius, cat. no. 174,

42

London Magazine, 45 (1776).

~

b

43M1’1ton W. Hamilton, "Joseph Brant: The Most Painteq Indian,"
New York History, 32\ (1958), 119.

L § * >
4 London Magazine. . T ' '

" 45
Frederickson and Gibb, p. 57.

46

a

Parry, p. 8.

47$andra Gibb, "Indian Trade Silver Gorgets," Canadian Collector,
15 (1980), 25-29. Gibb states that records from the 17707s
indicate that gorgets were being manufactured for‘ trading purposes, -
and that though SW\AW use at that time as formal presentation
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pieces, traders gere then giving them to Indian chiefs to win them
#gver as fyr-trading partners. It is unlikely, she says, that these

gorgets bore an official coat- of arms. Thus, from an official badge
trade good. ' This . pattern-

of alliancg, the gorget moved to a popular
‘of tradeoffs can be &spegially observed in
" through the iconography of the gorget. In

the career of Brant
the cqllection of the

Royal Ontario Museum, an unusual shell gorget decorated with silver

bosses and a monogram of the initials "JB"
Brant's. See Gibb, p. 27. Brant's silver
the collection of the Joseph Brant Museum,

~ 48gibb,“p. 26.

delphia, paintings of Indians were used as
American mythology. In Wgst's portrait of

is thought to have been
gorget and sword are in

.in Burlington, Ontario, .

"

In the career of Benjamin West (1738-1820) born near Phﬂa-

contemporary symbols 1n
Colopel Guy_Johnson (Mat-

ional Gallery of Art, Washington, 1776, fig. 24), it is generally
thought by historians, that the figure of the Indiap in the back--
ground behind Johnson may be either a generalized portra1t of Brant

or may have been intended to personify-the
as the facial features do not corr p‘r))/

Six Nations in general.,

d to other portrents of -

Brant. Sigce Brant was with Guy Johnson in England in 1776, it has

_ been posited that the painting may have been 1nsp1 red by Brant's -

visit. The Indian costume of wampum arm bracelets and neckband,

sashes, which appear to be ceinture perlée

(wap1 interwpven wi th

trade beads, which developed into the ceinture flecheé.), Indian-
made moccasins, decorated peacepipe, and tufted headdress, all
pre-contact artifacts pre-dating the costume of the Four Indian
Kings and the exclusion of silver, points to the artist’s allegor-

ical purposes. It should be noted, as well,

that the costume does

not in any way relate to other portraits of Brant, leading one to

deduce that the ortrait's purpose was not

strictly documentary.

West's career tended to memorialize regional and chronological
considerations in his works. The most characteristic features of
the North American continent —~.an Indian encampment, and Niagara

Falls - reveals that West was aware of the

settmg and the pro-

gression of events leading to Johnson'¥ and Brant's arrival in

Eng]and to negotiate land rights. West was disposed to emphasize -

the object lesson in 1ife, and this painting reminds one of ‘the -
important role “race relations played during the Revolutionary Wars.
For a review of the 11iterature see:. Hugh Honour, The New Golden

Land: European Images of America from the Discoveries to the Present

Time (New York: Pantheon House, 1975}, no.

177, J.T. Flexner, The

Light of Distant Skies (1954), New York, 1969, p. 54; Milton W.

Hamilton, "Joseph Brant: The Most Pamted Indian," New York History,
39, (1958) 122 ff; Grose Evans, Benjamin West and the

Taste of his Times (Carbondale, I114nois:

Bouton, American Painting in the National Gallery of Art (Washington,

1959}, p. 46; Margaret

D.C.: 1959), p. T7; The Painter and the New World (The Montreal -Mus-

eum of Fine Arts: 1967), no. 85; Elwood Pa
Indian and the Black Man in American Art:

rry, The Image of the
1590-1900, pp. 31-34.
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the original tomahawk. - . e riﬁ,, :

et e

- style’ of Arthur Davis.
known, but a mutual dislike developed between him and Sir Joshua

.

50R H. Hubbard, European Paintmiin Canadian CoHecht)ns‘
(Toronto: Oxford Unwers?ty Press, 1956) p 123, .

o )

5]Gleor'ge Romney was born at Dalton-in- furness in 1732.  When’
he was twenty-one he was apprenticed for four years to the travelling .
portra1t painter, -Christopher Steele. .In 1756 Romney worked on his -
own ds a portrait painter in Kendal, Lancashire and York, in the .
In 1762 he 1eft for London,, where he became

E Y

Réynelds Romney bécame a member of the Society of Artists, but he

,was.not one of the founders of the Royal Academy in. 1768, nor did .

he ever exhibit there. In 1773 he travelled to Italy where he was |
influenced by ¢lassical scu]pture in Rome, and Correqgio at Parma.

On his return to London in 1775 he settled in Cayendish Square .and
rose to the height of his fape and success: Romey's painting of
Joseph Brant represents an example'of the artist's mature work. ,
The reader is referred to the following sources for bibliography pf
George Romney: Allan Cunmngham ‘The Lives of the Most Eminent
British Painters.  Vols. 1 and‘2, {Condon: ed. Mrs. Heaton, 1879-:
89); William Hayley, The Life of George Romney (Chichester: 1809);
R1chard and Samuel Redgrave, A Century of British Painters (London:
Phaidon, 1947); Rev. \J. R mney,- Memoirs of the Life and Works of
George Romney (London 0); Humphry Ward and W. RobBerts ,£Romne
(London: Thos. Agnew and ons, New York: 'Scribner's~Sons, T904).

"+~ 2pedgrave, pp. 99-100. : , ;

.

S3yami1ton, p. 122.. _ ,

. ‘ .. /
) . . o)

S4ritt, p. 75.

: [

55Jenness p. 298, states that prior to European contact In-! /
dians used stone tomahawks, but at contact they syitched to metal. /|

After contact, several chiefs and warriors pdsed for their portraﬂ:s

,”;-’=ﬂ
¥

“Tater, forms of .

.

/ '

E?GSee Sotheby & Co. (Canada) anted atercolours, Prints and

. "Maps from the Collection of-Canadiana Formed by the 'Late Robert W.
Reford of Montreal (27 April - 20 May, 1968). At the dispersaj) of

Reford Collection the gorget was sold. .

. 5-"An eighteenth. century watercolgur aM an almost full-
Tength f1gure was found and attributed to Robert Prescott's (Lieu-
tenant Governor of Lower Canada 1796-1797)» daughter\Susanna Da1ton,
which 1S now in the collection of the Brantford City Hall ( f18 12)

A bust stipple engravim); is in the Public Archives of Canada ®ith

reversed image (fig. 13 A line engraving (fig. 14), an engraving
by Archibald Dick, %890, (fig.-15), a mezzotint by J.R: Smith, 1779,

r «r
v
.




< (fig. 16), a chramolithograph (fig. 17); a bust colour choqraoh by .
L _ Rolf Smith and Co., of Toronto, 1880, (fig.. @8), a full-length colour
E . prmt by William Kingsford in the K1ngsford crdpbook (fig. 19)s a'

/ ) print (fig. 20), photo process (fig. 2'I) halftone (fig. 22) and an
unidentified reproduction (fig. 23) exist in the Public Archives-of
~._* Canada, Pictpre Division, Ottawa, "See:File no. 501-1, Brant, Joseph

Thayendanegea. This 1nventory i's incomplete. Further research must
be done in relation to nineteenth century graph1c artists and pri nters
.. working in Canada and the jted States.
. ’, . <

s - 58Th1s portrait is referred to imf"Humphry Ward et al, ¢

‘ Romney on“p. 201. The painting,- then in the collection of a Mr. W. -

Iceton, was exhibited in the Grafton Gallery in Spring 1900, no. 105.

-

g R 59'fh1s description is from Al gernon Graves\A\Century of Loan
. "Exhibitions (London: Algernon Graves; 1914), Vol. 3,p. 1128. The

‘ \@iﬁni 1s Tisted as A_Mohawk Brave (Brant)

A\ A

- . At the Sandusky conference in 1793 Brant S Iong attempts tq .
- form a united Indian con¥ederacy in opposition to Amer1can westward )
expans1on failed. AHen, . 101. ‘

[y

A
/

. 61J R JFawcett Thompson, "Thayendaneqea the Mohawk and His
Sever-a] Portraits," Connoisseur, 170, (1969) \

62Rhode [sland born Gilbert Stuart went to $cotland c. 1770.
) ,,/" 'After returming to America he went bagck to London 4n 1775 and studied
' under his fe]low—countryman, Benjamin West. . After escap1ng his- cre-
ditors by-working in Dublin from 1787-93 he returne to America and
. became famous as a portrait-painter. - He worked in New York, Phila-\
delphia, Haeshmgton and’ for the 1ast ‘twenty- years of h1s 1ife,
in Boston. The rgader is referred to the following sources of
. bibliography in reference to Gilbert Stuart: James T. Flexner, Gil-
bert Stuart: A Great Life in Brief (New York: Knopf, 1955); Samuel
. [sham, The History of American Painting (1905; rpt. New York: The
. . MacMiTlan Company, 1936); George C. Mason, ®he Life and WOrks of
Gitbert Stuart (1879; rpt. New York: Lenox Hill, 1972).°

‘ Richardso, Introductory Essay by. Gilbert Stuart Portra1tist of
. the Young Republic, 1755-1828 (Medican, Connecticut: 1967); W. T.
- *  WhitTey, Gilbert Stuart (1832; rpt. New York: Kennedy Galleries,®

-

1969) Early American Portraits (The Newark Museum, 1947) e,
Oishatirp 97 ’
' T s 6"Ear'l_y Amer1can Portraits, p. 9 - s

K ' 65The Nort umberland portrait has remained in the famﬂ)’and is.

: in the possessiof of the present-Duke. It hangs 1n\the\mnt Room at
' Syon House, Brentord, Mjddlesex. The vyortrait was exhibited-at the

I
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_canvas has npt been established. See Thompsons pp. 51 and 53.°

* British Museum with one of the major acquisitions, such as the Christie -* d

»a . R

"'"," ‘ .- \' 74 ' ) ‘ . T ('/
ve ) . \ . / . 1 ' f/‘ '. ] , N
British Institution (Museum) in 1857, then called thief Warrior of
the Mohawks , Captain Brajlt Graves, Vol. 3, p. 1274, .

AT e Ao Wttt < S

66Hamﬂton, p. 126
‘67Thompsor'1 descriﬁes the painting's co]our on p. S:I. f
68, . - '

This ‘version is similar in all respects except “for the “ln- ' .
scmptwn 'Thayandenagea - otherwise Joseph Brant War Chief of the

Mohdwks' on the upper right of the painting.. The provenance of this ..
Thompson states that the canvas was not among the 118 portraits con-

stituting tie National Collection of Pictures housed in the British

Museum un'g/l 1879; and that. it was first recorded in a manuscript

called Rngster of British Museum Paintings and .Sculpture compiled by

the Museum in'1936. He presumes that the painting either came to the

2
st MK T

-Collection, or it was presented to the Department of Ethnolography By
a former Keeper. However, he agrees that neither explanation carries:
conviction. . '

a

69A portr%it of Joseph Brant by Gﬂbert Stuart was recorded in ' '
the Miss Lloyd-Baker Collection. However, little else is known about
the work. See Ama Wglls Rutledge ;«'Portraits of American, Interest
in British Collections," Connoisseur, 141, 268-9 for ~.
reference to this painting. 1 have tried to centact the editors of
Connoisseur for the author's address, but have not been able to obtain

this information. , : . .
’OThe Moira portrait “i's now in the collection<of the New York e
State Histor9cal Assoc1at10n in Cooperstown, New York. -
7 |

Information from Conrad Graham, Registrar, The McCord queum
1n an interview with the author, June 1981. . N

\ . - .
7215ham, p. 94 . . }

.
o e
'

L}

. "isham, p. 9. ..

-

£

‘ 74Cdl1ect1'on: The Joseph Brant Museum, Burlington, Ontario.

i
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75Hém‘y Bone, (1755-1834)} who began as a painte} on china for
Cooksworthy of Plymouth, was appointed enameﬂer to George II1, George °
IV and William IV of England. '

JRRCTRINP I RS

76Stone, Introduction', p. xxix. Hamilton stated in his article
on.p. 131, that the minature was made by Stuart’ after a copy of the

R LR YW R SRR
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Da Capo, 1970), p. 5.

i ir{ Phi]ade1ph1a in 1797 The painting has since been destroyed but a . )

75

B

Moira portrawt but according to Sh1r1ey E. Hartt Curatm\ of the. T
Joseph Brant Museum, Burlington, Ontario, in correspondence with the

author, March 4, 1980, based on thie’ research of Alan R. Green, of ’ .
Burlington, Ontamo, the miniature is *ﬁeheved to be the work of ’
Henry Bone. However, she notes that there s nmconfirmatién of this.

AP SRS A

77Harry B. Wehle, Amemcan Mintatures: 1738 1850 (rpt. New York: . !

78Co11ect1‘on: Peabody Museum of Archaelogy and Ethnology, The - ' 1

David I. Bushnell Jr. Collection, Harvard Uni,versity,c(:ambr«idge‘

' 79Infomatwn from Cata]ogue ‘cards from the- Archwes of the Pea-
body Museum of Archaelogy and Ethnology, the David I. Bushnell Jr. . .
Collection, Harvard Umvers1ty, Cambridge, February 27, 1980. . : ‘ ‘

8OFr‘eder*u:kson et a] p. 59.

8'|(‘,o11ect1 on: Peabody Museum of Archaelogy and Ethnology, The
David I. BushneH Jr. Collection, Harvard University, Cambridge.

82Samue1 Wale was born in Eng]and He studied at St. Martin's ‘

Lane Academy. He was chiefly a book illustrator who worked mainly , -
in pen and Indian ink. One of the founding members of the Royal . R
Academy, he also professed a knowledge of -architecture. On the death . ,
'of Richard Wilson he was appointed librarian to the Academy. He ex- ° !
hibited at the Academy from 1769-1778, contributing sacred and historic
subjects. Information from the Art:hwes of the Peabody Museum of

Archaelogy and Ethnology, The David I. Bushnell Jr. Collection of .
February 27, 1980, indicates. that the small crayon drawing may have -
been made by Wale-from a larger portrait, possibly Benjamin West's

Indian Chief, now lost, but which existed a century ago. But this @
possibility 1s unhke]y, since stylistically, the work relates more

to Gilbert Stuart's representations of Brant than to West..

i

) B
g\3Roge|r's, bérn in Bridgehampton, Long Island, was essent1a]1y a ' i
n11n1att<re pamter who had studied with Joseph Wood.

84 ' i

tone, Introductjon, p. xxix. The author has not year un- .
cover|ed a published re roductmn of this painting by Nathama'l Rogers..
It was pr\obably nev,_grv ‘made nor engraved. , LS

85

EHsfcon A. Cooper, "That Chivalrous ‘Savage: Joseph Brant."
Maclean's Magazine, (1954), p. 49. Cooper does not mention where He . r
read this quote. - - L . : ‘
(-

86Gi1bert Stuart painted Little Turtle's (1752-1812) portrait
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1ithograph -based on the portrait exists in the Smithsonian National

Anthropological Archives Bureau of American Ethnology Co’Hection.

' See Charles Coleman Sellers, " 'Good Chiefs ahd Wise Men': . Indians
as Symbols_of Peace in the Art of Charles Willson Peale,"” American, e
Art J%rnal, (1975); fig. 2, p. 15, for a reproduction of Little

, Turtle. : - ,

E ]

87Pea]e, a portrait painter and miniaturist, was also a silver-
smith c]ockmaker glassmaker, sculptor, engraver in mezzotint, and
dent1§t as well ‘as a natural scientist. -Born in Maryland, hé had an
eclectic career. He was a soldier in the War for Independence and
a radicaj politician who was in the legislature for one term (1779-
1789). Peale was bound apprentice to a saddler for ten years where
he acq-uilred manual skills, and learned delicate metalwork.. Blography
from Catalogue of American Portraits in the New York Historical
Society ‘[new Haven and London: Yale University Press, 1974), p.
or further reference-to Charles Willson Peale refer to.the fo]]owing
sources: Bertha N. Briggs, Charles Willson Peale: Artist and Patriot

(New York: .McGraw-Hi11, 1952); CharTles.H. ETam, Introduction by,
The Peale Famﬂy Three Generations of Amevican Artists (Detroit -
Institute of Arts: Wayne State University,Press, 1967); Cuthbert Lee,
Barly American Portrait Painters (New Haven: VYale Uplversity Press,
1929); C. C. Sellers, Portraits and Miniatures of Charles Willson
Peale (New York: Scribner's, 1969); C. C. Seilers, "Good Chiefs and
Wise Men: Indians as Symbols of Peace in the Art of Char]es Wil1son
Peale,” American Art Journal, 7, Part 2 (1975), 10-18; . 'C. Sel-
Yers, Mr. Peale's Museum (New York: W. W. Norton, 1980).

8851:#, (1952) ; pp. 40-41.
. Bserfers, (1975), pp. 10-16..
Dsetters, (1980), p. 1.

9]Pea1e utilized the Linnean tlassification system from the pri-
mates down, noting-that men, as animals, must be contented with their
place at the head of the list. In the Museum, they were represented
by portraits of outstanding human bei ngs, and Peale's hope was that
some day he would have actual preserved spec1mens of 'homo sapiens'
as well. With Peale's great chain of nature, the aborigene was a
racial type, and exhibited-as such. Peale began this curiosity-cult
which would have a continuum in the nineteenth century. with George
+. Catlin, who would exhibit paintings and live Indians in the 1840's

1
»

3

92001]ection: Independence National Historical Park, Phila-
delphia. . . . o .
93

Seliers, (1952), p. 41.

.
»

-
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i N i

* Myanilton, pp. 128-129

95

Lee, p. 116.

T S?ﬁHugtl Honour, fiomanticisrr} (New York: Harper and Row, 1979),

p. 18. . .

97An undated folk-art rendition of Brant exists at the Joseph
Brant Museum, in Burhngton Ontamo, (fig. 42) but it is uncertain
whether it was dofe during Brant's Tifetime, or whether it is irdeed
of Brant. Here, Bfant is delineateg as.an o1d man, in a relatively
- crude work. In a ha]f-length pose, Brant wears a greatcoat and a
' sash, and a Georgé III medallfon. He is partrayed with European
styled hair. Also, in the National Gallery of Canada's Curatorial
File for Joseph Brant, correspondence between Walter Randel, Director
of the Gallery of Primitive .Classical European Art, New York City,
and Jean Trudel, former Curator of Early Canadian Art at The Natiofal
Gallery., dated February 1y 1977, refers to an undated half-length
portrait possibly of Joseph Brant in the New York Galdery's Collection
(fig. 43). Brant is portrayed wearing a blue.ceremonial sash over
his shoulder with a band of wampum around his neck. In the Cata1ogue,
Paintings and. Miniatures at the Historical Society of Pennsylvania
,.(Ph11ade1phia ‘The Historical Society of -Pennsylvania, 1974), p. 248,
there is a listing entitled Thayendanegea by an unknown artist, des-
cribing the subject as half-Tength, standing, with brown eyes, black
hair, and 1ight brown coat tied around the waist with a light red
sash. A white shirt and 1arge silver medal suspended by a 1ight blue
ribbon, long triangular earrings, and white and bright red plumes
fastened-on the head -with a black ribbon complete the costume. The
subject wears a tomahawk to his right side with a leather strap,
and with his right hand he grips.the hilt of a sword, pointing it
down. The background is in a landscape with fir trees, under a partly
cloudy sky. However, it is noted that whether this portrait is ac-
tually of Brant is an open question. It 1is difficult to say whether
these images of Brant have been painted from memory instead of from
the model, since the attire and physiognomy differs so greatly from
the majomty of Brant's portra1ts studied, and since a folk-artist
often repeats an image formed im his mind's eye, often based on a
prototype, which is not the case in these examples. Naive, unstudied,
folk artists proverbially resolve formal problems in an imaginative
-way, since they are not bound to tradition, training, or HveHhood
to their art.,

CoHection:' The New York State Historical Association, Coopers-
town, 'New York. - - .

9gﬂtmes was born at Framingham, Massachusetts, and moved to a farm o
in Stasgsburg, New York as a child. By 1790 he was established there -
as a paimter of furniture and coaches. In a memo book covering these
years (1790-1802) 1n the files of the New York Historical Society,
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/Ames récords miniatures as his earliest. painted commissions, and
. - states that his 1ivelihood was earned from his work as a carriage
and coach painter, frame gilder”, plate letterer, and silver en-
graver. Ames, a relatively obscure. painter until 1812, attracted
. national attention with his portrait of Governor George Clinton, -
after which he was the leadingportraitist of Albany, and painted
the likenesses of hundreds of lo#al residents, statesmen, politi-
‘cians, merchants, and others who came to the NeWw York State capital.
His portraits have a 1ocal, State, and sometimes national interest,
mainly as records. Ames' biography was published by the New York
Historical Society with a catalogue of 563 paintings by the artist.
* See Theodore Bolton et al, Ezra Ames of Albany (New York: 1955).
For further information refer, to'the following sources: Dorothy C.
Barck, "Ezra Ames (1768-1836) Painter," The New York Historical
Society, 10, (1927), 131-134; .George Cuthbert Grove Jr.., “New
York Painting Before 1800," New York History, 19, ?1938)’, 44-47 ;
John Davis Hatch Jr., "The ATbany Institute History and Art: A
Sketch of Its Early/Forerunners," New York Hostory, 25, (1944),
311-325; Katharine M. McClinton, "Ezra Ames, Ornamental Painter," )
Antiques, 60, (1951), 194; Robert G. Wheeler, "Ezra Awes of Albany .
_(1768-1836): Painter, Banker, Business Man," American Collector, 16,
(1947), 6-8.

100A, framed receipt at Fenimore House, Cooperstown, New York
reads: August 27th 1806/ Received of Mr. Wm Caldwell/Thirty Dollars
in full for/Paintinga Portrait & frame/of Col. Brandt (sic) - EZRA
AMES. This reference was sent to the author in a letter of April 10,
1980 from the files of the New York.State Historical Association,
Cooperstown, New York. This source is originally from the Lyman
Draper Papers, Wisconsin Historical Society, taken from American
His torical Record (1873), p. 318, in which this anecdote was related
by Mrs. Catherine E. VanCortlandt, whose maternal grandfather was
James Caldwell, the father of William Caldwell, for whom the por-
trait was commisstoned. 5 -

101

Bb]ton, Intrbduction, p. xvii,

10205 11ection: National Collection of Fine Arts, Smithsonian
Archives of American Art, i '

]03Stone, Introduction, n.p.

) ]04F'ig.' 35, pen and ink drawing by Canadian, C.W. Jeff{ys,.
figs. 36, 37, engravings, fig. 38, coloured 1ithograph, fig. 39, ~

photogravue, figs. 40, ‘41, halftones.
1B1he Joseph Brant. Museum in _Brantford, Ontario is a repl ica of

that home, which stands on the original ground. .

©
w

a




T ke TR, T TR TR

-~

79

- - ,
- P

msBa‘r?y Lord, ILI(.! History.of Painting in Canada: -Towards a
People's Art (Toronto: NC Pvess, 1974), p. 84, and Heritage Kingston
Queen's University, 1973), pp. 40-41. " 3 i
107 ‘ '

, Berczy was born in Saxony andspent his, youth in Vienna. He- .
studied art in Italy from 1785-90 and in England from 1790-92. Berczy
was a town planner, engineer, and 1and developer as well as an artist.
In 1792 he brought a group of -German emigrants to New York State, then
to Markham Township near Toronto. He painted portraits in Toronto in
1795. Avound 1803 he turned to professional painting. See John Andre
William Berczy: Co-Founder of Toronto (Ortoprint: 196@, Berczy's
biographer. . .

1080011ection:  The National Gallery of Canada.

]OQSee Andre, pp. 61-62. .Andre is referring to the watercoiour
in the Collection of the Quebec Seminary (fig. 44). See Purves Carter,,
Descriptive and Historical Catalogue of the Paintings in the Gallery
of Laval Universify. (Quebec: 1908), no. 219, p. 11. The painting
prepared for a possible engraving to which Andre refers 1s the one in
the Pitfield collection (fig. 47?.

110Correspondehce with Karen Haslan, Royal Ontario Museum of
April 1, 1980 to the author did not reveal the painting's provenance,
nor was the painting dated.

]”The Royal Ontario Museum Catalogue Cards revealed that their
painting may be a preliminary sketch for the Pitfield painting.. On
the reverse (on paper .glued to board) there is the following iden-
tification: "...Portrait taken from the 1ife by my father, an ex-
cellent..." written by Berczy's son. )

1121, 4 conversation on August 18, 1981 with John Andre, the -
apthor interpreted the probable sequence of the paintings' execution.

. e
13coilection: Chiteau du Raiezay. See File no. CrX978.31.1 .

to see this miniature watercolour. In this file is a Tetter from

William Q. Sturtevant, Curator, The Department of Anthropology, Nat-

ional Museum of Natural History, Smithsonian Institute, Washington,

D.C. to Renée Martel, Curator of Prints and Qrawings, July 29, 1978.

Sturtevant notes the similarity of the watercolour in the Chdteau

du Ramezay collection to the watercolour in the Quebec Seminary collec-

tion, and he attributes the .work to Berczy. See, as well,.Lita-Rose

Betcheman, "Genesis ‘'of an Earlv Canadian Painter: William Von Moll |

Berczy," Ontario History, 57, (1965) 60. Betcherman

- relates that Berczy's son certifies that the gouache (probably from

the Quebec Seminary) was painted from the 1ife (PAC, Berczy Papers,
015996, Robert Kerr to Berczy, July 29, 1794) and served as the model
for the head in the 0i1 painting. She writes that the sittings were
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arranged by Dr. Robert Kerr, a’whité man related to Brant by marriage.
Berczy was at Simcoe's headquarters at Niagara before taking possession
of his land when he painted the work.

.

114Cpnversat10n with John Andre, August 18, 1981. -
¢onversation with John Andre, August 18, 1981.
1]6Lord, p. 84. ‘\g
. v N ’ v ' * '
' }/ n7Russel J. Harper, Painting in Canada: A History (Toronto: . ‘
Univers1ty of Toronto Press, ' 1966) p. 62. . N
X . [
)118J Ross Robertson, ed. The Diary of Mrs. John ' Simcoe (Toronto B -%
1932), p .

119Conversation with John Andro, August 18, 1981.

12OCoHectjon: Hudson's Bay Co., WTonipeg.

N N
4 . |

012]Andre . 88. Andre s source is Public Archives of Canada,
- William Berczy Papers, MG 23, H2, 6, Vo] I, p. 131
122Cooke. n.p. -
~— \ 4

i
, ]23Andre notes that this trend began in 1760 in European pa1nt1ng
See Pp. 87 andap 161

b

- [y
- ;

- statesmen, po11t1c1ans, or. heroes of the past. A twentieth century
manifestation is the interest and.attraction.of Joseph Brant's career
upon the art1st, copyist Murray Killman (born 1929). To commemorate
Brantford's Centennial, Murray Killman held a Commemorative Portraig :
Exhib1tion in 1977. He copied most of the well-known works by various’ i
artists who. had painted Joseph Brant. As well, KilIman included his :
own inventive works. Kjllman's intention was to assemble this collec- v

. tion of copies as the first complete collection of the representations :
of Joseph Brant. (However, incorrectly attributed works were in- . <
cluded; notably .portratts of a Cherokee Indian by William Hodges, R.A.,
also attr1buted to Benjamin West. ' Painted in the 1790's those por-
traits by Hodges differ greaﬁ1y~from contemporary portraits of Brant
in both features and costume). . -

) 124Andre pp. 87 88. o ' ” . E
, ‘ . . .

. w ;

~ pndre, p. 87. S N . i

, - . L P . . . i

]26These images- were intended for use either as frontispieces, . ’ §

or as portraits inserted into a biographical text, to represent those - 3
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127¢_ R, Darwin, The Foundation of the Origin of Species 1842
and 1844 (rpt. New York Kraus, 1969]. _

]28Lewis H. Morqan; The League of the Iroquois (New York: 1904).

. ]29After the destruction of the Nat1ona1 Collection, the Redwood

Library Collection was the largest surviving group of Ind1an subjects.
The collection went to auction in 1970. Refer to Parke-Bernet Gal-
leries Inc., The Important Collection of North American Indians by
Charles B1rd K1ngﬁli7§3-i§6§5 (Property of-the Redwood Library and
Athenaeum, Newport, Rhode Island. New York: 1970)

130

‘ ) C.T. Foreman, Indfans Abroad: 1493-1938 (Norman Oklahoma:
1943). ‘

1 a~‘ - =
]3]Foreman,-p. 134, ' '

]32Ruthven Toda, ‘The Imaginary Indian §n~Europe," Art in America,
60, (1972), 47. , : i

1336e0rge Catlin, The Mariners, Customs and Conditions of the North

American Indians (London: privately printed, 1841), Vol. I, p.. 5.

-

~

\\/“’




LN

—_—

e

]

{

~TIOMMO O® >

82

4

, BIBLIOGRAPHY

PRIMARY SOURCES:

a)

A.

ARCHIVAL MATERIAL ot
' * \
Montrea1 ’ - ,
Chateau du Ramezay File #CR 2433,  Brant, Joseph.
. File #CRX 978)31.1. Brant,
Joseph. The Sandham Album,
Portraits and Photographs:
‘ Canadian. ‘ .
Ottawa C ) ’ b

"~ The National Gallery of Canada. Curatorial File. Joseph

o -
L

[

Brant ) . :

The Public Archives of Canada,’ Ottawa. Picture Division.
File #501-1 Brant, Joseph, Thayendanegea

PRIVAIE CORRESPONDENCE | c : ' ’

o

?ntiquarian and Numismatic Society of Montrea] Ju1y 16,

980

Brant County Museum, Brantford, Ontario, February 4, 1980.
Independence National H1stor1ca1 Park Ph11ade1ph1a. Pennsyl-
vania, March 19, 1980. .

John Andre, August 18, 1981.

Frick Art Reference Library, November 17, 1981

Montreal Military-and Maritime Museum, March 20, 1980.

Musée du Séminaire de Québec, Quebec City, NoVember 23, 1979.
National Gallery of Art, Washington, November 28, 1979.
Murray Killman, U.E. R.R. #1. Caledonia, Ontario. NOA 1A0.
February 22, 1980.

The Art Gallery of Brant, Brantford, Ontario, July 16 1980.
The Joseph Brant Museum, Burlington, Ontario.
February 1, 1980. ‘
The British Museum, Department-of Prints and Drawings, London,

"~

* England, January 30, 1980, September 30, 1981. P

The New York State Historica] A<soc1ation, Cooperstown, New
York, February 28, 1980, April 10, 1980..
The National Portrait Ga]lery, London, January 23, 1980.
The New York Public Library, Rare Books and Manuscript Div- ‘
ision; August 24, 1981.
}he Un1vers1ty Museum, University of Pennsylvania,
3, 1980.
The Peabody Museum of Archaelogy and Ethnology, Harvard Uni-
versity, Cambridge, Massachussets, Curatarial File, The David -
I. Bushnell Jr. Collection, February 27, 1980, Apr11 10,-1980.
e Royal Ontario Museum, Canadiana Department Toronto, :
April.1, 1980. :

oy

L P

A,




ememn e

" 83
S. ! The Woodland Indian Cuitural Educat1ona1 Centre, Bra tford,
Ontario, March 6, 1980. -
T. Sir 0liver Mil]ar The Queen's Gallery, Buck1ngham Palace,
’ January 21, 1980, April 28, 1980.
U. University of London, Courtauld Institute of Art, September
30, 1981, October 21, 1981. ‘

II  PRINTED MATERIAL N

a) GENERAL
[ ' -
- Books and Articles

\ —

Alberts, Robert C. Benjamin West: A Biography. Boston:
Houghton Miff1in, 1978. :

Allen, Robert S. "The' British Indian Department and the Frontier
in North America: 1755-1830."

Andre, John. William Berczy: Co-Founder of Toronto. A Canadian
Centennial Project of the Borough gf York: Ortoprint, 1967.

Baignell, Matthew. A History of American Paintingﬁ"‘_ﬂgwﬁiYork:
Praeger, 1971. \ . T

Barck, Dorothy C. "Ezra Ames (1768-1836) Painter." The New York

Historical Society. 10, (1927); 131-134.

Belden, Bauman L. Indian Peace Medals iIssued in the United
e States, 1789-1889. New York: 1966.

Belknap, Waldron P. Jdr. Amer1can Colon;§1 Painting. Qamb(iage,
: Mass. Harvard University Press, 1960.

Betcheman, Lita-Rose. "Genesis of an Early Canadian Pa1ntér:
William Von Moll Berczy." Ontario History. 57, No. 2
(1965), 57-68. .

Boase, R. S. R. English Art: 1800-1870. Oxford: 1959.

Bolton, Theodore et al. Ezra Ames of Albany. New:York: 1955.

-----;—-J-. Early American Portrait Draughtsmen in Crayons.
1923; rpt. New York: Da Capo, 1970,

Bolus, Malvina.” "Four Kings Came to Dinner with their Honours "
The Beaver. No. 304 (1973). n.p.

Bond,nRichmond T. Queen Anne's Amervcan.Kings. Oxford: 1952.

Bourinot,.Sir John George. The Story of Canada New York:
C.P. Putnam's Sons, 1896. . :




" Briggs’, Berta N. Charles Willson Peale:. Artist and Patriot.

* Burke, Joseph. English Art: 1714-1800. Oxford: 1976.

* Canada and its Provinces. * "“Indian Affairs", 1763-1841." Toronto: y

*

84

t

New York: McGraw-HilP, 1952.

Britt, A. The Great Indian Chiefs. New York: 1938.
—rd R ;
Brooks, Van Wyck. The Dream of Arcadia: American Writers and '

’ Artists in Jtaly, 1760-1915. New York: Dutton, 1958. " 4

Brown, Milton W. American Art io 1900. New York: Abrams; 1977.

Brush, Edward Hale. _The Iroquois Past and Present. Buffalo:. ’ |
1901. . '

Glasgow Book & Co. 4, (1914), 695-713.

Canadian Military Events from the Conquest .to the War of 1812.

~Dunlap, w1111am// History of the Rise and Progress of the Arts

Toronto: Collected and Arranged by A fred Sandham, n. d.

Ca£1in, George. The Manners, Custpms and Condition of the North ‘
. American Indians. Vols. 1 and2: London: Privately pub- :
lished, 1841. PR _ ‘

Y. .
Chadwick, Edward Manon. The ﬁéopfe of the Long House. Toronmto:
1897. . . , :

/ ' . * “~
Cunningham, Allan. The Lives of the Most Eminent British Painters.
Vols. 1 and 2: Lon:gpé Ed. Mrs. Heaton, 1879-89.

Darwin, C. R. The Foung tion of the Origin of Species: Two
Essays Written in/1842 and 1844. 1845, rpt New York: Klaus
1969. n//

Dent, J. C. The Cariadian Portrait Gallery. Toronto John B.
Magurn,™1880,/

of Design in the United States. 1834; rpt. New York:

e

Dovi:}/1969

Evans, Grose. Benjamin West and the Taste of His Times. Carbon-
dale, I11inois: Southern I111nojs University Press, 1959.

F1e}é/9

» Thomas W. An Essay Towards an Indian Bibliography. Being “

© a Catalogue of Books- Relating to the History, Antiquities, \ i
Languages, Customs, Re11gion Wars, Literature, and Origin }
of the Amer1can Indians in the Library of Thomas W. Field. 1
New York: 1873.

Field, W. Historical Account of the Tower and Castle of -Warwick. o i
Warwick: Printed for and by H. Sharpe, 1815, - :

Ead

Pt o VEVORIIT- RV )




-

ez

3

N i
85 - \

Flexner, James T. First Flowers of OQur Wilderness: American
Painting. Boston: Houghton Miffijn Co., 1947.

w-iem=ie--, The Light of Distant Skies: American Painting,
1760-1835. New York: Harcourt, Brace, 1954.

---------- . Gilbert S%uart: A Great Life in Brief. New York:
Knopf, 1955, :

—mm--mmo-- . Mohawk Baronet: Sir William Johnson of New York.
New York: Harper, 1959. '

---------- . America's 01d Masters. New York: Dover, 1967.-

Flexner, James 7. and Samtar, Linda B. The Faces of Liberty: -
Founders of the United States. New York: Clarkson N.
Potter, 1975. ~

Foreman, C.T. Indians Abroad: 1493-1938. Norman, Oklahoma:
1943. . ’ -

Frederickson, Jay N. and Gibb, Sandra. The Covenant Chain:
Indian Ceremonial and Trade Silver. National Museums of
Canada, Ottawa: 1980. :

Fry, Roger E. et al. Gebrg?an_Art: 1760-1820. London: 1929,

Gagnon, Frangois-Marc and Cloutier, Nicole. Premiers Peintres
de 1a Nouvelle-France. Série Arts et M&tiers. Vol. 2.
Quebec: Ministére des Affaires Culturelles, 1976.

s

Gaffarel, Paul. Les Singularités de la France Antartjgﬁes. 1578;
rpt. Paris: Maisonneuve, 18/8.

Gaunt, William. The Aesthetic Adventure. New York: Schocken
Books, 1967. ) -

Graves, Algernon. A Century of Loan Exhibitions. London:
Algernon Graves, 1914. Vol. 3.

;'-----?----. The Great Century of British Painting: Hogarth

to Turner. London: Phaidon, 1971.

. mmmeme———— . The Restless Century: Péintingﬁin Brilain 1800-

1900. London: Phaidon, 1972.

Gibb, Sandra. "Indian Trade Silver Goréets." CanJLian Collector.
15, No. 5 (1980), 25-29.

Grant, George Monro, ed. Picturesque Canada: Thd/Country As It
Was and Is.” Toronto: Belden Bros., 1882.

Green, Samuel M. American Art: A Historical Su%iey. New York:
Ronald Press, 1966.

o

PP A

S S



rm“" &

i -

. 86 .
[ S =)
G]ubok Shirley. The Art of the Woodland Ind1ans New-York:
Macm111an Publishing Co., 1976.

Groce, George Cuthbert Jr., "New YorE»Painting Before 1800."
New York History. 19, (1938), 44-57. .

Harland, Marian. Some Colonial Homesteads and Their Stories.-
New York and London: 1897. -

Harper, Russel 5. Painting in Caﬁada: A History. Toronto:
University of Toronto Press, 1966.

%

Hatcp, John Davis Jr., -"The Albany Institute of History and Art:

A Sketch.of-Its Early Forerunners " New York History. 25,
(1984), 311-325. .

[

Hayley, W. The Life of George Romney. (Chtchester: 1809.

in Eighteenth Century British Aesthetic Theory. I11inois:

{ﬂipp]e, W.d. The Beautifull_T%e Sublime, and the Picturesque

Southern I1linois University Press, 1957.

.Hodge, F.W. Handbook of American Indians North of Mexico.

/

Vols. 1 and 2: New York: 1959, )
Honor, Hugh. The New Golden Land: European Images of America

from the Discoveries to the Present Time. New York: Pan-

theon House, 1975.

---------- . Romantsicism. New York: Harper and Row, 1979.

Hubbard, R. H. European Paintings in Canadian Collections.
g Toronto® Oxford University Press, 1956.

Hulton, Paul, et al. The/ American Drawings of John White 1577-
1590: With Drawings of European and 0rienta1 Subjects.
Vols. T and 2: London: 1964.

Hunt, George T. The Wars of the Iroquo:slgA Study “#n Inter-
tribal Trade Relations. Madison: c. 1940.

'Huntington, David C. Art and the Excited Spirit: America in
the Romantic Period. Ann Arbour, Michigan: The University
v of Michigan Museum of Art, 1972.

\Irwﬁn; david. English Neo-Classicism. Lopdoni 1966.

Isham, Samuel. The History of American Painting. 1905; rpt.
New York: Macmillan, 1905.

.Jenness, Diamond. Indians of Canada. National Museum of Canada.

6th Edition. Bulletin 65, Anthropological Series -#15.
1932; rpt. Ottawa, Canada: 1967.

-—

e o S T

e



87

‘ _:V /4\\\\\
. ' N
LT T L . The Indian Background of Canadian \History. at-
jonal Museum of Canada. Bulletin 86, Anthfbpo1og1cay
Segies #21 Ottawa, Canada: 1937.

Johnston, Charles Murray. Brant County, A History: \\1784 1945.
Toronto: Oxford University Press, 1967. / ,

) Josephy, Alvin M. Jr.. The Indian Heritage of America. New
York: 1969. (-~ =

Keaveney, Sydney S. ed. American Painting: A Guide to Inform-
ation Sources. Detroit: Ga]e Research Co., 1974.

Kraemer, Ruth S. Drawings by Benjamin West and his Son Raphael
Lamar West. New York: The Pierpont Morgan Library, 1975. ]

SLafitau, J. F. Moeurs des Sauvages Ameriquains. Paris: 1724;

rpt. Toronto: Champlain Society, 1974-1977. Vols. 1 and 2.

Landmarks of Canada. wha% Art has ‘done for Canadian History.
A Guide to the John Ross Robertson Collection.in the
Collection in the Public Reference L1brary, Toronto, Canada.

Toronto 1917.

. Lee, Cuthbert. Early American Portrait Painters. New Haven:
Yale University Press, 1929.

Lord, Barry. The History of Painting in Canada Toward a Pedple's

Art. Toronto: NC Press, 1974. 9

Lydekker, J..W. The Faithful Mohawks. ‘Cambridge, England: 1938.

MacCallum, James Dow, ed. The Letteérs of Eleazer whee1ock s
Indians. Hanover: 1932.

Ma;kénzie, J. B. The Six Nations in Canada. Toronto: ‘1896.

Mason} George C. The Life and Works of Gilbert Stuart. 1879;
rpt. New York: LenoX Hill, 1972. -
McKenney, Thomas L. and Hall, James B. The Indian Tribes of

North America. Vols. 1, 2, 3: Ed. Frederick Webb Hodge.
Edinburgh: 1933. , )

McC]inton, Katharine M. "Ezra Ames, Ornamental Painter.™
Antigues 60, {1951), 194.

.

McCoubrey, dohn W. American Art, 1700-1960: Sources and Docu-
ments. Englewood Cl1iffs, New Jepsey Prentice-Hall, 1965.

McCoy, Garnett. Archives of American Art: A Directory of Re-
sources. New York: Bowker, 1972. - '

ﬁcLanathah, Richard. Art in-America: A Brief History. London:
Thames and Hudson, 19/3.

_ | . ot

-

v
o S et n myn e .
.

res



e 88

-
i

Morgan, Henry. Sketches of Celebrated Canadians. Qhébec:
Hunter, Rose and Company. London, 1862.

P

Morgan, John Hill. -Gilbert Stuart and His Pupils. 1939;
rpt. New York: Da Cago, 1979. .

* Morgan, Lewis H. THZ League of the Iroquois. New York: 1904.

Morse, John Di Ed. Nore1ii; Martina R. Prints in and of America
to 1850.\ Charlottesville, Virginia: University Press of
Virginia 1970.

t(\‘

Morton, W. L. e Kingdom of Canada. Toronto: McClelland and
Stewart, 1970.. '

Mounthrop, Samue] Iroquois. Rochester: 1901,

0'Callaghan, E. B,  &d. /The Documentary History of the State of -
New York: Arranged under.Direction of the Hon. Christopher
Morgan, Secretary of State. Vols. 1, 2, 3, 4: - Albany: '
1849-51.

Park, Lawrence, compiled by. Gilbert Stuart: An Illustrated
.Descriptive Likt of His Works. Volis. 1 and 2. New York;
Wi1{1am'Edwin‘Budge, 1926. ’ )

-

Parmalee, Hg1en L. Beck. "Colonel Philip Van Cortlandt and the -
New York Continentals."” New York Geneological and Bio-
*  graphical Record. 5, No. 3 (1874); n.p.

. Parry, Elwood. The Image of ‘the Indian and the Black Man in
. American Art: 1590-7900. New York: 1974.

Pevsner, Nicholaus. The+Englishness of English Art.: England: -
_Penguin, 1964, -\Q’

. . %
- Piper, David, ed. The Genius of British PaXnting, London:
Weidenfeld and Nicolson, 1975. ~

w

Quennell, Peter. Romantic England: Writing and Painting, 1717-
1851. New York: Macmillan, 1970. .

Read, David B. The Life and Times of Gen. John Graves Simcoe,

. Commander of the "Queen's Rangers" during the Revolutionary
War, and First Governor of Upper Canada, Together with some
account of Major Andre and Captain Brant. Toronto: George
Virtue, 1890.

— . Lives of the Judges. Toﬁonto; Roswell and Hutchtson,

K .

Redgrave, Richard and Samuel. ' A Century of British Painters. Lon-
don: Phaidon, 1947..

'y




) , — | y
y | ow | .
Richardson, E.P. ~ American Romantic Painting. ‘New York:

E. Weyhe, 1944. ‘

Robertson, J. Ross, ed. The Diary of Mrs. John ‘Graves Simcoe
Toronto: 1934, i

o d -

— ? Romney, Rev. dJ. Memo1rs of the Life and Works of George Romney
— - London: 1830.

LY

Rutledge, Anna Wells. "Portraits of American Interest in British

Collections.” The Connoisseur. 141, No. 270 (1958),
. 266-270. A

. -

Scott, Geoffrey et al-—Private Papers of James Boswell from
Malahide Castle. Mount Vernon: *New York: Vol. 2,
1928-1934, 257-58.

Sellers, Charles Coleman. Portrait§ and’Miniqgures of Charles
Willson Peale. Philadelphia: -American Philosophical
Society, 1952.

Journal. 7, Part 2 (1975), 10-18. : L

eJ -------- . Mr. Pea1e s Museum. New York: W. W. Norton, 1980.

Sm1th John Chaloner. Brit1sh Mezzotinto Portraits. Vol. 2
Part 3: London: Henry Sotheran and Company, 1880.

,Spendlove, F. St. George. Collector's Luck. Toronto: Ryerson
Press, 1960. -

Stites, Sara H. Economics pf the Iroquois. Lancaster: 1905.

+ Sturtevant, wi11iém C. ed. Handbook of North American Indians,
//,,fofmithsonian Institution, Washington, 1978, Vol. 15.

The World of the American Indian. National Geographic Society.
.Washington: 1979. -

Thévet, Andre. Les V}ais Pourtraits et Vies des Homme I1lustrés.
1584; rpt. New York: Scholars' Facsimiles, 1973. Vol. 2.

Thomas, C. The History af North America. Ph11ade1ph1a: 1903.

Todﬁ, Ruthven. "The Imaginary Indian in Europex' Art in America.
lad

60, No. 4 (1972), 40-47.
) 1
Trudel, Jean. "Silver." Canadian Collector. (1974), 62-67.

‘\A N
---------- . William Berczy: The Woolsey Family. The Nationa]

. Gallery of Canada, 1974.
/)*-

—_ .+ . .
<€ m===-===<=, Charles Willson Peale. New' York: .Scribner's, 1969.-
------- ~--. "Good Chiéfs and Wise Men: Indians as Symbols of
: Peace in the Art of Charles Willspn Peale *  American Art

rd

P
w



L 9b

“Twelfth Collection, Lettres Edifiantes et Curieuses. Paris: 1718. .

Waldfoﬁ, Freda F. "Queen'Anne and the 'Four Kings of Canada'
A Bibliography of Contemporary Sources." Canadian His-
“torical Review. 16, (1935), 266-75. '

warburton,'George 0. The Congquest of Canada. London: Richard
Bentley, 1850, Vol. 1. . ' )

»

Wark, Robert R. ed, Discourses on Art. (Sir Joshua Reynolds).
Nev& Haven: Yale University Press, 1975. : ‘

Waterhouse, E11is. Painting in Britain: 1530-1790. England:
Penguin, 1853. .

Wehle, Harry B. American Miniatures: 1730-1850. 1927; rpt.
New York: Da Capo, 1970. . -

Weld, Isaac. Travels Through the States of North America; and &

the Provinces of Upper Canada, During the Years 1795, 1796,
and 1797. London: J. Stockdale, 1799.

JMNheeler, Robert G. "Ezra Ames of Albany (1768-1836): Painter,
g Banker, Business Man." American Collector. 16, (1947), "
6-8. i /

" Whitley, W. T. Artistsrand Their Friends in England: 1700-1799.
rpte. New York': Hacker, 1968. ) ,' .

- . Gilbert Stuart. 1932; rpt. New York: Kennedy
Galleries, 1969. .

i
!




4y e v

91

b) SPECIFIC

Books and Articles ' . i
Boswell, James. "Joseph Thayendaneken: The Mohawk Chief." ?
The London Magazine. 45, (1776) .

Boyce, Douglas W. "A Glimpse of Iroquois Culture History .
Through the Eyes of Joseph Brant and John Norton." Pro- N
ceedings of the American Philosophical Society. 117,
No. 4 (1973), 286-294.

Bryant, William C. "Joseph Brant, Thayendanegea, and his .Pos-
terity." American Historical Record.” 2, (18(3),’295.

S e ettt 20 i

Chalmers, H. and Monture, Ethel Brant. Joseph Brant: Mohawk.
East Lansing:t Michigan State University Press, 1955.

Clark, Donal F. "Joseph Brant and the Battle of Minisink.".
Daughters of the American Revolution Magazine. 113, No, 7
(1979), 785-787. - R

Cooper, Ellston A. "That Chivalrous Savage...Joseph Brant."
Maclean's Magazine. (1954), 19-50.

Cruikshank, E. A. _"Joseph Brant in the American Revo]dtion.h . - L
Transactions of the Canadian Institute. 5, (1898), 243-264,
and 7, (1902), 391-+407.

Drake, Samuel G. "Principal fvents in the Life of the Indian
Chieg Brant." New England Geneological Redister. (1848 @and
1849). “

Hamilton, Milton. "Joseph®Brant: The Most Painted Indian." 'ﬂgi'
York History. 39, No. 2 (1958), 119-133., .

Heritage of Brant. The Art Gallery of Brant. Brantford, Ontario.
July 6 - September 3, 1977. R

\
N .

-

" "Joseph Brant." Canada and Its Provinces. 4, Toronto: Glasgow
Book and Company, 1914, 712-13. .

"Joseph Brant, Thayendangegea." Canadian Portrait Gallery.
T. Magnum, (1880), 59-72. '

"Joseph Brant: The.Legend and the Man." New York History. 40,,
No. 4 (1959), 368-379. A }

"Joseph Brant, The Grand River Lands and the Northwest Crisis." ¥
Ongario History. 55, No. 4 (1963), 267-282. .

Ke-Che-Ah-Ga-Me-Que, -Brantford. Sketch of the Life of Captain
Joseph Brant, Thayendanayea. Montréal: 1872.




92
Ketchum, William. Memoir of the Distinguished Mohawk Indian
Chief, Sachem and Warrior, Captain Joseph Brant compiled

from the Most Reliable and Authentic Records. Brantford:
C. E. Stewart and Co , 1872. d

Matheson, G. M. Notes on the Life of Joseph Brant. (Thayen-
danegea). Ottawa: 1935.

Robinson, Helen Caister. "Thayendangegea - The Strong.One: The

Story of Joseph Brant." Canada: . An Historical Magazine.
2, No. 1 (1974), 43-56. ., o

-
Smith, Major Gordon J. "Capt. Joseph Brant's Status as a Chief
and Some of His Descendants." Ontario Historical Society:
Papers and Records. 12, 839-101.

Smith, Marc. J. “Josebh Brant, Mohawk Statesman." Diss. The
University of Wisconsin 1946,

Stone, William Leete. Life of Joseph Brant. Vols. I and II:
19385 rpt. New York: Klaus, 1969.

Strachan,, Jame§. "Life-of Captain Bfant." Christian Register.
(May and June 1819),-145 and 106 respectively.

f

The Many Faces of Brant: A Commemorative Portrait Exhibition

by M. Killman, U.E. Program. 1977.

Thompson,™. R. Fawcett. "Thayendanegea the Mohawk and his
Several Portraits." The Connoisseur. 170, No. 283 (1969),
49-53, -

l

Van Cortlandt, Catharine E. "An 0rigina1'Portrait of Joseph
Brant." American Historical Record. (1873), 318-19.

Wood, Louis Aubrey. "The War Chief of the Six Nations: A
Chronicle of Joseph Brant.™ 16, Chronicles of Canada.
s Toronto: Glasgow, Brook and Company, 1914.

L]

IS

e

e e




L

Y

93

2) CATALOGUES . - - -

"Carte;, Purves. Descriptive and Historical Catalogues of the

Paintings in the Gallery of Laval University. Quebec: 1908. B

-

Catalogue .of American Portraits in the New York Historical Society.
Vols., I and II. New Haven and London: Yale University Press:
1974. .

Cooke, Martha. The Four Indian Kings. Public Archives of Canada.
Ottawa. Picture Division. 1977. . I

Cummings, F. J. et al. Romantic Art in Britain: Paintings and
Drawings, 1760-1860. Phi]adg]phia: Philadelphia Museum of .
Art, 1968. '

Davis, Martin. National Gallery Catalogues: British Schoéol.
London: . 1946. , ' )

Early American Po;tra\ts. The Newark Museum, 1947.
-« \

.Elam, Charles H., ed. The Peale Family: Three benerations of

American Artists. Detroit Institute of Arts: Wayne State
University Press, 1967. :

Fredrickson; N. Jaye and Gibb, S. The Covenant Chain: Indian
Ceremonial and Trade Silver. National Museums of Canada,
Ottawa, 1980.

Gilbert Stuart, Portraitisf 6f the Young Republic: 1755-1828. v
Meridan, Connecticut: Meridan Gravure ‘Co., 1967.

Heritage Kingston. Agnes Ether1ngton Art Centre Queen’s Uniy °
versity. June 3 - October 28, 1973

Hirsch, Richard, Introduction by. The World of Benlgm1n West. K
Pennsyivania: Allentown Art Museum, 1962 ;

Honour, Hugh. The European Vision of Amer1ca. The C]eve]and
Museum of Art, 1976: ' & -

Hubbard, Dr..R.H. ‘Catalogue of the National Gallery of
Canada: Canadian School III1. Qttawa, 1960. -

Jefferys, Charles W. comoiled and annotated by. A Catalogue
of the Sigmund Samuel Collection: Canadi.ana and Americana.
Toronto: 1948,

EN

Kimball, ?1ske. ’Benjamjn west§ P.R.A.: '1738-1820. Phila-
delphia Museum of Art, 1938. j‘

Middendorf, J. William and Shadwell, Wendy J. Printmaking:
The First 150 Years. New York: Museum &% Graphic Krt
- 1969. .

[

© e

e on
“
.

o Farones w1



3

94 N , R L

Miller, Lillian B. In the Minds and Héarts of the Paople: Pro-
/ logue to the American Revolution, 1760-1774. Boston, Mass.:
New York Graphic -Society, 19M. TSN

Montgomery, Charles F. and Kane, Patricia, eds. Art, 1750-1800:
Towards Independence. The New York Graphic Sogiety, 1976.

Painfings and Miniatures at. the Historical Society of Pennsylvania.
Philadelphia: The Historical Society of Pennsylvania, 1974.

~

Parke-Bernet Ga]]er1es Inc. The Important Coliection of Nogth
American Indians by Charles Bird King (1785-1862). -Property
of the Redwood Library and Athenaeum, Newport, Rhode Island
New York: 1970. Q

-

Sadik, Marvin S. Colontal and Federal Portraits at Bowdoin o
College. Brunswick, Maine: Bowdoin College Museum of Art,

1966. , -

Sewe]l, Darrel intro. Philadelphia: Three Centuries of
American Art. Philadelphia Museum of Art, 1976.

Smith, Robert C. The Noble Savage: The American Indian in Art.
Philadelphia: University Museum, 1958.

. . 2

Sotheby and Co. (Canada) Limited. Watercolours, Prints and Maps
from the.Collection of Canadiana Formed by the Late Robert W.
- Reford of Montreal. 1968 Y

Style, Truth and the Portra1t. The Cleveland Museum of Art, 1963.

Sweeney, J. Gray, . Themes in American Painting. G;and RaQids,' '
Michigan: Grand Raplds Art Museum, 1977. ‘ :

The ‘Arcadian Landscape Nineteenth-Century American Painters
in ItaTz Lawrence, Kansas: The University of Kansas Museum

, 1972. » . . ’ ) [\I_,,

The Painter and the New World. The Montreal Museum of Fine Arts,
1967. .

Trudel, Jean. Silver in New France. The Natiofal Gallery of
' Canada, 1974 : T

Ward, Humphry, and Roberts, W. Romney. Catalogue Raisonné.
London: Thos. Agnew and Sons (New York, Scribner's Sons. |

. 1904). (
Wilson, Simon. British Art: From Holbein to the Present Bay. /
London: Tate GaTlery, 1979. /
, < "
N .

iy



e n e ————RIETALI g o S oy
R
. . R
>
-

xxi ¥ |

. - ALPHABETICAL LISTING OF ARTISTS

Co ~
PAINTINGS AND ‘DRAWINGS

;

Anonymous
Anonymous

Ames, Ezra

* Berczy, William .

Qalfon, Susanna
Jefferys, Charles W.
Peale, Charles Willson
Romney, George -

Stuart, Gilbert

Ainry Bone after

Gilbert Stuart?

Samuel Wale after
Gl1bert Stuart?

West, Benjamin

) i" 1
oil

oil ' .-

) oil

watercolour
watercolour
oil?

oil

.01

0il

watercolour

peﬂ and ink
oil

oi] °

oil

0%1 ’
oil.—

oil
enamel on

copper,

crayon

‘watercolour

cat.
cat.
" cat.
cat.
cat,
-cat.
cat.
cat.
cat;
c;t.
cat.
c@;u‘nd.
cat.
cat.
cat.
cat.

cat.
cat.

cat.

_cat.

no.
no.
no.
no.
no.
no.
no.

no'

no

no.

no.
no.
no.
nq.

no.

no.

no.

.no.

no.

42
43
33
aa
45
46

48
-49

35
32
11
25
26
27
28

29

31
30

47

12




S xxii _
. / .
. GRAPHIC ART . o

engraving after
‘an original in
the possession
of James Boswell,
Esq.

Anonymous

After.Ezra Ames engraving
. i . engraving
engravingkq
co]our‘lithograph
» photogravure
Ralftone
halftone
After Georg ’Romney ‘ stipple engraving
;/F\\'//[ i - ‘ line engr'av.ingﬂ~
\ ‘ _ engraving
: ' meziotiﬁt -
.\chromolithograph
colour lithograph
So1oured print
print
photo process’
halftone o
‘unstated

cat.

cat.
qat.
cat.

cat.

cat

cat.
cat.
cat.
cat.
cat.
cét.
cat.
cat.
cat.
cat.
ﬂ cat.
cat.

cat.

no.

no.
no.
no.

no.

. no.

no~.
no.
no.
no .‘
no.
no.
no.
no.

no.

no.

no.
no.

no.

34

36
37
38

39

4n

4]
13

14
15
16
17
18
19
20
21
22

23

e




\‘\f‘ [y
i)
! 11 Ricjol
/ e(‘ ey z !
~~ZE\el
Ly
, SCALE OQF' MILES

of the Iroquoinn tribes in 1525 A.D. Based gnrt]y on map

Approximate distribution

in Beauchamp, W. M.: “A History of the New York Iroquois”; N.Y. Btate Museum,
Bull. 78, The boundaries between the Huron, Tobacco, and Neutral nations, and
what tribe or tribes controlled the north shore of the Gt. Lawrence river, are not

known.
Fig. 1. Map Indicating Approx-
imate Distribution of
the Iroquois Tribes

in 1925
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