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ABSTRACT

Plateaus of Freedom:
Nationality, Culture and State Security in Canada, 1927-1957

Mark Kristmanson, Ph.D.
Concordia University, 1999

This thesis examines the relationship between national culture and state security in
mid-twentieth century Canada. Using records opened through Access to Information it
challenges received interpretations regarding the origins of official multiculturalism and
federal cultural institutions. Drawing a distinction between nationalism and nationality, it
argues that Canada’s ‘national culture’ evolved continuously with the grid of national
security states. The argument proceeds by way of micronarratives and close archival
readings of textual and audio-visual sources.

Part 1 asks how landscape was inhabited, culturally? Aboriginal artforms and
European landscape art are juxtaposed with military reconaissance and ‘remote sensing’ to
trace the formation of a ‘citizen-observer’ attuned to the nation’s need for protective
sentience. Painter A.Y. Jackson’s 1927 Arctic Patrol marked a limit in that subjective
construction; Grey Owl's residencies in National Parks gestured towards an alternative
cultural inhabitation of landscape, questing beyond aboriginal or settler stereotypes for a
hybrid mode of observation.

Part 2 argues that multicultural states are, of necessity, security states. Political
theory grounds special rights in cultural specificity but it disavows concomitant security
measures directed towards ethnocultural minorities. Liberal and poststructuralist theories are
counterposed to inquire why there was no right not to be a citizen. Culture and security
formed a conceptual device, sensing and regulating ‘alien’ phenomena, but also producing a
‘state’ of anxiety marked by official secrecy and compromised civil liberties.

Canadian Multiculturalism derives from wartime security concerns. Idiosyncratic
British Intelligence veteran Tracy Philipps embarrasses nationalist historiography by
connecting Canada’s early multiculturalism policies to an anglomorphic censorship-
propaganda-intelligence complex. During the National Film Board’s 'red scare' (1948-53),
the RCMP misrecognized the NFB's security dimension even as Norman McLaren’s 1952
Oscar-winning Neighbours obliquely pointed it out.

Whenever culture and security intersect, citizens ‘remember-to-forget’. In Part 3,
counterintelligence expert Peter Dwyer’s amateur play delineates two forms of secrecy and
solves a riddle concerning suspected spy Harry Dexter White. Dwyer drafted legislation to



found the Canada Council even as he shaped the emerging security state. His role in the
1945-46 Gouzenko Affair suggests that, contrary to prevailing accounts, the defection was a
propaganda coup inspired by British Intelligence. Despite catastrophic consquences of Cold
War for ‘progressivism’, the Canadian activities of performer/activist Paul Robeson opened
a “third space” between nationality and nationalism.
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INTRODUCTION

Nor will it, I trust, be deemed presumptuous on the part of a man of humble and
obscure condition to attempt to discuss and direct the government of princes; for in
the same way that landscape painters station themselves in the valleys in order to
draw mountains or high ground, and ascend an eminence in order to get a good view
of the plains, so it is necessary to be a prince to know thoroughly the nature of the
people, and to be one of the populace to know the nature of princes.

Niccold Machiavelli, The Prince

In a small, wood-panelled dining room in the Ottawa Press Club a dwindling group
of retired security intelligence officials, along with some of their counterparts who once
served in branches of the state's cultural agencies, meet weekly for lunch, as they have since
the 1950s. Invited to sit in, I hear them reminisce, exchange opinions on current affairs, and
tumn over a few well-chewed enigmas. One former External Affairs man explains the exact
status of the Saarland in 1938-39; another marvels at the lax security in the present Privy
Council Office. Despite long familiarity there is an air of formality. Occasionally a flash of
steel in the repartee serves as a reminder that these men (they are all men) once wielded
considerable power. My interest is in one of the founders of this lunch group, Peter Dwyer,
now deceased, and for a moment their eyes turn to me as [ wonder out loud about his dual
role in Canada's national culture and state security, and how one realm extended into the
other. After a pause, someone says "Well, Dwyer was a remarkable fellow," and another
mumbles, "cultural attachés? No, no . . . passport officers," and the conversation moves on.

Afterwards, a man who once directed the Royal Canadian Mounted Police's Security
Service shakes my hand. Fixing his steely eyes on me, he says, "Kristmanson . . . that's
Icelandic."

"No," I reply, "Canadian.”

"Well,"” he smiles, "we watched your traffic.”

He meant that the secret Communications Branch of the National Research Council
(CBNRC) had intercepted and decoded the Icelanders' wireless transmissions during his
years with the Intelligence section of the Canada's Department of Extemal Affairs. And
though the remark was offered lightly, it stayed with me. [ understood then that my name
marks me as "already-different” in the gaze of Canada's state security apparatus. It is a style
of thinking--indeed, a political rationality or a cultural logic—-of which I had either been
innocent, or else chose to forget. It is only a slight exaggeration to say that this prompted
me to look closely at intelligence and national security in what was slated to be a more
conventional treatment of culture and citizenship in twentieth century Canada.

1



Five years later, as [ approached the end of this project, I happened to see the man
again, aged but still dapper. I observed him turning a corer on to Sparks Street with a
spring in his step, making his way to the weekly lunch party. The spring in his step reflects
his status in the secret world: it is the step of "the man who knows," and for whom the
restricted realm of secret knowledge is both sufficient and satisfactory. It is the step of a
man whose natural adversaries have not only been laid low, but so deeply internalized as to
be almost beycnd remembering.

There were others inside this magic circle for whom the space of secrecy was
insufficient, who regretted the intellectual shut-down induced by the Cold War, who felt
disgust at the silent civil struggle that purified the state's apparatuses of internal dissent.
They watched their 'secret society' tum itself inside out to create a society of secrets.
Certainly the cultural anomie of Canada’s first post-Cold-War decade has justified their
uneasiness. For my part, during the intervening years I have come to know more about them
and their shadowy world than I thought one could; more than most people would want to.

Styles of Retrospectivity

The style of retrospectivity I have cast through the following pages seeks to
reauthorize memories and states of affairs that never 'made it', historically. These data never
were integrated in the State’s processing of its own history. For the most part, the narratives
which follow are composed of documentary debris, but debris, I suggest, still encoded with
historical potentials, still attracting alternative modes of retrospectivity. And if such
potentials have been (and will remain) unrealizable it is not because they were utopic, and
gestured towards unattainable horizons. On the contrary, they show that the ‘horizon’
metaphor, like the ‘nation’ metaphor, are diversions from the immediacy of historical
potential to its specific locale--it is a style that imagines there might be immediacy of such
intensity that it annihilates the very representational space of what is commonly recognized
as ‘History’.

This retrospective potential for historical signification depends on readers. It trusts
that borne along in history's dispersed freight are disused, outmoded, perhaps even
censored, protocols of reception. It chances that in their solitary wanderings readers carry
not only maps to convey them through unfamiliar landscapes, and a novel or two for
reassurance in some dark pass, but also, rattling loose in the bottom of their packs, what
Michel de Certeau calls “the seeds of alternative traces.”! This retro-potential is not
directly "activist"historical writing only rarely can be--but nonetheless these seeds may yet

1 Michel de Certeau, Heterologies: Discourse on the Other (Minneapolis: University of
Minnesota Press, 1986), 186.



have the potential to reactivate, and this will be necessary to the invention of socio-cultural
realities adapted finely to their time and their place.

The three parts of this thesis are concerned with such potentialities.

Part [, “Dwellers and Occupiers,” recounts two stories, one of an Arctic voyage,
and the other a tale of Grey Owl, the sole aboriginal person invited to live inside a
wilderness park. I will argue that a visual regime of 'landscape perception’ was part of the
protective sentience of national culture, constituting viewing subjects both through the
subjective gaze of landscape painting and the cartographic grid of the airphoto map.
Furthermore, this regime was gendered and racialized as a set of norms tuned to render
'difference’ into the visible spectrum.

The painter A.Y. Jackson stayed with my great-grandparents when he visited
Hazelton, B.C. with Edwin Holgate in 1926. My grandmother was then a young girl, but
she remembers Jackson clearly for his odour of stale cigarette smoke. In his autobiography,
Jackson reports:

One day Holgate and I were making drawings of the Indian grave houses at
Hazelton. They were made of wood and were of odd design. Inside were placed all
kinds of objects the deceased might have use for in the spirit world . . . . A Negro
with his arm in a sling came to watch us work . . . . Anxious to impress on me the
fact that he was not an Indian, he said, "Sir, I was the first white man in Hazelton."

One of the objects in the grave house was a broken sewing machine, and this piece
of technology reminded Jackson of a previous visit to Hazelton with anthropologist Marius
Barbeau. In a complex negotiation with a native shaman, Barbeau traded his voice recorder
for masks and rattles "covetted for the National Museum." It was a contest over two forms
of mimetic power: "The recording machine excited the medicine man; he quickly realized
that his waning power might be bolstered up by it."2 Barbeau knew that possession of these
artifacts also conferred a form of knowledge/power.

Writing of the early contact period, Stephen Greenblatt associates such transactions
with Europeans' "intense dream of possession," adding that while he found "almost no
authentic reciprocity in the exchange of representations between Europeans or peoples of
the new world, no equality of giving or receiving . . . still, there is always some degree of
mimetic circulation."3 Race, ethnicity, history, anthropology and this mimetic rivalry
circulate uneasily through Jackson's account; it is as if Jackson had to (ethnically) cleanse

2 A.Y. Jackson, A Painter's Couniry: The Autobiography of A.Y. Jackson (Toronto: Clarke,
Irwin, 1958), 89.

3 Stephen Greenblatt, Marvelous Possessions (Chicago: University of Chicago Press,
1991), 121.



the painted landscape of aboriginal figures because the national scheme of representation
and observation was not yet stable enough to see itself in 'multicultural' terms. Perhaps it
was as much the result of cognitive crisis as cultural imposition that aboriginal presence in
Jackson's Skeena sketches is rendered as already-extinct, and of solely museological
interest.

The 'Complex’

Part II, “The *State’ within the State,” sets liberal theory and cultural nationalist
historiography on edge to outline a ridge of pressure between national culture and state
security. Its pattems of disjuncture and continuity are traced through the wartime
development of multiculturalism and the post-war 'security scare'. A censorship-intelligence-
propaganda complex that formed during the Second World War is understood here both as
an institutional instrumentality and a pathological 'complex".

The National Library of Canada, through whose good auspices much of this
research was conducted, is an easy place to locate the "state" within the state. It requires no
more than sitting at a reference terminal and checking the holdings of periodicals published
in minority languages. One finds an astonishingly rich collection that spans much of the
twentieth century. Casual browsers must be impressed with a liberal multicultural ethos so
even-handed that an almost complete set of minority language publications exists in its
National Library, alongside the majority-language collections.

The Archives' own archive corrects this impression. The story begins in 1926 when
RCMP Commissioner Courtland Starnes wrote to the Dominion Archivist, Arthur Doughty:

[ have among my records . . . a certain number of newspapers, most, though not all,

of a more or less subversive nature. They are pressing upon my accommodation and
it has occurred to me that you might like to take charge of them.*

Another load arrived in 1928, and yet anaother in 1933. Deputy Commissioner J.W.
Spalding advised Doughty that he "had the honour to send by police truck, as of ultimate
interest to yourself, a number of bundles of more or less seditious publications . . . . It has
occurred to me that it would be advisable to preserve them for the future."

In November 1951, the National Archivist received another "secret" RCMP
communication:

During approximately the last ten years, this Force has been in receipt of a large

number of foreign language newspapers published in Canada. They are comprised
of Communist and Nationalist publications, In the latter case, the majority being in

4 RG 37 vol. 49, file 60-3-RCMP, C. Starnes to A.G. Doughty, 14 Dec. 1926; On 19 Mar.
1928, Starnes offered Doughty a further "considerable accumulation” of material.



the Ukrainian language. The communist papers are in the languages of various
prominent ethnic groups in Canada.

2. For the years up to 1950, we have practically a complete set of duplicate issues.

3. We have a considerable amount of Italian material in the forms of books,
periodicals and newspapers of a Fascist nature.’

That such a rich research resource for cuitural history exists only because
ethnocultural communities were the objects of the liberal state's distrust and surveillance
presents one face of the culture-security paradox. The xenophobic and suspicious mounted
policemen were, equally, the sensitive custodians of materials for a plural, multilingual and
non-cultural-nationalist history.

Ignoring the Sky

Part III, "Remembering-to-Forget," confronts Canada's national culture with its
secrecy and amnesia, reopening the question of how the Left was collapsed after 1945, and
the way emergent cognitive models were, as one vigilante historian puts it, "thrown forcibly
into the dustbin.” In 1954, CBC Chairman Amold Davidson Dunton addressed a
convocation at the University of Saskatchewan.5 Ten years earlier Dunton had been John
Grierson's protégé, succeeding him as head of the Wartime Information Board. With some
discomfort, Dunton had adapted himself to the post-progressive era, taking over the CBC as
Wartime Information staff were absorbed into the various information-related government
departments. In his 1954 address, "Freedom for Whom?" Dunton laid out the liberal
dilemma: how to defend the West's cherished freedoms while still reining in Canadian
communists who exploited such freedoms hoping to wreck liberal democracy. "Right within
our own borders communism works to beset and bedevi! the cause of freedom," beguiling
people with falsehoods, and tainting worthy causes by infiltrating legitimate organizations:

What do we do?. . . If we tried to ban expression of even just the fundamental

doctrines of communism we still could not escape the fact that we would be putting

a restraint on thought and discussion. Once a society starts banning mere discussion
it can hardly call itself free.

At the same time, "we know the communists are actually partners in a long range plot” to
destroy freedoms: "This is the dilemma of our kind of democracy.”

Dunton cautioned that capitalism and progress have their dangers, too. The rise of
mass communications, he acknowledged, had concentrated the means of information into

5 Ibid., 8 November 1951.

6 A. Davidson Dunton, "Freedom for Whom," Convocation address, University of
Saskatchewan, 14 May 1954, (Toronto: CBC, 1954). National Library of Canada.



just a few hands. No one can avoid the fact that broadcasting "is monopolistic by nature,”
and that its commercial imperative tends towards censorship: "you might as well try and
ignore the sky," he said. Therein lay the importance of the CBC as a safeguard to free
expression, he said, "free from any government control," adding that "we in it are very
conscious of our responsibility."

Dunton did not burden his audience with the details of how he discharged this
responsibility, even though a degree of anguish underscored his words. He mentioned
neither his suppression of a programme concerning Igor Gouzenko’s defection in the
winter of 1946, his substitution of the topic "Have We Freedom of Expression in the
Press?” with "How Could Canadian Radio Better Serve the Public Interest?” in order to
“avoid distortion,” nor his acquiescence in the purging of Sally Solomon and Stuart
Griffiths from the CBC's International Service in 1948. He was silent on the cancellation of
Rimsky Korsakov’s opera May Night in 1952 at the behest of the RCMP's John Leopold
and the internal ban on Paul Robeson appearing on CBC programmes.” Nor did he point to
examples where he had risked defending a person or a programme as he would with
headstrong producer, Ross McLean. Instead, Dunton called for greater "public
understanding and interest,” granting the CBC the widest mandate possible under the
circumstances, and for Canadians to trust its executives to fairly represent the spectrum of
opinion. "The first safeguard for free movement of ideas to people by mass means," he
intoned, "should come from the sense of responsibility of those who control the means."
This “trust our secrecy” formulation was the best he could offer the students, but he
wamed them: "at the university you have known a freedom of the mind that you may not
quite know again."

By the time Dunton presented a convocation address on the same theme at the
University of New Brunswick in Fredericton three years later, the cultural nationalist

7 NAC RG 41, vol. 200, file 11-18-11-41 pt.2, “Citizens' Forum,” F.W. Park to A.D.
Dunton, 21 February 1946: when Park objected to Dunton’s “intellectual contraceptive,”
Dunton replied, on 27 February, that cancelling the “broadcast on Canadian relations with
Russia . . . is right because . . . it would be unreal . . . without bringing in the current spy
business,” adding, on 4 April: “to substitute [the topic of the United Nations in place of
Canada’s relations with Russia] is likely to be helpful rather than harmful to sensible
judgement on the part of the public”; A.D. Dunton to E. Bushnell, 13 December 1946,
advising title change; Arthur Siegel, Radio Canada International: History and Development
(Oakville, Ont.: Mosaic, 1996), 99-101, recounts the Solomon-Griffiths firings; NAC RG
146, ATIP 96-A-00119, RCMP file, "CBC - TV Programs," J. Leopold to file, 9 May 1952:
“he realized that if the CBC proceeds . . . it may lay itself open to charges of [assisting] the
Communist inspired campaign to celebrate the 100th anniversary of the death of Gogol . . ..
Asked what he should do, the undersigned [Leopold] ventured to suggest that if he were in
[Dunton]’s shoes he would cancel the contract to avoid any unpleasant repercussions.”



dispositif has resolved the internal tensions that marked the earlier speech.8 Gone are the
direct references to communism. The word is not mentioned at all. Rather Dunton is
concerned to give the word 'freedom' a new inflection, and his question "Freedom for
Whom?" is answered by the title of his new speech: "Freedom for Minds." With the official
launch of the Canada Council just three months away, Dunton let the students in on the new
line of thinking.

He introduced it by stages. First, he allowed that the universities were islands of free
thought, but ones which were greatly affected "by the surrounding mental climate." He drew
a metaphor from fluid dynamics: "ideas flow in the society around [universities] as well as
within their own confines."” The rise of mass communications is a part of human progress
that cannot be undone; to say so "is like saying the flow of the St. Lawrence River should
be reversed." Between 1952 and 1957, sixty percent of Canadians had invested close to a
billion dollars outfitting themselves with televisions, and they "appear to be spending well
over twenty hours a week watching them." The danger of concentrating media ownership in
a few hands ought to be obvious, he said, and he stressed the importance of public
broadcasting as the bastion against the possibility of "thought control.”

Dunton had cleared the stage for his new concept of "freedom,"” which he defined
as "the opportunity for Canadians effectively to communicate among themselves through
the airwaves." There must be the freedom, he said, for "the output of Canadian minds to
circulate among Canadians." It was a credo that would occupy cultural politics in Canada
for the next three decades, painting over the rich mural of dissent left over from the
progressive era.

The Conspiratorial Text

Parachuted into the middle distance of a historical vista, the interdisciplinary
historian wanders outward in concentric rings, eschewing the comfortable spatial orientation
of the Quattrocento perspective that foregrounds objects against a unified background and
historically-scheduled time. Aurally, a kind of textual 'echo-location' gives some sense of the
surrounding environment. Restricted to what one can know immediately, the terrain easily
can seem like a landscape of conspiracy, a fearful and suspicious space in the political
unconscious. Merely taking the jump into a restricted zone of information betrays one's
desire for some alternative solidarity.

Yet, the embarrassment of transgression can be productive in unexpected ways. As
Fredric Jameson writes:

8 A. Davidson Dunton, "Freedom For Minds," Founder's Day address, University of New
Brunswick, 28 February, 1957. National Library of Canada.



the 'conspiratorial text' . . . whatever other messages it emits or implies, may also be
taken to constitute an unconscious, collective effort of where we are and what
landscapes and forces confront us in a later twentieth century whose abominations
are heightened by their concealment and their bureaucratic impersonality.?

With the conspiracy genre, he continues, "it is the gesture that counts.” Definitive
proof of any conspiratorial hypothesis is less important than "the intent to hypothesize, in
the desire called cognitive mapping--therein lies the beginning of wisdom." At some "deeper
level of our collective fantasy . . . we think about the social system all the time, a deeper level
that also allows us to slip our political thoughts past a liberal and anti-political
censorship."10

Past or future conspiracies are of less interest than the self-organizing intensification
of nationality in the middle decades of the twentieth century. The resolution of the Second
World War in something new called Cold War accelerated Canada's transition from British
Dominion to sovereign nation. But underlying these giant swells, and to some extent
irrespective of them, a tidal rise of nationality discreetly regulated cultural differences
through an era of decolonization, rapid population movements, accelerating informatics and
mass communications. By mid-century, one finds a rich paradox of the new Canadian
nationalism proclaiming its sovereign uniqueness even as the silent isomorphism of
nationalify enmeshed its citizens in the postcolonial international grid of security states. The
immense intellectual concentration on the “problem” of nationalism since 1989 is a
fascinating indicator of a severe disturbance that slowly, almost imperceptibly, is
repoliticizing the liberal meta-discourse of nationality, a regime that went unchallenged
through the Cold War.

Deep Furrows

The restrictive inclusion of French- and English-Canadian relations in what follows
is not accidental. It has long been the practice to cultivate Canada's political landscape with
this low-level pastoral feud, sowing acre upon acre with the stubbly grass of residual
colonial conflict. If the cultivation metaphor can be permitted one final harvest it must be to
say: "move on, the soil is exhausted!" Like Joni Mitchell's "hissing" summer lawns, or
electronic "noise" plaguing a public address system, Canadian discussions of nationalism
and constitutionalism have hissed, hummed, buzzed and squawked for more than a century
over this question. As decades passed, while trouble-shooting constitutional technicians

9 Fredric Jameson, The Geopolitical Aesthetic: Cinema and Space in the World System,
(Bloomington: Indiana University Press and BFI Publishing, 1992), 3.

10 1bid., 9.



sought to eliminate noise in the finicky national sound system, and ideological lawns were
kept ever more closely-cropped, somehow it became convenient never to start the show.

Arcing landscape, electricity and government suggests that the electrified political
landscape is a larger metaphor for modernity and the Euro-occupation of North America.
In this vein, Pierre Popovic diagnoses a suppressed strain of modernism in "Duplessisme,”
that is, the era of Quebec politics immediately prior to what is usualily thought of as the
Quiet Revolution.!! In the popular sayings of the arch-conservative Premier Maurice
Duplessis, who governed Quebec with an iron fist in the 1940s and 1950s, electricity was a
ready theme. "Electeurs, électrices . . . électricité!" he was likely to shout; and once, upon
learning that the head of a Quebec hydro-electric consortium, Mr. Watt, did not speak
French, he quipped: "So, he's no kilowatt."!2 Popovic's analysis of Duplessis' calembours
locates a modernist and capitalist affinity that troubles Charles Taylor's theory that a "deep
diversity" persists between French and English Canada.!3 From aboriginal, ecological,
ferminist, gay, marxist, postcolonial, or any non-centrist perspective, it seems deep complicity
better describes both the theory and the historical relationship it privileges.

Problems of Scale

It does seem that the space for consciously-formed critical hypotheses has been
assigned an extremely narrow bandwidth in public culture. Surely one task of
interdisciplinary inquiry is to decompress it and open up spaces for such hypothesizing.
For this reason, the problem of 'scale' is crucial in sizing history to hiuman modes of
comprehension, rather than those of Gods, intelligent machines or Princes. Indeed,
Machiavelli makes this connection in the passage above when he associates techniques of
landscape observation with the art of governing populations.!4 It is a mutual regard through
which members of a population see and know the Prince to be the governing entity which

11 Pierre Popovic, "Le duplessisme,” in his La Contradiction du poéme (Editions Balzac,
1992), 134.

12 [bid., 135.

13 Charles Taylor, Reconciling the Solitudes: Essays on Canadian Federalism and
Nationalism (Montreal/Kingston: McGill-Queen's University Press, 1993). Taylor allows
that not all political cultures may be subsumed under an overarching national culture. He
views divergent strains in liberal thought between French (collectivist) and English Canada
(proceduralist) as an instance of "deep” diversity. This "second-level” diversity is opposed
to “first-level,” and presumably “shallow,” multicultural differences subsumable by the
Charter of Rights and Freedoms. He veers close to defining as deeply diverse only those
groups which actually threaten the nation’s temritorial base, even though clearly there are
profound and less commensurable “differences” which do not.

14 Niiccold Machiavelli, The Prince (New York: Mentor Classics, 1960), 32.
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knows them better than they know themselves. Conversely, one of the populace will know
better than the Prince or Princess the gap between his or her lofty rhetoric of civility and the
actual exercise of power. Five hundred years on, the techniques of imaging and observation
are vastly more sophisticated, but the essential disposition of state authority, population and
territory remains in force.

Representations of history often impute a reader of colossal proportions, lvoking
down from the highest possible "eminence." Cliometricians scale their writing to 'cyborgs'
—rendering statistical patternings in human societies as if for some great human-watching
machine. The political historian likes to scale historical representation to the ratio of the
State and its national territory, in its relation to other states and territories. Intellectual
history often matches itself to the spatio-temporal signature of a given disciplinary
formation. At the other end of the telescope, the minutiae of microhistory is scaled to an
insect-reader who may find it hard to define larger formations in the bewildering complexity
of the extreme close-up.

Can narratives be configured in scales that usefully characterize human historical
actors for human readers? It is from such intimate aural and spatial locales, I suggest, that
the loose seeds Michel de Certeau mentions might be reactivated. And yet there is a
tendency as one approaches biography to fetishize the subject as a freely choosing agent,
unconstrained by social forces. Reverting to "human scale" need not mean returning to the
sovereign subject of idealist history; rather the de-centred historical subject is rendered in a
scale consistent with one's own sense of de-centredness.

A second reason for emphasizing a human scale is that [ do not apply a
programmatic multi-disciplinary template to the set of historical data. Rather, the historical
characters who emerge from the archive into this text were themselves, with one or two
exceptions, interdisciplinary actors of one kind or another. The epistemological
foundations shift in accordance with their at times flagrantly anti-systematic concatenations
of specialized knowledge. Nationality’s mode of representation, constricted by its own
disciplinary precepts, thus recedes, decompressed to restore the wider play of lived
subjectivity with its narrative authority. It is a gesture, at least, towards a historiography that
conserves the real from the virtual, cultures from bureaucracies and intelligent machines, and
memory from the civic imperative to forget.



PART ONE

DWELLERS AND OCCUPIERS



Explorers, tormented by a sense of the unreality of the unseen, are first:
pioneers and traders follow. But the land is still not imaginatively absorbed,
and the incubus moves on to haunt the artists.

Northrop Frye, 1940

The image of a landscape void of human presence precedes the apparition of
specially designated human figures prominently occupying that picture space . . . .
Expressed in a Foucauldean way, a structure which began to emerge as an unnamed
and vague space toward the latter half of the nineteenth century, became a fully
articulated system of representation called the wilderness, possessing an
iconography and prescribed codes of conduct. Wilderness, in short, became a
disciplinary practice, one that required . . . both the marginalizing of aboriginal
presence from the land and the disappearance of aboriginal presence from
representation.

Jonathan Bordc., 1992



CHAPTER ONE:
MASTS, TOTEMS, ANTENNAS

Landscape is invisible, because the more we absorb it, the more we lose ourselves in
it. To be fully in the landscape we must sacrifice, as far as possible, all temporal,
spatial and objective precision . . . . In the landscape we cease to be historical beings,
i.e., beings objectifiable to themselves. We are dreaming in broad daylight with our
eyes wide open.

Erwin Straus, The Primary World of Senses, 1935.

How is territory inhabited, culturally? In proposing this question I have in mind to
filter the signifier "culture" just for its connotations of protection and collective security,
scanning the archive for an elusive paradox on the hither side of 'national history'. The
question takes shape in the scission between pecples' embeddedness in a landscape and
their alienation from it, their rootedness in an immediate terrain but also the dispersal of
lived subjectivities across geographies of governance and protection. Since any human
occupation of territory is effected and maintained by a certain degree of force, the following
readings willy niliy disclose the control of space and time by men versus women, by culture
versus anarchy, technologies versus bodies, legitimate versus vulgar taste, homesteading
versus wildemess living, colonization versus diaspora, all the way up to selective internments
and ethnic cleansing. Indeed, in the last instance, the question of cultural inhabitation of a
landscape passes over into the infernal logic of war and conquest to concepts such as
lebensraum and, ultimately, 'Final Solutions'.!

Plateau Music

Yet, the proposed series —nationality, culture, security—-is directed not towards
twentieth-century Europe, but rather its peaceful Canadian hinterland: a plateau of relative
calm where ambient tensions may be sensed at lower thresholds, and where cultural
inhabitations of landscape can be traced according to shifting modes of landscape
perception. Before the advent of the‘national security culture’, Wendy Wickwire records

1 On the spatial patterning of masculine domination of the modern metropolis see Elizabeth
Wright, The Sphinx in the City: Urban Life, Disorder and the Control of Women (London:
Virago Press, 1991); for the depredations of empires and their dislocations see Edward
Said, Culture and Imperialism (New Y ork: Vintage Books, 1994); for an account of
struggles over the last vestiges of British wilderness see E.P. Thompson, Whigs and
Hunters: The Origin of the Black Act (New York: Pantheon, 1975); for European impact on
North American landscape see William Cronon, Changes in the Land: Indians, Colonists
and the Ecology of New England (New Y ork: Hill and Wang, 1983).
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that sh-peent-fum and his wife predicted the arrival of Europeans in British Columbia’s
lower Fraser Valley prior to their actual appearance. In Plateau music, according to
Wickwire, there was no “built-in tension . . . which must be arbitrarily resolved.” Before
the occupation, Coast Salish guarding power was invoked through song as vocalized by a
warrior. Other songs were carriers of community and of collective memory. As one Native
woman put it: “the happiness gets right in your heart, and your whole system.” On the
other hand, Euro-occupation gave rise to “homelessness songs,” a wistful genre in Plateau
music expressed in the open-ended and irresolvable pentatonic scale.2

Interdisciplinarity

This question I have posed might lend itself to a strictly disciplinary reading, say in
historical geography, anthropology or cultural history, or it might be adapted to a
programmatic cultural studies critique on the race-class-gender grid. Indeed, resistance to
dominant cultures of occupation can be traced and mapped according to feminist,
postcolonial, and/or marxist perspectives. Yet, what purpose do such analyses serve if they
simply assert that human relations are so many 'social constructions'? On one hand, Michael
Taussig points out, demonstrating the "social construction” of historical phenomena—"the
invention of tradition"--as an end in itself only results in a conundrum: "for in
construction's place--what? no more invention, or more invention?"3 On the other hand, it is
worth recalling that Michel Foucault, whose writings helped move "social construction”
theories into the research agendas in the social sciences and humanities, warned against
merely explaining "power" to power, and so simply enhancing the grip of hitherto dominant
formations. In the following pages I will not argue merely that "nationality" structures the
cultural occupation of territory. That is a given. Rather I hope to ventilate a stale air of
inevitability about that social construction.

Scholarly disciplines in the humanities and social sciences routinely accommodate
sectoral 'oppositional' studies, but it appears that much research and analysis ultimately
serves to refine the disciplined knowledge of territorial occupation. There is patient
investigation of political and family organization, climate, surveying and cartography,
transportation, military and civilian technologies, sexuality, food, economics, psychology,

2 Wendy Wickwire, "To See Ourselves As the Other's Other: Nlaka'pamux Contact
Narratives," Canadian Historical Review 75:1 (1994):1-20; and her “Cultures in Contact:
Music, the Plateau Indian, and the Western Encounter,” Ph.D. Thesis, Wesleyan
University, 1983, 246, 279-81.

3 Michael Taussig, Mimesis and Alterity: A Particular History of the Senses (New York:
Routledge, 1993), xvi.
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aesthetics, policing and governance, to name just a few. These specialized knowledges
accumnulate within a nationalist epistemology produced by the State, as Hegel directed, in the
very progress of its own being. In return, such specialists are called upon first to firm up
public consensus on any issue that touches the state's interest.

Interdisciplinary studies face an epistemological dilemma: how to "add" knowledge
without "accumulating” it? How to predicate knowledge differently without it simply
disappearing for lack of an authorized position of enunciation, or else seeing it re-integrated
as a new sub-discipline? Overcoming this dilemma is not so impossible as it sounds, but
nor is it automatically liberating. Edward Said's exemplary Orientalism, for instance, works
between disciplines to illuminate an entire discourse woven into the Europeans' imperial
occupations of territory. But even Said's influential intervention should not lead to a
valorization of interdisciplinarity as an end in itseif; obviously, such techniques may just as
well be turned to ends he would oppose. The point is not to set up an opposition between
interdisciplinarity and established knowledge disciplines, but rather to acknowledge that the
potential for non-specialist interdisciplinary interventions is always there, up for grabs. The
approach here is deliberately inter-, that is, non-specialist and non-programmatic, deploying
concepts borrowed from various disciplines and from cultural theory as transparently as
possible.

The subject matter is historical, but the text does not exclusively address the
historical discipline. In English Canadian historiography the traditional response to the
question I have posed was to emphasize "national development" as the organizing principle
of Canadian history and geography, reiterating the "National Dream" as a westward and
northward expansion of settlement and economic growth, culminating in a sovereign
modern nation. Within the historical discipline that dream is undergoing analysis to unearth
the fears and secrets embedded in the landscape. There is interest in the ways aboriginal
peoples occupied the same territory prior to and after the European conquest of the
Americas. There is pathbreaking work in the histories of ethnic minorities, gays, and in
ecological matters.4

For its part, anthropology has all along been the scholarly discipline most directly
implicated in elaborating 'culture' as the sign of human identity and difference, tracking
along with the ontological shifts associated with Europe's imperial fortunes. Today, the

4 Tina Loo, "Dan Cranmer's Potlatch: Law As Coercion, Symbol and Rhetoric in British
Columbia, 1884-1951," Canadian Historical Review 73:2 (1992): 125-65; David Kimmel
and Daniel Robinson, "The Queer Career of Homosexual Security Vetting in Cold War
Canada," Canadiar: Historical Review 75:3 (1994): 319-45; Gary Kinsman, "‘Character
Weakness’ and ‘Fruit Machines’: Towards an Analysis of the Anti-Homosexual Security
Campaign in the Canadian Civil Service,” Labour / le travail, 35 (Spring 1995): 133-61.
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traces of 'archaic' knowledge collected and codified by anthropologists from countless
generations of aboriginal habitation circulate in and out of remnants of traditional aboriginal
knowledges and collective memories, reanimating dormant traditions and creating new ones.
This is often salutary. In pre-contact aboriginal artworks, for example, Wilson Duff
glimpsed the "immediacy" in the cultural inhabitation of territory as it was before being
dispersed through the distancing effect of European modernity and its abstract conceptions
of time and space.5 Ultimately, he evolved a kind of para-anthropology that accompanied
the reignition in the 1970s of West Coast art traditions by Bill Reid and other aboriginal
artists.

On the other hand, anthropological knowledge also fuels aboriginal land claims
tendered on the front-end of clear-cutting machinery, as anxious as any transnational
corporation to feed forests to global commodity markets. If anthropology once was
imperialism's avant garde, normalizing cultural differences through a system of knowledge,
it has returned as the boomerang of white guilt, providing raw fuel for all these processes,
leaving the discipline clinging to the hope they can be contained and absorbed within the
liberal tolerances of national culture.

The difficulty facing historical or anthropological accounts of the cultural
occupation of territory--and this is the case for any strictly disciplinary approach—lies in the
social scientific language of the question itself. The cognitive mappings encoded in the word
"territory" reference a juridico-political space segmented into present, past, and future
tenses. The word "occupy" references some distant authority. Moreover, the sign "culture”
triggers the disciplines to "see as" rather than to "see,” in Wittgenstein's weil-known figure.
If the cultural inhabitation of territory by prehistoric aboriginals could be fully understood
today it would require an abandonment of social scientific language, and the releamning of
intuitive faculties long dulled by logocentrism and abstract systems that transpersonalize
memory and displace human capacities into machines. This is neither to romanticize an
apocryphal "natural man" or her lost idyll, nor to vilify "socially constructed" European
knowledge, but rather to recognize the incommensurateness of what, for lack of a more
precise term, I will call "dwelling" in relation to knowledge disciplines whose discursivity is
inexorably bound up with the culture of an occupation.

'Culture’, for all its complexity and imprecision, is an earthy term. As Robert Young
has shown, one of its etymological roots is 'colonus', the farmer who inhabits and cultivates:

5 E.N. Anderson, ed., The Bird of Paradox: Unpublished Writings of Wilson Duff (Surrey,
B.C.: Hancock House, 1996), 96.
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The culture of land has always been, in fact, the primary form of colonization; the
focus on soil emphasizes the physicality of the territory that is coveted, occupied,
cultivated, turned into plantations and made unsuitable for indigenous nomadic

tribes.6

'Occupation’ is not so earthy. It connotes a systemization of the inhabitation of
territory by a force emanating from a distant metropolis. The culture of an occupation reads
on the earth's surface as an expression of that elsewhere, like the Soviet tank tracks that once
soiled the gardens of Prague, the wall that once divided Berlin, or the network of interstate
highways in America. The logic of occupation embosses the surface of landscapes with
alien contours that have no local provenance. Indeed, 'occupation’ is so explicitly a sign of
force that to seek a history of dwelling persisting within it invites ridicule, and fragile
juxtapositions risk being crushed between the knowledge pyramids of History, Geography,
Anthropology, and so forth. Yet, the "inter-" of interdisciplinary study may well entail the
rehabilitation of analogical modes of inquiry to balance "seeing" with "seeing as,"” and to
recover some sense of the "immediacy” that must persist intertextually even within the
"mediations” of historiography or anthropology. Only as a gentle science might
interdisciplinary study eschew the macro generalizations of social theory and touch the earth
in scales appropriate to sustainable human inhabitation.”

Intra-Landscapes

The question "what is a tree?" elicits various hierarchies of significations that are
contingent on cultural assumptions regarding time and space. In the contemporary Euro-
Canadian landscape "tree" is abstracted to signify, primarily, "a natural resource"; at other
times it may have borne stronger associations to the human form or to the cosmic order.
When poet Pat Lowther describes a tree as "a slow paradigm for an explosion"” she
invokes at once the step-animated acceleration of time familiar to the modem filmic
observer, but also inflects that way of imaging with the potentially greater ecological
"explosion” following upon mass deforestation.8

6 Robert J.C. Young, Colonial Desire: Hybridity in Theory, Culture and Race (London:
Routledge, 1995), 31.

7 Paul Bové, "Abandoning Knowledge: Disciplines, Discourse, Dogma," New Literary
History 25 (1994): 601-619; Edward Said, "Opponents, Audiences, Constituencies and
Community, " in Hal Foster, ed., The Anti-Aesthetic (Seattle: Bay Press, 1983): 135-59.

8 Pat Lowther, "Woman," in her Time Capsule (Victoria, B.C.: Polestar, 1996), 81.



In another poem, "at the last judgment we shall all be trees,” Lowther combines the
many-limbed sensitivity of a tree to the reception of electromagnetic waveforms:

its thousand tongues

tasting the weather

as we taste the electric
weather of each other®

Lowther describes human relationships, and perhaps even human cultures, as
thousand-tongued sensing systems and electrified zones of protection, alert to threats and
opportunities. Adapted to a syllogism, Lowther's poem might read:

I am human

A human is a tree

A tree is an antenna
[ am an antenna

In this case, the familiar romantic anthropomorphism that vests the tree with human
subjectivity, as in Grey Owl's story "The Tree," or painter Emily Carr's human-contoured
arboreal paintings, passes over into an effaced mechanomorphism of antennae and
protective sentience.

For any human group, a culture of security is a necessary feature of successful
inhabitation of landscape. Yi-Fu Yuan's global historical catalogue of territorial insecurity
amongst human groups suggests that anywhere the sign "culture” was invoked, latent
reference was also made to the concem for security. "In a sense," he writes, "every human
construction is a component in a landscape of fear because it exists to contain chaos."10
Prehistoric aboriginals maintained their cultural presence on the northwest coast of North
America through a non-scientific knowledge of nature: the acute faculties of human
sentinels and trackers, messengers' fleetness of foot, a feeling for the tides, weather, animal
behavior, and the interpretation of shamans' visions. According to a Haida proverb, life was
as sharp as a knife, as precarious as walking on a razor-thin blade. Individual and collective
security was vested primarily in the body and its memory, and deposited in manual tools,
implements and totems.

9 Ibid., 75.
10 Yi-Fu Tuan, Landscapes of Fear, (Minneapolis: University of Minnesota, 1979), 6.
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Fig. 1. Detail traced from Haida box (Robert McMillan). Rising from sleep this moring
my waking thoughts are transfixed by a recurrent motif in Haida art: A hungry man/woman
digs into the wet sand and extracts a clam. Before consuming the limpid mollusk the eater
pauses to contemplate the opened shell. What perfect shelter the clam has! The oval
carapace secretes a tidy landscape, complete with island and surrounding sea. No wonder
Haidas credited Raven with releasing humanity into the world from a clamshell. The shape
is vulvic, but also ocular. The eater swallows the eye-land and the clam is transformed into
human flesh. A flesh made of clams and salmon, no longer swirled in sand around the feet
of islands, but brought up into the realm of sight, sound, hardened muscle and driving wind.

But change and transformation work across infinite orders of magnitude.

Looking up, the clam diggers see the rim of their world suddenly prised open, their own
island exposed to some determined new voracity, their own hard shell neatly severed.
Swallowed, they in turn are absorbed into the fibre of an invading culture. The protective
sphere of a new force radiates away over the horizon, carried on invisible waves. Yet deep in
the fat of the occupied territory encoded matter from the clam and the clam-eaters continues
to emit strange signals.

Pattern Recognition

Across the Atlantic, in early modem Europe, practices of mimesis interwove actual
inhabitations of territory with its representation in virtual systems. A regime of territorial
observation gradually was codified and compressed in rules of perspective, landscape
painting, atlases, maps, photographs and the abstract vocabularies of the sciences.!! In
Europe's colonial expansions, the capture of the Other in systems of knowledge gave rise to
cartography, philology, ethnology, demographics, criminology and eventually to museology
and explicitly formulated systems of representation. Of course, a reverse process

11 See Anne Godlewska and Neil Smith, eds., Geography and Empire (Oxford: Blackwell,
1994) and Denis Cosgrove, Social Formation and Symbolic Landscape (Madison, Wis.:
University of Wisconsin Press [1984], 1998).
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internalized Otherness in the very processes of Western identity-formation, hybridizing its
enunciation in everything from novels to missionary reports.12

From this vast array of signifying practices I want to isolate the specialized
sensitivity of visual artists who discerned patterns and organized certain codes of
representation as part of the expanding reach of technology and the formation of modern
states. There is a certain point where such imaging becomes explicitly aligned with the rise
of nationality as a system. The alignment occurs in various times and places, but as Emest
Gombrich writes:

The idea that each nation and each school of art should do what it can do best is

symptomatic of a complete change in the notion of art. The division of labour in the

workshop of late Gothic times [that made painting landscape backgrounds a

specialized skill] had served the practical purpose of speeding up the work on a

given commission. Now the division of labour no longer applies to a concrete

painting but to Art as such. It is to Art as an abstract idea that each nation should
make its contribution where it is best equipped to do so.13

This "complete change" occurred in the early period of transoceanic conquest, and
the Europeans presumed from the outset the supremacy of their ordering of knowledge, a
"guarding power" they believed superior to that of other peoples they might encounter. A
power vested not just in their sextants, ships and guns, but in techniques of representation
that would organize territory in a cultural system, internalize it as 'second nature'. This
second nature was not tuned to the infinitesimal detail of each local instance of human
inhabitation, but rather to the application of government from a distant metropolis. That is, to
the generalized style of observation conditioned to "seeing as" rather than "seeing."
Moreover, it was a modular system adaptable to any terrain or climate, defining each
territory as an object of observation and knowledge.

When European ships ventured up America's northwest coast in the second half of
the eighteenth century, carefully probing the sheltered waters behind the coastal islands, they
did not recognize as antennae the omate carved poles bristling in shoreline villages nestled
against the primeval rain-forest. These majestic fir spires held aloft impassive watchmen

12 See, for example, Homi Bhabha, "Signs Taken For Wonders: Questions of Ambivalence
and Authority Under a Tree QOutside Delhi, May 1817," in his The Location of Culture
(London: Routledge, 1994):102-22.

13 E H. Gombrich. "The Renaissance Theory of Art and the Rise of Landscape” 1950 in
his Norm and Form: Studies in the Art of the Renaissance, (London: Phaidon, 1966), 115.
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Fig. 2 Haida poles, Masset, Queen Charlotte Islands, ca.1881, photo: Dossetter. (BCPA.)

whose wooden eyes surveyed the passage of all creatures, through every weather, amongst
the tidal eddies and rocky archipelagoes. The carved totem poles acted as a kind of paleo-
radar for the aboriginal families and bands whose knowledges were "lived" in the
immediate, local workings of their habitat. One writer has described the carved totem pole
typical of this coast as a "shamanic tree," a "cosmic axis" and a "symbolic vehicle of
communication between earth and sky."!4 The smooth masts of European physics now
hove into view jammed its circulation of knowledge: raven, frog, owl, man, killer whale and
dogfish were excited and accelerated their transformations.

"[We] might annex some meaning" from these "rude designs of fancy," George
Vancouver mused after leading a shore party in 1791, but "the figures described [were] too
remote, or hieroglyphical, for our comprehension."!3 Heightened artistic efforts among the
native artists seemed not to impress this strange, all-male white society whom the Haida
called mamathni, "their-houses-move-over-the-water."16 Confirming Vancouver's initial

14 Joan Vastokas, "The Shamanic Tree of Life" Artscanada 184-87, (December 1973-
January 1974), 44; George F. MacDonald, Monumental Haida Art: Villages of the Queen
Charlotte Islands, (Vancouver: University of British Columbia, 1993), 6-7.

15 5 S. Marshall and C. Marshall. Vancouver's Voyage (Vancouver: Mitchell, 1955), 47.

16 Wilson Duff, The Indian History of British Columbia Vol. 1, (Victoria: Province of
British Columbia, 1980), 56.



incomprehension, the European colonists who followed were bent incontrovertibly to
another way of seeing, blind to meanings self-evident to the aboriginal artists. The explorers,
traders, and colonizers regarded these artifacts as fascinating curios, but the knowledge
vested in them regarding how a human culture sustainably occupied this territory for
millennia was considered esoteric and primitive.!7 The colonizers' culture was positioned so
close to one pole of a paradox that it was unable to grasp—perhaps still today is largely
unable to grasp--some essential, intractable culture/nature opposition within which the
aboriginal cultures once were poised.

As their civilization disintegrated, their internal conflicts were both absorbed into
and amplified by the Europeans' combinations of power and passivity. The native chiefs for
a time erected more and greater poles as if to keep pace with the flotillas of masts at anchor
in their bays. But their style of inhabiting the land was changing, their daughters were sold
into prostitution or slavery, firearms intensified the violence of internecine raids,
encroaching setilers squandered food supplies, the cultural economics of the potlatch were
disrupted, and smallpox laid waste to entire villages. By the time the last chiefs were driven
to acknowledge the ministries of the church and governance from the impenal centre, the
Europeans had implacably woven localized shreds of resistance and docility into the general
pattern of imperial occupation.!8

The coastal artists' paleo-radar had been predicated on known types of threat,
successfully resisted for perhaps a hundred generations, but it was useless against this
kulturkrieg. Except for the samples uprooted by anthropologists for preservation in climate-
controlled museums, the high poles slowly succumbed to damp and wood lice. The great
tradition passed into fewer and fewer hands. Such was one venerable form of guarding

power toppled by another, at least for a time.

Eight generations after European masts first challenged the totem poles of the
Northwest coast, Canada's postwar electronic antenna "farms" are now connected by fibre-
optics and high-speed datalinks to the security hub of the national culture. The
contemporary landscape is barbed with vertical antennae, microwave relay towers, white

17 See Douglas Cole, Captured Heritage: The Scramble for Northwest Coast Artifacts
(Vancouver: University of British Columbia Press, 2nd Edition,1995).

18 See Katherine Pettipas, "Severing the ties that bind": Government Repression of
Indigenous Religious Ceremonies on the Prairies (Winnipeg: University of Manitoba
Press, 1994).



Fig. 3. "Installations at Camperdown [N.S.]. 1949." Alcock antennae array (NRC
Collection, National Archives of Canada, henceforth “NAC.,” PA 198296). A similar five-
mast array was erected at Masset, B.C.. where the station also served as an intercept site.

radomes like outsized golf balls pastured on giant putting greens. On the Queen Charlotte
Islands, adjacent to the ancient Haida village at Masset. the Canadian signals intelligence
establishment has maintained an intercept site since the 1940s to monitor transmissions over
the North Pacific.!9 Spanning the frequency range, remote sensing systems comprise an
invisible. sentient filigree alive to the streams of information at large in the nation's broadcast
air. Potential internal and extemnal threats to national security are intercepted, filtered.
monitored, decoded, analyzed and accumulated in Ottawa's capacious databases. And
complementing the interception of signals and systematic remote sensing is a parallel
ensemble of broadcasting antennae honed in wartime as instruments of propaganda.,
censorship, and security intelligence. If the totem poles once stood for a coastal aboriginal

19 NAC RG 10. vol. 7789. file 27157-2, “Masset - Radio Beam Station. 1943.” The
military took over land directly above the old village. including 11 acres recently cleared by
the Haida as a recreation field. During protracted negotiations over DND’s lease the Band
felled more trees, severing the station’s power cable and thereby underlining their request
that the village be electrified in lieu of monetary payment. Also see history of CFS Leitrim,
Detachment Masset, www.island.net/~opssite, internet site, and Communications Security
Establishment history posted by Bill Robinson on watserv | .uwaterloo.ca/~brobinson,
internet site.



form of life, predicated on local knowledge and a certain stratum of pattern recognition,
these antennae signaled that successfully occupying the territory depended on machinic
sensing.

The totem poles vaulted a shaman's vision via "holes-through-the-sky” into an
overworld where prescient dreaming shaped the flow of terrestrial events. Their crests and
symbols were specific to the houses they presided over, "centering" them in the cosmos.20
They were as tuned to their immediate locality as the radio antennae that superseded them
later stood impervious to natural surroundings. [n communal memory of the Kwakiutl, for
example, it was passed down that their own prophets and travelers had provided distant early
warning of the occupation; indeed, one such prophet warned, "it's going to look different
when those white people come here."2!

Fenced to deter intruders, the huts at the bases of the radio towers housed unmanned
automata wired to distant stations.22 Countless metres of square truss work and metal
extrusions, and steel cable, erected into the atmosphere not to aftract visual attention but
with a strange pretense to invisibility. Indeed, if Eiffel's sinuous tower was a quaintly
magnificent precursor to a floration of antennae in Canadian landscape, concem for the
visual appeal of the radio tower itself was quietly jettisoned, as if it were embarrassing to
draw aesthetic attention to objects whose sole function was to receive or to radiate invisible
waves. In contradistinction to the commanding imagery of the totem poles, radio antennae
and electrical transmission equipment were consigned to invisibility, outside the regime of
observation itself, so eliminating any need for an aesthetics specific to their design.

Pursuing an insight proposed by Manuel de Landa, one might say that the
proliferation of antennae in the landscape was symptomatic of a more general "migration”
of human sensory faculties from the human organism itself into the increasingly complex
machinic processes of modemity.z:—“ Figuratively speaking, it was a migration that weakened

20 MacDonald, Monumental Haida Art, 6-7.
21 Wickwire, "Seeing the Other,"12.

22 Mike Frost, Spyworld: Inside the Canadian and American Intelligence Establishments
(Toronto: Doubleday, 1994); Peter Hum, "I Spy", Ottawa Citizen, May 10th, 1997, reports
that the military "are now divulging that in the mid-1990s, the 46-year old listening post
received a $23-million upgrade [and is] already in the thick of a $51-million ‘remoting’
project to convert far-flung listening stations on Canada's north, east and west borders into
remote operations run from Leitrim. (CFS) Leitrim will very clearly become the hub of
SIGINT activities of the Canadian Forces."

23 Manuel De Landa, War in the Age of Intelligent Machines (New York, Swerve, 1991), 8,
suggests that the human facility to sense patterns in apparently chaotic or random
information, particularly visual data, is the key contribution of the human organism to a vast

24



the human subject's identification with the immediacy of his or her natural surroundings,
and further displaced culture into "second nature," bathed in the electromagnetic radiation
that Paul Virilio calls “third light.”24 With the advent of television, satellite technologies
and the internet—today a fully machinic and interactive virtual sphere for the "wired" elite—
the human sensorium has further migrated into remote sensing and communications
technologies. In accelerated fin-de-siécle informatics a new language of pattern recognition
is dedicated to machine intelligence, introducing what amounts to a post-human terminology
of "self-organizing maps,” and "reality-constrained imagery."25

This is not to argue that the contemporary cultural occupation of North American
landscape is the product of some bland and irresistible force of globalization. Such
arguments tend to promote a technological determinism that ignores contradictory
movements underscoring global and local phenomena. For one thing, they too readily
assume the withering away of nation states, forgetting that "globalizing" technological
change has derived primarily from research and development in the realm of national
security and remains regulated by national and internationally constituted authorities. The
genealogy of this "migration” is entwined precisely with the rise of modem states and their
occupation of territory in accordance with a specific form of political culture.

By the middle decades of the twentieth century Canada's territory and its airspace
had already cohered as one vast "zone of protection” directly wired to that political cuiture,
of which more will be said in chapter four. British subjects of the Dominion progressed to
nationhood and citizenship, safeguarded by its extended faculties of prescience. In the
Canadian context of the question I have posed one must look into the formation of this
"zone of protection" where it coincides, not with the advent of McLuhan's "global village,"
but first with the nationalization of an imperial culture of occupation.

"self-organization” of machine intelligence: "the 'migration' of problem solving recipes,
algorithms, passed down from human body to human body to the rules that make up a
logical notation, (the syllogism, the class calculus), and from there to electromagnetic
switches and circuits."

24 pau Virilio, Open Sky, trans. Julie Rose, (London: Verso: 1995), 39.

25 For example, see the journal Pattern Recognition. In articles such as Aditya Vailaya et al,
"On Image Classification: City Images and Landscapes,” Vol. 31:12 (December, 1998):
1921-35, or David Squire and Thierry Pun, "Assessing Agreement Between Human and
Machine Clustering of Image Databases," Ibid., 1905-21, one finds researchers developing
software that senses for patterns in image databases (i.e. rather than searching text labels
attached to images). Apparently, pattern recognition will make machinic sensing 'serve
people better’, but at what point does the ‘pattern’ become one of human subjectivity
adapting to better serve a diffused machine intelligence?



The Machinic Wilderness

When Canadians say
"wilderness" they refer 1o
controlled areas permissible
for the growth of "wild"
flora and fauna. No longer
does the fearful wilderness
"incubus” that so impressed
the critic Northrop Frye
stalk the nation's
imagination. Rather.
Canada's once mysterious
and ominous "interior" is
now a platform for various
machinic figures that strut
confidently across its terrain.
Their feet bolted to the earth,
columns of giant. skeletal
robots clench a humming
chorus of electrons
streaming southwards to the
inhabited territories and then

to disperse into trackless

flows of electrification. Seen Fig. 4. "Checking transmission line with infra-red hot joint

2 51." (1 295
at night from high altitudes detector, 26 July 1951," (NRC, NAC PA198295.)

urban conglomerations are bright galactic clusters spaced thinly along the forty-ninth
parallel. In the northern lands. a few sparse constellations punctuate a darkness blacker than
deep space.

The wilderness no longer secretes the unseen and the unfathomable but rather
provides a mundane surface for aerial photography and various techniques of remote
sensing; a surface of representation for population data, mineral deposits, cultural
archaeology. indeed, every imaginable domain of knowledge. If landscape is taken to be. as
W.IL.T. Mitchell has proposed, not just a genre of painting and photography but a medium
in itself, like paint or clay, then we must consider both representation of landscape and



actually existing topography as the interdependent signs of territorial occupation.2® The way
Canadians "saw" their territory depended on how the landscape medium was "seen as". re-
organizing terrain both in actuality and in visual knowledge. Thus Canadians today often
see as wilderness what might better be described as "re-forests” whose very shape and
contour has been mediated by human perceptions ot landscape.

This reworking of wilderness as a human medium has valorized certain symbolic
elements over others ina
generalized "semiotization," 1o use
Felix Guattari's term.27 For
example, the sacred wind-bent jack
pine for decades has elided its
profane doubles: the ubiquitous
hilltop antenna, the microwave
relay tower and the power line
corridor. It is remarkable that not
one antenna, dish. or transmission

tower is represented in mid-

- v "7 century Canadian landscape art.
Fig. 5. "Radar Antenna on Roof, 1949." (NRC. Why is it that even as these
NAC PA 198298.) ’ .
structures proliferated they
passed unremarked and unrepresented in a nation obsessed with landscape representation?
Itis a question [ will return to in Part II1. "remembering-to-forget.”

The term "culture.” when attributed to modern nation states. is usually associated
with a static. hypostasized "identity." something fixed and reflective of immutable
constitutional origins. established by far-seeing founding fathers. [ have launched this
excursion into Canada's culture and security with antennae in order to emphasize the active,
less stable connotations of "national culture,” taking sensing and "identification” as the
response to neurosis or panic. In part, this sense of insecurity derives from Canada'’s

inherited mentalité of colonial violence--the nervous garrison---but this residual anxiety was

26 W J.T. Mitchell, "Imperial Landscape” in Mitchell (ed.) Landscape and Power
(Chicago: University of Chicago Press, 1994): 5-34.

27 Felix Guattari, Soft Subversions, (New York: Semiotext(e), 1996), 11-12. Guattari cails
this "the semiotic subjugation of all individuals" that has children "learning about capitalism
in the cradle. They learn to perceive capitalist objects and relations on television, through the
family . . . . If they somehow escape semiotic subjugation, then specialized institutions are
there to take care of them."



exacerbated in the twentieth century by new protocols of observation attendant to the regime
of nationality: from the passport system to radar curtains.

What critic John Ruskin diagnosed as an emerging faculty of "landscape
perception"” in the nineteenth century was thus not simply a heightened sensitivity to ‘natural
beauty'. Rather such perception formed part of a regime of observation, inuring British
subjects to the Empire’s protective sentience.28 Later, as Canada was enmeshed in the
postcolonial grid of nation states, its vast terrain was normalized both through remcte and
intimate sensing. Through landscape perception the state might benefit not only from
citizen-observers' alertness to threats, incursions, uprisings and migrations on a hemispheric
scale, but from their internalization of the idea of being watched. To all this Ruskin's
"natural beauty" was mere camouflage.

Landscape Perception: Two Paradigms

Erwin Straus distinguished "the space of landscape" from "the space of geography”
by attributing sensing to the former and perception to the latter. For Straus, sense stimuli
occur ‘immediately’ in the landscape whereas ‘geographic’ space processes such
perceptual knowledge in systems of representation. "The human perceptual world lies
between landscape and physics," he writes, and human yearning both for primordial
landscapes and technological dominance creates "excessive vacillation . . . between these
two contraries."2?

Straus opens up a vista for a combined regime of landscape perception which is
neither wholly primordial nor geographical. That is, for a form of landscape perception
which regulates the “excessive vacillation” he mentions by cognitively blending
one’s‘immediacy’ in landscape with the ‘geographic’ order. In this vein, the Group of
Seven’s nationalized and generic wilderness locales seem to supply a necessary corollary to
the “geographic” perception of the nation’s territory. The citizen imagines the latter as a
relational database, without an ‘horizon’, keyed to accuracy and specificity, and having all
of its elements indexically related. It does not favour the ground elevation of the landscape

28 John Barrell, in Mitchell (ed.) Landscape and Power, points out that the "innocent
idealism" that typified bourgeois discourses on landscape obscured an inverse "moral,
ideological and political darkness." Ruskin's "landscape perception” thus tracks both the
advent of middle class tourism in the 18th century, and an uneasiness caused by a parallel
traffic of vagrants and transients displaced by the enclosure movement and industrialization.

29 Erwin Straus, The Primary World of Senses: A Vindication of Sensory Experience.
(New York,: Free Press of Glencoe, [1935] 2nd Edition, 1963), 318-22.
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painter, but rather the vertical perspective of the airphoto. Indeed, it is ‘mecanomorphic’, and
tends to see as a machine might see.

The Group’s mode of landscape perception, on the contrary used ‘underspecified’
locales sharing the same general horizon. Their regard of wildemness filiated the citizen, both
to a kind of place, and a ‘way of seeing’ places. Never mechanomorphic, these paintings
rather were anthropomorphic, with trees and stones taking on human forms. The positivism
of geography softened here into the gentle romanticism of the bush garden and “this land is
our land.”

The 'cultural nationalist' observer, I suggest, blended these scenic and geographical
modes. On one hand, the tree, and a qualitative, semiotized national landscape, on the other,
the antenna, and a quantitative spatio-temporal regime of facts, systems and routines. Two
styles of observation, two mutually exclusive codifications of landscape, yet fused in a
durable regime of landscape perception. At the secret “Y” intercept site at Massett this
blending of anthropomorphism and mecanomorphism produced, quite literally, tree-
antennas: the navy’s intercept array swayed in the wind, lashed to the tops of nearby trees.

Scenic Landscapes

In English Canada, in the first decades of the twentieth century, the painters of the
Group of Seven synthesized a ropos of Canadian wildemess whose wide dissemination and
frequent repetition came to epitomnize not just the Canadian landscape but a generalized way
of seeing. These artists developed what were really an ensemble of topoi that they, along
with others before and after, worked into a definably cultural nationalist idiom of Canadian
landscape painting.

The Canadian state was not unique in fostering its self-image in landscape art. A
comparable landscape topos of German cultural nationalism, to take just one example, was
developed in the mid-nineteenth century--prior to Germany's actual political unification in a
state--as an aerial prospect of a triumphant tricolor fluttering high on a lofty peak and
surveying mountains flaming red in the sunset.3? Nineteenth-century British painters such
as the pastoral Constable and the atmospheric Turner supplied earth, water and sky for more

30 Martin Warnke, Political Landscape: The Art History of Nature, Trans. David
McLintock, (London: Reaktion, 1994), 7.



prosaic topoi of England's "green and pleasant land."3! Indeed, JM.W. Turner's Libor

Studorium codified landscape types according to a letter system that, as Gombrich notes,
helped elaborate the "syntax of a language without which expression [of landscape] would
have been impossible."32

At the outset of what Wilfrid Laurier predicted would be "Canada's Century," the
Group of Seven interjected rough, unadorned wilderness into British imperial visual codes
and repudiated the propensity for narrative in British landscape art. Their intense
concentration on "pure” wilderness was an admission that Canada's national history had just
begun, its colonial origins no glorious cause with which to cement a sovereign national
imagination. The shift in the emphasis of territorial occupation from British colony to
sovereign nationhood led Canadian nationalist painters to grasp the nettle: the unsettled
bush country of the "interior" that was to replace idealized English countryside as the
essential "homeland" scape. In these unsettled regions the artists met the ongoing presence
of aboriginal peoples whose "pre-historic" interactions with the same territory remained a
conceptual, if not immediately a physical, obstacle to the assimilation of "wilderness" to a
national imaginary.

British imperialism in the nineteenth century frequently is treated as a supernational
entity rather than as the belligerent, expansionist "zone of protection” of an individual nation
state. Yet, each vector of Europeah imperialism can equally be read as an aggressive
manifestation of cultural nationalism in which a generic landscape fopos was a key medium
of visualizing and mastering colonial space. The shift of critical emphasis here from terms
such as "imperialism" and "postcolonial” attends to cultural nationalism as the adaptable
module for the external and domestic operations of imperial and postcolonial states. It was
the Imperialists' (insecure) sense of cultural nationalism, expanding and contracting with the
fortunes of their colonial projects, that underwrote continued "internal” colonization of
marginal groups in "postcolonial” states such as Canada. According to Yi-Fu Yuan, itis a
mistake to think of insecurity as prompting purely defensive actions. "Anxiety," he writes,
"drives us to seek security, or, on the contrary, . . . growth, daring, and adventure."33

31 Elizabeth Helsinger, "Constable: The Making of a National Painter" Critical Inquiry
15:1 (Winter 1989), 269: "Constable's adoption of 'pastoral’ . . . is, I would suggest, part of
a largely unconscious move away from the particularities of his origins in a rural middle
class toward an identification with a 'national’ culture.” Also see her "Turner and the
Representation of England" in Mitchell, ed. Landscape and Power, 103-125.

32 Gombrich, "The Renaissance Theory of Art,” 121.
33 Yi-Fu Yuan, Landscapes of Fear, 10.
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The modern genre of "landscape” painting was developed initially by sixteenth
century lowland painters expressing their anti-imperial local nationalism, but it
subsequently proved serviceable to Dutch overseas imperial projects.34 Similarly, English
cultural nationalism organized pictorial conventions such that every foreign strand painted
by its far-flung naval artists bears the family resemblance. The Group of Seven's "soft"
break from Imperial topoi was consistent with the gradual development of Canadian cultural
nationalism. This was always less a willful project than the slow-motion marooning of a far-
flung Anglo conclave, left behind by the receding imperial tide.35> More remarkable than the
fact of a break from English painting are some of the specific points of rupture, as shall be
seen, and the extent to which elements of Britishness in landscape were retained.

Wilderness Hazards

If political liberalism itse!f was somehow constitutive of English cultural
nationalism, its most extreme expression in landscape was and still remains the golf course.
In this most artificial of landscapes, natural topography is surgically-tamed to a circuit of
fairways and greens flanked by serpentines and shady bowers meticulously planned
according to the play of trajectories, ground observation and virtuous conduct. "Virtuous,"
because in golf the referee is virtual, the rules of fair play are to be internalized by each
player. As English golfer Henry Cotton wrote in 1931:

golf may not teach the team spirit, but it has a virtue possessed by hardly any other

game . . . it will teach you to rely on your own judgment . . . . [I]t can impart

something of that peculiar quality known as personality, because it is at once most
comprehensive and entirely individualistic.36

The self-government of golf was disseminated globally in tandem with the
expanding administration of the British Empire. Distinct national associations formed
roughly in pace with the self-government that emerged in the Dominions during the latter
part of the nineteenth century. The Royal Canadian Golf Association was founded in
Ottawa in 1894 and by 1919 there were 114 golf clubs in Canada. During the 1920s a

34 W.J.T. Mitchell, "Imperial Landscapes, in Mitchell, ed., Landscape and Power, 10.

35 With, as Neil Smith's arboreal metaphor suggests, some American shaking of the aging
Imperial tree. See his "Shaking Loose the Colonies: Isaiah Bowman and the De-
colonization' of the British Empire” in his and Anne Godlewska, eds., Geography and
Empire (Oxford: Blackwell, 1994).

36 Henry Cotton, Golf (London: Eyre and Spottiswoode, 1934), 11.



nation-wide boom produced almost five hundred more.37 Promoted initially by bankers and
businessmen of Scottish descent, golf quickly established itself as the club sport for
Canada's business and professional elite, female as well as male.

By 1900, the golf courses were almost always designed by imported professional
designers such as the aptly-named Englishman, Willie Park, for whom Canadian landscape
presented a malleable medium. Park specialized in "large greens having sinuous
undulations, some of them two-tiered, guarded by subtly placed bunkers."38 His treatise on
golf course design elaborated such ideas in militaristic terms, stipulating that the visible
traps were "bunkers," while invisible bunkers were "traps." By classifying hazards as
"heroic," "strategic," or "penal," golf course planners extrapolated from three major tropes
of modern landscape painting, the "heroic" landscapes of Poussin, the pastoral "places of
delight” of Claude, and the "sinister dens" of Salvator Rosa.39

To achieve the proper combinations of height, distance and texture, the face of
landscape suffered massive surgery. In 1917, for example, prisoners of war were used to
clear away rocks and cut down trees for the fairways in Banff, Alberta, where the Canadian
Pacific Railway a few years later employed five hundred men to continue the work. The
C.P.R. spent "some half a million dollars, since large quantities of rocks had to be blasted
away to convert mountains into molehiils."40 In Essex, Ontario, in 1927, "some 20,000
stumps and trees had to be dynamited and 30,000 cubic yards of dirt hauled in to build up
the greens, the fairways disced and harrowed eight or ten times before seeding."4! Yet,
despite massive earthworks the designer was to situate each hole--abstractly modeled as a
play of trajectories, elevations, prospects and refuges--within existing topography,
producing classically beautiful vistas: serene valleys, shady copses, and lazy serpentines.

Suboring tracts of real wilderness to classical topoi of eighteenth-century
Englishness, the designated "wilderness" areas of golf links were refigured as controlled
"hazards" luring the drives of careless golfers to disaster: symbolic oceans, deserts, forests
and grasslands wrought in miniature from the elements of nature. (The circuit around the

37 James Barclay, Golf in Canada: A History (McCelland and Stewart, 1992), 223.
38 Ibid., 356.

39 Gombrich, "Renaissance Theory of Art,” 121.
40 Barclay, Golf in Canada, 370,
41 bid., 360.



links, capturing a pennant at each hole,
might be thought of as the mini-putt
version of colonial progress itself.) The
controlled aspect of the course hazards
extended into the clubhouse where a sure

grip was exercised on who might join.

With the exception of a joke found in a
19 l 8 Canadian PaCifiC Rai |\Va_VS “Huve either of v gentlemen yeen angthing of o tutle white ball”™

publicity brochure, both of the major Fig. 6. Golf cartoon, 1935.

histories of golf in Canada. "pukka" to a fault, makes reference only to white people.

The selection of this anonymous brochure text for inclusion in the history, is
significant for the way aboriginality and wilderness are rendered as an "absent presence" in
the colonial dissemination of golf. The CPR writer jested that Scottish factors in the
Hudson's Bay Company likely introduced the game first in western rather than eastern
Canada. He wondered if:

the first feather ball on this continent was teed up on the limitless prairie or at the

foot of the grim old Rockies with a Buffalo head for a ticklish hazard, a Bison

wallow for a generous putting hole and an untutored savage mayhap as a caddy
primeval?--and prime evil caddies are still--whenever they are still.32

In the 1990 confrontation at Oka, Quebec, when masked Mohawk "warriors"
squared off first against ill-prepared Quebec policemen and then an implacable but media-
conscious and manipulative Canadian military force, the issue was not just land in its legal
title, but also a struggle over territory as a cultural medium. Depending on the outcome, the
contested land was either to be developed by Oka Mayor Jean Ouellette and his white
business associates as the additional nine holes of a private golf course, or else remain a
municipal park of stately pines bordering the cramped Mohawk burial ground. The
warriors' defensive bunkers--dubbed the "Hell Hole," "Devil's Den,” and "China Beach"--
presented golf course planning with an entirely new threshold of hazard.*3

42 LV. Kavanaugh, History of Golf in Canada (Toronto: Fitzhenry & Whiteside, 1973), x.

43 Geoffrey York and Loreen Pindera, People of the Pines, The Warriors and the Legacy
of Oka (Toronto: Little, Brown, 1992), especially chapter two. See also Jay Appleton's
"prospect-refuge"” thesis in his The Experience of Landscape (London: John Wiley, 1975),
70 passim. Appleton's notion that landscape is experienced ideally from the individual
hunter's (or golfer’s) prospect, seeing without being seen seems to restrict the broader
connections he implies between landscape and territorial protection.
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Hot Mush

The Toronto-based painters in the first decades of this century dispensed with these
specifically imperial and military aspects of landscape art manifested in golf course
aesthetics. Theirs marked the first direct encounter of "modern” artists with Canadian
wilderness, an encounter freed from the lens of both the Colonial Office and the Royal
Academy. Yet if the Group's brazen seizure of artistic sovereignty in Canada excited
controversy in the Toronto press. their work was nonetheless broadly acceptable, even
officially-blessed. As the catalogue to the Barbican's 1990 Group of Seven retrospective
reports, "landscape painting from the first part of the twentieth century . . . is both obvious
and fundamental in Canadian art since it has itself acted as an ideological and psychological

Toem . ZTsize . 7w o vehicle for defining Canada." The

o ST L steady flow of government assis-

tance provided to Group of Seven
artists by successive Directors of
the National Gallery indicates that
their work was considered central
to the wider project of crystallizing
a nationalized cognitive frame. The
task was not to reveal unseen truths
in the landscape but rather to init-
iate viewing subjects to a way of
identifying with the landscape;

Fig. 7. A.Y. Jackson, Night, Georgian Bay, 1913. . . ”
(National Gallery of Canada.) more precisely, “seeing as™ anglo-
Canadian cultural citizens.

Francophone artists in Québec diverged to some extent from the activities of the
Group of Seven. In Québec art, the pastoral folk tradition of the French colony celebrated
agricultural landscapes fashioned by sturdy habitants who represented. as Esther Trépanier
writes, "a way of life which existed prior to the English conquest.” The Québecois
landscape ropos "referred to in this context is . . . cultivated land . . . divided up and
organized into parishes, villages, and even towns . . . a humanized setting.” She contrasts

44 Michael Tooby (ed.) The True North: Canadian Landscape Painting 1896-1939
(London: Lund Humphries, 1990), 11; Ann Davis, "The Wembley Controversy in Canadian
An," Canadian Historical Review 54:1 (March 1973): 48-74; Roald Nasgaard, The Mystic
North: Symbolist Landscape Painting in Northern Europe and North America, 1890-1940
(Toronto: University of Toronto Press, 1983), points out the Scandinavian influence on the
Group of Seven.



this with the English Canadian vision of Canada "as a virgin region untamed, still to be
conquered . . . uncultivated land . . . favourite themes of the Toronto painters of the Group
of Seven and their innumerable imitators":

Whereas [the Group of Seven] almost never portrayed man in their work, the

Quebec artists also devoted an important part of their production to illustrating
customs and traditional crafts.45

By imputing a "pre-conquest" aura to French Canadian landscape art, though,
Trépanier exaggerates the differences. For example, the Toronto artists of the Group
expended little effort on promoting their "wilderness sublime” in Quebec. When in Quebec
they, too, recorded pastoral scenes and concentrated on picturesque signs of habitation.
They neither sought out wilderness locales nor did they explicitly romanticize the Quebec
colonial tradition, as A.Y. Jackson believed their Quebec colleagues did.46

Within the broad pattern of European colonialism in the Americas the "difference of
expression” between French and English Canadian landscape artists appears to be one of
degree not kind, at most a case of residual and emergent tendencies, amplified by leftover
colonial rivalries. To pose it counterfactually, if Quebecois landscape artists had then been
tasked with distinguishing Quebec as a sovereign nation, one wonders if they too would
have engaged with the fact of wilderness and its legacy of aboriginal presence.47 In effect,
the Group of Seven's wilderness sublime performed that work on everyone's behalf. Their
‘postcolonial' elaboration of a new cultural nationalism was the windscreen view of Canada
as an emerging nation state, and their regard of raw wildemess, influenced by French
Impressionism, paradoxically signified Canada's modernity. Quebec pastoralism on the
other hand was a rear window on France's truncated North American adventure, a nostalgia
that also obscured aboriginal presence. At the height of the Group's influence in the 1920s,

45 Esther Trépanier, "The Expression of a Difference: The Milieu of Quebec Art and the
Group of Seven," in Tooby, ed., The True North, 9.

46 AY. Jackson, A Painter's Country - The Autobiography of A.Y. Jackson (Toronto:
Clarke, Irwin, 1958), 82, "While we [Jackson and Robinson], in our paintings, accepted all
the contemporary types of buildings which made the old Quebec villages a jumble, Gagnon,
steeped in the traditions of Quebec, in his compositions would replace the new wooden
boxes with old houses of which he had many studies” (this may reflect a degree of
professional jealousy, in light of Clarence Gagnon’s exquisite technique). See Jackson's
sketches reproduced in Naomi Jackson Groves, One Summer in Quebec: A.Y. Jackson in
1925, A Family View (Kapuskasing, Ont.: Penumbra, 1988).

47 Inuit in Quebec are protesting the unilateral naming by the Commission de toponymie of
101 islands in the James Bay hydroelectric reservoir with titles of works by Quebegois
writers such as Marie-Claire Blais and Lise Bissonnette. See Paul Waldie, "Name Game
Angers Inuit: Islands to honour Quebec writers' works" Globe and Mail, August 23rd,
1997, 1.



36

all of these artists shared a similar set of formal conventions and influences; happily or not,
they occupied front and back seats of the same aesthetic vehicle.

But then the Group of Seven were never the aesthetic radicals they allowed
themselves to be labelled in Toronto's conservative press, nor did they subscribe to any of
the avant garde theories that would have really boiled the blood of their critics. As Michael
Tooby points out, cultivation of the Group of Seven by National Gallery officials was
explicitly ideological. "Determined to aid in the development of Canadian Art," he writes, the

Gallery's curators:
found in Toronto . . . artists whose . . . painting was also modem but not radical.
Lecturing in western Canada in 1921 [National Gallery Director] Eric Brown went
out of his way to say that 'We must not confound this modern tendency . . . with
futurism. Any movement tending to distort art and art's creations has as much
relation to true art as Bolshevism has to true government and candidly it is a sign of
degeneracy.48

In light of the subsequent purge of avant garde art by fascists in Europe the word
"degeneracy"” strikes an ominous note, but Brown's analogy between “true” art and “true”
government indicated clearly enough what was expected of the Group in defining
nationally-significant wilderness topoi.

Aboriginal Erasure

Jonathan Bordo has proposed that in the Group's elaboration of a "wilderness
sublime" the landscape is noticeably voided of humans, most particularly the "noble
savages" who so routinely ornamented nineteenth century wilderness landscapes.#9 It was a

48 Tooby, The True North, 24-25.

49 Jonathan Bordo, "Jack Pine--Wilderness Sublime or the Erasure of the Aboriginal
Presence From the Landscape,” Journal of Canadian Studies 27:1 (Winter 1992-93): 98-
128. The evacuation was effected in stages. When an 1858 photograph of a portage
appeared in etched facsimile shortly afterwards, the native guides and bearers from the
photo had been altered to appear as a platoon of white men "reminiscent of a press gang."
The light canoe was refigured as a "stolid, dory-like boat of great weight,” and to complete
the transformation, the unmanicured landscape of the Canadian Shield depicted in the
photograph became what "might just as well have been the [English] Lake District.” The
"portage has lost its specificity of place . . . the locale has become indefinite," it has
"become a topos . . . physically placeless . . . an imaginary space.” In a second set of
images, F.H. Varley's well-known Stormy Weather, Georgian Bay (1920) is juxtaposed
with his Indians Crossing Georgian Bay (1922). In the former, the topos is established as
unpeopled. Two years later, aboriginal presence was reintegrated into what Bordo calls the
only finished work by a Group of Seven artist to depict "indigenous people as an explicit
and named subject of a landscape.” He argues that aboriginal presence returns in the later
image because a topos of "wilderness sublime” first had established the landscape as
unpopulated. (Bordo does not refer to a Varley oil sketch for Indians Crossing dated 1920
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maneuver in visual representation that sought to establish a direct affinity between the Euro-
Canadian social imagination and northern landscape, a regard unimpeded either by the
persistent presence of aboriginal peoples or by any reminder of earlier colonial occupation.

The Group painter Frederick Varley enthused at the time, "[we are] emptying
ourselves of everything except that nature is here."50 His statement identifies the Group's
wilderness fopos as a cultural project to evolve a system of representation designed to
visually define the national occupation of territory. Founded on an erasure of aboriginal
presence and the generalization of landscape, it was nonetheless charged with lingering
anxiety. The stress placed on a distinct Euro-Canadian subjectivity in these paintings not
only inverted aboriginal presence to render it as "absence," but in a more subtle
dispossession, the banished dweller was permitted to return into the nationalized scheme of
representation only as an immigrant, coded by the dominant cultural nationalist gaze as
alien and "new" to the terrain.51

This dispossession was made easier by deliberately weak "indexical" charge of a
topos, its placelessness. The Group painters rejected the Europeanized contours of Barbizon
landscape but nonetheless retained its perspectival mode of observation. They avoided
specifying exact historical times and locations but rather prepared the general "lay of the
land" viewed from ground level. The degree of abstraction was calculated to make each
image work as a metonym for the larger imaginary whole.

In 1969, the critic Northrop Frye remarked that abstraction and simplification in the
non-figurative works of Lawren Harris stressed the subjectivity of the artist rather than the
landscape as an empirical object:

The more dependent a picture is on representation, the more epigrammatic it is, and

the more it stresses the immediate context in space and time, of a particular sense

experience. The effect of stylizing and simplifying is to bring out more clearly, not
what the painter sees, but what he experiences in his seeing.52

Frye endorsed Harris's wilderness abstractions as true explorations that cut through
the mere "picturesque” of academicians to a more elemental symbolization of nature:

--reproduced in C. Varley, see note 48--but it reinforces his argument, since, despite the title,
no human figure is discernible.)

50 Chistopher Varley, F.H. Varley, (Ottawa: National Gallery of Canada, 1979), 9.

Slina telling lapse, the Mulroney government's Minister of Indian Affairs, Tom Siddon,
referred to the Mohawks as "immigrants" during the Oka crisis of 1990. York and Pindera,
People of the Pines, 415.

52 Northrop Frye, "Lawren Harris: An Introduction” in his The Bush Garden: Essays on
the Canadian Imagination (Toronto: Anansi, 1995), 212.



Abstraction sets the painter free from the particular experience and enables him to
paint the essence of his pictorial vision, with each picture representing a number of
possible experiences. The units of the picture have become symbols rather than
objects, and have become universal without ceasing to be particular. 53

Frye's attribution of "universal essence” to Harris's pictorial vision of Canadian
wilderness should sound an alert. (When the word "universal" flies overhead, Stuart Hall
warmns, duck, because someone is about to get singled out.) In this case, the "essence" of
Harris's vision is the symbolization of a "national” landscape, and those singled out by its
"universal” will be aboriginal peoples. Frye allows no presence of aboriginality here. While
he credits the Group of Seven with squarely addressing the fearful northern incubus that
plagued the Euro-Canadian imagination, he pointedly attributes this disturbing presence to
the land itself.

Indeed, Frye considered the northern brood of "sirens, gorgons, centaurs, griffins,
cyclops, pygmies and chimeras" an inhuman malevolence. The "metamorphic stratum is too
old," he wrote, "the mind cannot contemplate the azoic without turning into the
monstrous."54 The traveler in Canada's wilderness is overwhelmed by its "uninhabited
loneliness," suffering guilt, "emotional unrest and dissatisfaction . . . about a country that
has not been lived in: the tension between the mind and a surrounding not integrated with
it."55 Here the closure exerted on aboriginal presence on the painted canvas is carried
over whole into cultural criticism. One wants to inquire of Frye: a country not lived in by
whom?

Contrasting his statements with the example of west coast aboriginal art one can see
how the cultural nationalist observer was to be both a voyeur as well as an object of
surveillance. Frye's dualist tension between "the mind" and its empirical surroundings is not
apparent, for example, in the aesthetics of the Haida or other west coast artworks. While
there is an obvious and at times almost overwhelming intensity in these works there is no
indication of the subject-object tension that Frye refers to. The representation of "frog" or
"raven" in Haida art, for example, occupies the entire picture plane, oblivious to the rules of
Euclidean geometry. The images are vested rather with a quality perhaps approximated by

53 Ibid.
54 Frye, "Canadian and Colonial Painting," 202.
55 Ibid.
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the term "immanence"; they impute no intermediate and virtual observer who "sees as”
rather than just "sees."56

Frye's remark discloses a specifically colonial tension with landscape that made its
quasi-military regime of "observation” not only possible but necessary to the security of the
settlers. The colonial observer was a voyeur trained both to see and record landscape, and to
imagine being seen and recorded in it. Landscapes were to be mediated through a 'virtual
observer,' indeed, the model citizen observer. In this viewing device landscape is viewed not
as an immediate "presence” but rather as a forever receding object, receding in distance, time
and meaning from the point of observation. Taken in Mitchell's strong sense of a medium,
such landscapes are shaped by an absent referent, by a scopic drive in the colonial
imagination, whose metaphor is the projectile and whose originating point is located deep in
the back of the head, far back in the imagined geographical centre: the imperial metropolis.
The west coast aboriginal art seems to offer no such subject-object split.57

At stake in elaborating these techniques of cultural nationalist observation is a
specific form of visual rationality that admits a dweller's way of seeing only at the risk of a
loss of identity with the landscape. Cautiously, and despite all caveats, Frye remained true to
the nation’s rationality. The establishment in art and literature of a nationaiized landscape
topos, he maintains, depended on its artists' seeing the land as uninhabited. As such the
Group's ceuvre proved to his satisfaction that the Canadian social imagination, by the mid-
1930s was passing "the stage of exploration" and had "embarked on that of settlement." It
was explicitly the art of an occupation, and Frye hoped that Euro-Canadian culture, armed
with this scopic regime, would steadily overcome the nervous garrison's fear of its
wilderness home. By attributing this fear directly to harshness of the land and climate, he
subtly neutralized the unmentionable possibility that the dreaded wilderness incubus might

56 Wilson Duff, introduction to /mages-Stone-B.C. (Saanichton, B.C.: Hancock House,
1975), 16. Duff tried to express the ineffable quality of Paleolithic stone art of the north
west coast with a structuralist aphorism: "images hold ideas apart so that they can be seen
held together." In many phrasings he sought to describe this poised suspension between
"seeing” and "seeing as,” a quality that grants Haida art that sense of overwhelming
immediacy.

57These images suggest a subject already immanent in the object, and an object already
immanent in the subject, requiring no external or intermediate aesthetic regard of nature;
rather, nature observed from within. If such a statement seems to veer towards essentialism,
one need only recall anthropologist Wayne Suttles’s incisive phrase “adaptation does not
mean perfection,”in his Coast Salish Essays (Vancouver: Talonbooks, 1987), 63, to retain
the contrast between two relatively distinct codes of observation. Euro-Canadians’ endless
fascination with and emulation of Haida art seems to quest for some alterior visual protocol
appropriate to the awe-inspiring Pacific coast landscape.



be aboriginal presence itself. This the painters and the settlers assiduously occluded from
the scenic mode of landscape perception.

The Geographical Imagination

The perceptual shifts occasioned by modernity were topics of discussion in the
1920s and 1930s, especially the re-ordering of space and time by distance communications,
speed and noise. This points to an entirely separate register of signifying practices from
those of the landscape painters. Obliquely complementing their generalized wilderness topoi
was an all-encompassing matrix of temporal and spatial signs that did indeed specify
relational points in geography and history. Extending beyond immediately local knowledge
and impressionistic spatial referencing, this way of seeing rendered intelligible the linkages
between historical traces left by events of national relevance across the whole jurisdiction,
emphasizing the correspondence of such signs to their physical referents while remaining
entirely virtual. It provided the raw materials for more or less persuasive causal
interpretations provided through journalism and social sciences.

This realm of perceptual knowledge was of special concern to Erwin Straus.
According to Straus, the map is a primordial and perennial feature of human "sapience."
Some geodesic faculty is built-in, so to speak, and finds expression in directions scratched
on the sand with a stick or in precise geodesic positionings triangulated from satellites.
Geographic space is not even representable solely in cartographic terms but rather is a set of
relations where each place, point or event is positioned in relation to the whole set.
Geographic space has no horizon, says Straus, only systems of coordinates referenced to
null points (such as the Greenwich observatory). The advent of modernity vastly expanded
this realm of knowledge, or rather it had the effect of shrinking and compressing geodesic
space to contain the vast range from the microscopic to the telescopic, inevitably altering
"even the geographical space of primitive man or of the farmer whose home is in a remote
valley."58

Straus points out that modemity radically decentered not just the village or the
church spire as the epicentre of the 'remote farmer's' existence, but annihilated it as a
standpoint from which to order perceptual knowiedge of elsewhere. Even "the natural

58 Straus, The Primary World of the Senses, 319. For a fascinating account of Inuit
cartography see René Fossett, “Mapping Inuktut, Inuit views of the Real world,” in
Jennifer S.H. Brown and Elizabeth Vibert, eds., Reading Beyond Words: Contexts For
Native History (Peterborough: Broadview, 1996): 74-94. “While European scientific
cartography sought to describe physical reality objectively, Inuit mapping attempted to
describe practical reality subjectively.” (83)
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absolute centre: the centre of the earth” no longer acts as a centre of gravity in the
geographical imagination:
Today even the boundaries of the heliocentric system have been burst; our
perceptual world has lost its natural centre. In this respect we no longer have, as it

were, a terrestrial home; what is left are merely stop-over stations in the swirl of
moderm life.3?

Where Straus is silent on cognitive modeling of geographic perception by the
system of nationality, Mikhail Bakhtin's notion of the chronotope introduced a geopolitical
dimension. A chronotope, Bakhtin wrote. is "a unit of analysis for studying texts according
to the ratio and nature of the temporal and spatial categories represented . . . an optic for
reading texts as x-rays of the forces at work in the culture system from which they
spring."%0 Applied to territorial occupation under Canada's nation state, Bakhtin's concept
helps to grasp the ratio through which this entire reserve of indexical signs was available for
cross-referencing. The term's usage here will be clarified through examples.

A chronotope governed the
"mapmindedness” of eighteenth-century
British imperialism, when the trigonometric
surveys reconstituted conquered lands as
administrative units in a colonial arena.6! It
was encoded in the narrative strategies of
v the novel that trained readers to imagine
events occurring simultaneously in
& disparate settings. It was the continent-wide

@ news wire projecting an even progression
Fig. 8. Mamathni? “Depth-recorder testing, of time across the entire national territory.
1949.” (NRC, NAC PA 198297.) It was the telephone systems that provided
the pulsing "daily plebiscite" of Ernest Renan's modern consensual nation. It was the space-
time grid that organized the collection of census data by the Dominion Bureau of Statistics

59 Ibid. 410.

60 Mikhail Bakhtin, The Dialogical Imagination (Austin: University of Texas, 1981), 426.
The chronotope shifted the type of systems analysis of routinization typical of time-space
geography into the realm of linguistic study. See Derek Gregory's Geographical
Imaginations (Oxford: Blackwell, 1994) which situates Geography as a discipline within
the linguistic turn of social theory.

61 On colonial cartographic techniques see Matthew Edney, Mapping an Empire: The
Geographic Construction of British India (Chicago: University of Chicago, 1997).
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and the Aerial Mapping programme launched by the Department of Geographical Surveys
in 1925.62

British imperial culture had coordinated time and space on an unprecedented scale,
and each British subject indeed carried its great burden. Even in the Canadian wilderness,
British subjects had to imagine themselves within a pan-imperial chronotope, eventually
synchronized with and symbolized by Greenwich Mean Time. Frye's description of
Susanna Moodie, roughing it in the Ontario bush in the 1840s, as "a British army of
occupation in herself, a one-woman garrison," nicely phrased how one individual's
occupation of territory had internalized the space-time consciousness of the entire empire in
order to "presence" it at one of its remote geographic frontiers.53 Similarly, without a widely
disseminated national chronotope the Canadian nation could not have coordinated its
cultural occupation of territory. The difficulty, and the stakes, of maintaining such a
chronotope is all too evident in the almost frantic obsession with standardized time and the
rush into successive "national" communications technologies.54

Straus identifies this mastery of time and space in perceptual knowledge as the site
of melancholy, from which "no path leads back" to "naive, untrammeled existence in the
landscape™:

The melancholic knows what it means to lose contact with the landscape . . . [no

longer] developing in and with it. The depressive, frozen in unmoving time, is

alienated from the landscape, he looks at the world as if it were in a bird's eye view;

he sees it from above like a map; he hovers over the ground . . . filled with an

agonized yeamning for the small and the common . . . even bodily pain . ... Loss of
home, loss of the landscape: this what we clinically term depersonalization.65

62 Morris Zaslow, Reading the Rocks: the Story of the Geological Survey of Canada, 1842-
1972 (Toronto: Macmillan, 1975).

63 Frye, The Bush Garden, and Susanna Moodie, Roughing it in the Bush, or, Forest life in
Canada (Toronto: McClelland and Stewart, 1962). The idea that a regime of representation
might be carried as a "burden" is also suggested by John Tagg, The Burden of
Representation: Essays on Photographies and Histories (Houndmills, Hampshire:
Macmillan, 1988), 203. Photographic protocols of reception are a cultural “burden.”
Photography is "an insistent practice, inserted at the heart of the modern social order.” It has
"a double momentum" in which, as in time and motion studies, it divides, apportions,
observes and controls bodies in "ever more intimate and exacting attention” while on the
other hand it organizes space via "the landscape tradition, aerial surveys, astronomical
photography, micro-photography . . . and so on. Two kinds of longing, Two kinds of
subjection."

64 See Maurice Charland, "Technological Nationalism," Canadian Journal of Political and
Social Theory 10:1-2 (1986): 213; and Stephen Kemn, The Culture of Time and Space,
1880-1918 (London: St. Martins, 1983).

65 Straus, Primary World of Senses, 328.
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Straus's associating a melancholy of homelessness with the aerial perspective
appeared within a decade of the first systematic airphoto mapping of the continent. The
Jiliating function of landscape art counterbalanced this tendency, providing the cultural
nationalist observer with a degree of ontological security within the national geographic and
geopolitical imaginary. As an image space, the territory was now fit for its citizens.

Yet it is not accurate to leave the impression that the Group never acknowledged
aboriginal presence in the landscape. When A.Y Jackson sketched Indian villages in the
Canadian northwest in 1926, for example, he encountered the remnants of the Haida,
Nootka, and Kwakiuti and their great artistic tradition, including the poles at Kispiox. One
might compare Jackson's aesthetic encounter with Haida iconography with the problem of
photographing a blinding light. Jackson was not to be blinded by the aboriginal artists'
intense play with paradox. He stepped back and simply fed the Haida images, off-axis, into
the established conventions of European landscape as elaborated by the Group. The cluster
of poles at Kispiox, for example, was rendered by Jackson not as evidence of an alternative
set of cultural possibilities to the Euro-occupation of territory but merely as the exotic and
picturesque ruins of those cultures.66

Fig. 9. A.Y. Jackson, sketchbook, poles at Kispiox, 1926

66 In A Painter's Country, 89, Jackson reports that as he and Edwin Holgate sketched these
poles a railway work crew "was straightening them up and setting them in good concrete
foundations. For our purposes, we preferred the poles leaning forward or backward . . . The
Indians were suspicious . . . and they had good reason to be.”



The interrelationships of masts, totems and antennas are pointers towards shifting
codes of observation that govern not just landscape art, but also historiography. Watchers
perched atop the carved totems, looked down with the raven. Look-outs peered from the
swaying crow’s nests of ships. Wireless operators hunched before flickering consoles and
tasted the electronic weather of each Other. All of these shared a common frequency range
of culture as the instrument of collective security, and as the transmission site for
governance. Culture and security intersected at points where human sentience encompassed
tracts of landscape or territory. They intersect where anthropology blends into security
intelligence, and where history becomes the chronicle of the nation state’s containment of
difference. If each chronotope is rated for a certain style of dwelling or occupying, the
cultural nationalist observer must be blind to other scales of protective sentience and prone
to modes of address which valorize the modern over the primordial, the national over the
local, the machine over the human as if these were serial categories. What hybrid modes of
observation as yet await their historical narratives?



CHAPTER TWO

ABORIGINAL ERASURE: The Beothic's 1927
ARCTIC PATROL

I would not pick on Baffin Land
For my too brief vacation

..................

And yet this summer [ could stand
The climate bold and bumptious,
The company in Baffin Land

Will be exceeding scrumptious,
For Doctor Banting sails today
From Sydney on the northern way.
And Painter Jackson, too.

Good boys! Hooroo!!

Their hammocks are already slung
Upon the staunch Beothic

Will Fred declaim on Insulin
Or diabetic fainting?

Will Aleck rave about the sin
Of Academic painting?

..................

I never dreamed that I could know
Such envy of the Esquimaux

"Baffin Land" by J.E. Middleton, Saturday Night , August 13th, 1927.

For the problem of the observer is the field on which vision in history can be said to
materialize, to become itself visible. Vision and its effects are always inseparable
from the possibilities of an observing subject who is both the historical product and
the site of certain practices, techniques, institutions, and procedures of
subjectification.

Jonathan Crary, Techniques of the Observer, 1990.

I have been looking for something that I visualized--it exists round here, but I did
not discover it. An arctic landscape, no place in particular, a generalized landscape
.... I goton a big hill that looked over miles of hills and lakes, and of course I
made a punk sketch.

A.Y. Jackson, crossing Hudson Straits, August 28th, 1927

The neat, almost clinical, erasure of aboriginal presence in the landscape works of
the Group of Seven locates a break in Canadian landscape art where cultural nationalism
overtook previous Imperial visual codes. Applying techniques of discourse analysis to this
question, Jonathan Bordo demonstrates how these visual codes contributed to constructing a
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cultural nationalist observer, and, indeed, this was evinced explicitly in statements made by
the artists. The pamphlet accompanying the first Group of Seven show in 1920 promised
"Art expression that sincerely interprets the spirit of a nation's growth,” one that "will differ
from the Art of the past and the Art of the present day."! At this key juncture, the Group
promised to envision Canada as an emerging modern nation, and without question, their
activities helped advance a disciplinary practice that eventually came to govern the
representation of Canadian "wilderness."

On the other hand, complexities emerged during A.Y. Jackson's voyage in the
company of the 1927 Eastern Arctic Patrol that prompt closer consideration of the erasure
of aboriginal presence in the new Canadian nationalist art. The voyage at some point passed
beyond the discursive limits of what Bordo calls 'wilderness sublime,' and beyond the
landscape topos of cultural nationalism. Foucault himself, it should be remembered,
cautioned that the state "is far from being able to occupy the whole field of actual power
relations.” Furthermore, it "can only operate on the basis of other, already existing power
relations."2 The records of the 1927 Beothic patrol present us less with an indomitable reach
of state authority than with intermittent patterns of governance, and the State's continued
reliance upon pre-existing aboriginal knowledges and practices.

[t was obvious to Canadian
government officials in 1927 that the
Arctic territory and its aboriginal
inhabitants were well-integrated

neither in the nation's scenic Y&,
landscape fopoi nor its geographical - /\
imagination. Subsuming aboriginals e\

to that combined regime of

landscape perception depended Fig. 10. A.Y. Jackson (left) and Frederick Banting
(second from right), Sydney Station, Aug. 1927.
(NAC PA 204624)

Euro-Canadian visual subjectivity, initiating them to the cultural nationalist wilderness ethos.
Only with this technique of observation could they re-imagine their homelands and know
their place within the national chronotope. Yet this national geographic imaginary had little
purchase among the Inuit. Indeed, the Arctic topography patently was unripe for the clearing

on vesting them with a specifically

L Cited in Tooby, The True North, 24-25.

2 Michel Foucault, Power/Knowledge: Selected Interviews and Other Writings, 1972-77,
ed. Colin Gordon, (London: Harvester/Wheatsheaf, 1980), 122.
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and settlement that the Group's Canadian shield landscapes had fostered, and its expanses
were not yet thoroughly charted. It was ludicrous to imagine Arctic terrain as suitable for
surgical transformation into pastoral English countryside or golf links. Perhaps
unsurprisingly. A.Y. Jackson's sketches and diary accounts of the Arctic voyage exhibit
uncharacteristic lapses of confidence in his earnest attempts to translate the Group's national
landscape idiom into the highest latitudes.

By 1927. the Group's iconography of wilderness held the national imagination up to
Canada's "pine line", yet none of the artists had yet ventured northwards into the massive
Arctic and sub-Arctic zone over which the Canadian state tenuously asserted its
sovereignty.? As Jackson boarded the train in Toronto en route to the Beothic, docked at
Sydney, Nova Scotia. he had no inkling of how he was to be overwhelmed by the latent
image-capacity of these landscapes and seascapes. by their colossal scale and flux, presided
over by night skies of shimmering aurora. Stymied by the resistance of these landforms to
condensation into any simplified iconography. the voyage would produce mixed results
artistically, and a controversy in the press over comments offered by both Jackson and his
companion, Dr. Frederick Banting, concerning what they viewed as the deteriorating culture

of aboriginal people they had encountered en route.

Fig. 11. A.Y. Jackson, sketch of the Beothic, 1927.

C.G.S. Beothic

The Canadian Government Ship Beothic was a 2700-ton coastal steamer refitted for
breaking through the polar ice, leased by the Government's Northwest Territories and

3 F.B.A. Housser, A Canadian Art Movement: The Story of the 'Group of Seven' (Toronto:
Macmillan, 1926). Even before Jackson ventured to the Arctic, Housser had associated the
Group's oeuvre with the trajectory of national history. The Group of Seven’s Ontario
wilderness had long been tourist destinations; see Patricia Jasen, Wild Things: Nature,
Culture and Tourism in Ontario, 1790-1914 (Toronto: University of Toronto, 1995).
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Yukon Branch for its annual Eastern Arctic Patrols.* Commanded by Captain Falk, the ship
carried a small professional crew. RCMP officers en route to relieve others due for rotation.
as well as three guests: A.Y. Jackson. Frederick Banting, and a drink-loving botanist named
Malte.5 For a period of fifty days the voyage of the Beorhic held the all-male company in a
shipboard polity that still resonates with questions of aboriginal presence, constitutionality
and civic conduct in a (post)colonial nation state.6
The captain, all agreed. was competent and fair. The policemen were fascinated by
the mystique of the Arctic although some of them doubted the purpose and wisdom of the
government patrols. There were two known rascals. The decks became piled high with native
gear, and the [nuit, with their dogs, populated the deck and the hold. The scientists and the
artist began to question assumptions they had embarked with. There was mutual recognition
in a climate that demanded cooperation. There was risk, but also effective planning and
experience. Work was performed by all parties, according to their various callings, seals and
salmon were eaten, images were shown and images were made, fox furs were loaded.
Prejudices were bared and accommodations found. There was dream work as well, some of
which is known. The absence of women accentuated the homosociality of the ship's
company and underlined the masculine character of police "protection” in the Arctic.
Their ship's name, Beothic, referred to an
aboriginal people perhaps genocidally
extinguished, but at least forcibly dispersed by
Europeans in Newfoundland during the
colonial period.” Carrying the memory of that
hunted and vanquished people on its prow the

vessel punched its way though pack ice as if

impelled by some core ambivalence in the very

Fig. 12, Capt. Falk, Sept. 1931.  engine room of European colonialism.The
Photo: Finnie (NAC PA 100110) name alerts us to traces of desire, a desire that

4 The patrols commenced in 1922; the Beothic was chartered in 1925.

5 The Department's Expedition Leader, Dr. Livingstone was picked up en route, at the
termination of an 1100-mile overland expedition.

6 James Tully, Strange Multiplicity: Constitutionalism in an Age of Diversity (Cambridge:
Cambridge University Press, 1995). Tully discusses Bill Reid's sculpture "The Spirit of the
Haida Gwaii" as the model for a postcolonial ‘ship of state’.

7 Ingeborg Marshall, A History and Ethnography of the Beothuk (Montreal: McGill-
Queen's University Press, 1996). Marshall is keen to make a case for genocidal
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pursues absence, irresistibly drawn forward into it. Thus the irrecuperability of one
aboriginal presence preceded the vessel, destining it towards another.

Accounts of voyages record how ships cocoon their occupants in political
environments, incubating local political theories and putting them in action. Polities that
gestate over the period of a voyage and then evaporate, leaving records as terse as official
logs, or as leisurely as passengers’ diaries. As readers we project ourselves into the space
and time of these accounts, attending closely to the microcosm of shipboard government
that ensures good form in deck-tennis or capsizes into mutiny. Rather than comment
directly on the relation of the Canadian state to northern aboriginal peoples we might attend
to what sort of polity reigned aboard the government patrol ship and what changes it
underwent as it steamed to and from the highest latitudes during the summer of 1927.

The Elusive Arctic Topos

Charles Stewart, Minister of the Interior, was favourably impressed when A.Y.
Jackson wrote floating "the possibility of including an artist on the personnel of the next
expedition to the Arctic."8 The Department concurred with Jackson's "conviction that an
artist's interpretation of the country . . . would give a graphic impression of a part of Canada
that has been held through patient and heroic endeavour." The Director of the North West
Territories and Yukon Branch, O.S. Finnie, agreed that "as far I know, there has been no
artist in the north in former times, and a picture from that country would be something new
in the realm of art."? This was not entirely accurate. During the previous century numerous
paintings had been made by officers of various ships sent into the region by the British
Admiralty. Furthermore, the spectacular disappearance of the Franklin Expedition in 1845
had popularized various images of the Arctic in Britain ever after, including a well-attended
and very lifelike Arctic diorama at Burford's Leicester Square Theatre in London. !0

On the other hand, the Admiralty's stuffy and topological Arctic pictures were not
available for viewing in Canada, nor would they have served the "Canadian" purpose.
Oswald Finnie rightly regarded Jackson's offer of the Arctic sketches to the Department for

extermination, but it is noteworthy that by her own account the Beothic had the ability to
disappear or reappear at will, to the Europeans' confusion.

8 NAC RG 85, vol. 12, file 20 "A.Y. Jackson."
9 Ibid.
10 J. Russell Harper, Painting in Canada: A History, 2nd Edition, (Toronto: University of

Toronto Press, 1988), 133. An officer who arrived in the Arctic on a Franklin relief mission
experienced déja vu upon encountering the exact landscape depicted in the London diorama.
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illustrations in official publications, as well as one finished painting, as "an excellent
opportunity” to publicize the Canadian Government's activities in the north. He concurred
with Jackson's suggestion that the completed canvas be donated to the Dominion Archives
or the National Gallery as a permanent record of the expedition.!!

Jackson also explained how he had "already painted Canada east to west generaily”
and would "now like to start at Ellesmere Island and work south." This became the spatial
matrix for the painting tour, an impressionistic framing of the Arctic within a national image
space presided over by the Canadian Government. As a leading Group of Seven artist
Jackson was expected to bring the Group's distinctive cultural nationalist sensitivity to bear
on the Arctic landscape. He was to synthesize the sensory stimuli he received into an
iconography of Arctic wilderness consistent with the Group's "right degree" of modernism.
The Director also understood, and so advised Jackson, that such artistic sensibility was to be
directed at the landscape and not its human occupants. In particular, he was not to
emphasize the conditions or the visual appearance of the native people he encountered, nor
to stray into any public controversy on their account.!2

This task proved more difficult than that faced by Jackson and other members of the
Group when they had followed Tom Thomson into the relatively friendlier terrain of
Algonquin Park, or even his travels on the British Columbia coast the previous year. In the
Arctic he had to tame, graphically, a vaster, more hostile wilderness environment. In
Algonquin Park, he could ignore native people; in the Arctic, visitors continued to rely on
their knowledge and skills for survival. At the outset Jackson knew little of Inuit society
beyond hearsay that one treated them as one treated small children. So, as an afterthought to
his first diary entry he wrote: "Got a lot of toy balloons, colored crayons, candy and such
things for the Esquimaux."13

On July 16th, 1927, the Beothic dropped its cables and churned away from the party
gathered on the Sydney pier. Jackson's companion, the medical researcher Sir Frederick
Banting impetuously "tore off his collar and threw it overboard, shouting 'no more white
collars!"" With Banting's gesture the social conventions of the shore gave way to those of
the ship. Jackson looked around at the ship's company, noting with satisfaction that the
"husky" young policemen aboard were "normal, clean living chaps, none of them with
artistic temperament.” A few days later, he added, without disappointment, that it was "not a

11 NAC, RG 85, vol. 5713, file "A.Y. Jackson," Finnie to Jackson, April 17th, 1927.
12 NAC, RG 85, vol. 5713, file "F. Banting", Crory to Finnie, September Sth, 1927.

13 AY. Jackson, The Arctic 1927 (Moonbeam, Ont.: Penumbra, 1982) Diary A, no
pagination, July 16th, 1927.



literary aggregation. I don't think anyone on board ever heard of Blake." Privately, he
wondered at their penchant for long stints of winter isolation. One officer had committed
suicide recently at the North Devon post. "Probably too temperamental,” wrote Jackson.!4

The passage north was plagued by fog, but when its shroud occasionally lifted an
increasingly forbidding terrain rose into view. The artist found it frustratingly difficult to
sense any consistent pattern from the moving ship. The foreground was always ice, often so
vividly coloured that southern viewers of the pictures later considered his renderings
exaggerated.

His diary entries record mounting frustration:

July 29th: Art is some problem. There is no end of stuff, but everything is
moving.

July 30th: Made a rotten sketch of an iceberg.

August 3rd:  Ellesmere Island is a vast ice cap, only bare in spots near the coast.
Not a sign of life, not an insect even.

August 4th: A desolate looking landscape . . . beyond and across the bay are
the fortress like shores of North Devon Island towering up . . . .
We cannot go on until it clears, as compasses are almost useless
here on account of proximity to the magnetic pole.

August 5Sth: I made a punk sketch which I scraped off.

August 6th:  The landscape is just an endless pile of sharp stones, not even
moss or lichen to soften it.

August9th:  Haven't made a sketch for four days.!3

On August 10th, it was again "The friendly Arctic--rain, wind and fog," so he turned
to "making a drawing of an ingloo [sic], stones and bones." He had found the landscape
stubbornly resistant to the anthropomorphism so successfully embodied in the jack pine.
Where the jack pine had reoccupied the empty landscape with wavy expressive silhouettes
suggesting human forms, no similarly anthropomorphic symbol offered itself up to
Jackson's eye. In desperation, he attempted to locate it in entire landforms, describing a vast
wall of cliffs as a "very fine succession of Gothic Churches and strongholds, rosy in

14 1bid., Diary B, July 27th, 1927.
15 bid., extracts, dates as indicated.

51



(913
(8]

color." and "miles of big Cathedrals and Hart Houses violet red and orange."!6 As if
feeling that these metaphors reinforced an appalling absence of any
S trace of a Eurcpean culture of occupation in the passing cliffs.
Jackson abruptly turned to accuse the Inuit of improvidence:
A couple of years ago fifteen Eskimos died of starvation
further down the Inlet, while round here they had so much
food they were throwing it away. The Eskimos were presented
with Confederation medals. Some future archaeologist will dig

them up in the igloos. I fell asleep and did not see the
ceremony.!”

Jackson's association of aboriginal presence with hunger. citizenship
and archeology is an index of his growing perplexity and fatigue with
the Arctic landscape and its people. The Eskimos were seemingly
incapable of governing their resources, resulting in what appeared to

3§ him to be sporadic bouts of feasting and starvation. Yet they were

7 presented with medals to recognize and encourage their participation

in Canada's confederation. Jackson wearily consigned the problem to

future archaeologists and went below to sleep.

gﬁgslgmfc%l;ﬁ The Inuit whom Jackson and Banting encountered on the

ég?ﬂ. (NAC, C665 vovage indeed had. as the Toronto Star reported on September 9th, "a
)

different status as compared with the other native Canadians.” The
latter, the writer continued:
are wards of the Canadian government, but the Eskimos are British subjects with
wider citizenship rights. Their exact status is nebulous, but it is recognized that they

are not in the same category as the Indian. They have no reservations, no treaty
money, but live their lives as free citizens. !8

This presumed much about the [nuits' territorial ontology. However grandly
enumerated as "British subjects" the Inuit encountered by the Beothic inhabited highly
isolated "pockets of local order," to use the geographer Torsten Hégerstrand's term.!® The
steamer's visits provided celebratory occasions known as "ship-time": rare, wonderful

16 Ibid., Diary B, August 8th, 1927.
17 Ibid.
18 Toronto Daily Star, 9 September 1927.

19 See Torsten Hiigerstrand, introduction to Anne Buttimer, ed., The Practice of Geography
(London: Longman, 1983).



opportunities to visit otherwise inaccessible relations and friends. Yet "ship-time" did not
translate into a spatio-temporal matrix of citizenship and governance; the Inuit expected
neither their persistence in the landscape nor their expiration from hunger or disease to be
known or recorded elsewhere. Their lived subjectivity operated beyond the call of "civic
duty" in the national observatorium, and their geographic imagination bore little relation to
the Toronto Star's confident assertion that they "live their lives as free citizens." Their
"freedom" was in this sense a freedom from knowledgability, something incommensurate to
the Star's liberal democratic conception of freedom. Only the cycle of Government Arctic
patrols and the scattering of RCMP and Hudson's Bay Company posts began to establish
the Euro-Canadian conception of a "freedom" predicated on the assumed fact of
observation. Only then would the Inuit become parties to the sentience of the national
culture in its occupation of territory.20

Jackson noticed a great deal about the Inuit, but he never probed into their culture or
what freedom might have meant to them. Nor was he interested in their works of art. He did
not notice, for example, how aboriginal artists' concern for hunger conjoined an ethos of
conservation with the ritual of the feast. The experience of hunger in the hard face of a bare
landscape fostered respect for the spirits of fish and animals. The Inuit hunter believed not
only that improperly taking an animal or a fish risked aitagonizing its spirit, but also that
consuming its flesh necessarily transformed his own being.2! Perhaps the greatest
expression of transformation is found in the work of Haida artists where the mouth and
swallowing are frequent figures of paradox and play; but Inuit, too, were deeply influenced
by such ideas and images.22 Jackson's estimate of Inuit civic conduct, their innocence of a
national chronotope that might have connected their isolated groups, did not acknowledge
how his nationalist sensibility of time, space and geography even then was engaged in
"swallowing" theirs.

Despite Jackson's resignation to their eventual extinction, the "vanishing race” was
coming to play an ever more present and robust role in daily life on the Beorhic. On August
12th, the artist met a troop of Eskimos on the beach. "They stepped up and shook hands

20 william C. Wonders, "Unrolling the Map of Canada's Arctic,” in Morris Zaslow, ed., A
Century of Canada's Arctic Islands 1880-1980, Royal Society of Canada, 23rd Symposium
(Ottawa: Royal Society of Canada, 1981), 2. "Most Inuit possessed a well developed ‘built
in' geographical sense or mental maps (to use the currently popular term) which frequently
amazed the white man." The Inuit had no use for drawn maps, Wonders explains, rather
they sketched on snow or sand when necessary. They could and did provide accurate drawn
maps to Europeans when asked.

21 Tuan, Landscapes of Fear, 48-51.
22 wilson Duff, The Bird of Paradox, 253.
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with me very genially--the big chief, three or four other men, a lot of kids, tattooed ladies
and the village belles." This was one of his first close encounters with Inuit for whom, he
wrote, "smiling is the chief means of communication with us." The Inuit women whom he
assisted on board the ship "smell rather
high." he noted, "smiling at six feet is as
intimate as I would care to get." Just prior to
providing this gentlemanly assistance and
appraisal he himself had been carried "like

the Prince of Wales" on the back of an Inuit

out to the ship's launch.?3

Writing in his parallel diary the ) _
same evening the strange ice-jump from glé%t}jc izﬁiaggﬁ)n, Inuit approaching the
landscape to starvation to landscape recur- '
red: "Fifteen Eskimos died of starvation down Admiralty Inlet," he wrote, "Shinik Islands.
Children probably eaten--no traces of them, remarkable cliff at entrance to Arctic Bay."2+
Corporal Joy, a Mountie well known for his Arctic exploits, told stories of starvation and
hard-ship endurec by white explorers, andthe
declining self-sufficiency of the Inuit. In Joy's
opinion the Canadian government ought simply to
have been ensuring that the Inuit were left alone to
pursue their traditional ways. The "remarkable”
Corporal Joy, wrote Jackson, was "not scientifically
trained, but very observant." Apart from Joy's tales
of starvation "none of the boys say much about the
cold." Arctic landscapes troubled his dreams, in
which he roamed without Inuit helpers far beyond
the safety and comfort of the ship. He dreamed that
he, Fred Banting and Bess Housser, "with a bunch

of Germans were away out on the ice which was

very unsafe, and the land a long way off."25

e persistence of Arctic memory was, for Fig. 15. A.Y. Jackson and Beothic,
Jackson, all about cold. Time and permafrost 1927. (Malte, NAC PA 204623)

23 Jackson, The Arctic, Diary B, August 12th, 1927.
24 bid., Diary A, August 12th, 1927.

25 Ibid., Diary B, August 24th, 1927. Bess Housser later married Lawren Harris.
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became the main obstacles to condensing the landscape into an Arctic topos. For one thing,
there was a palpable discontinuity with the familiar chronotope, the cycle of days bore no
resemblance to daily rhythms in the south. As Banting wrote, "Sometimes we would find
ourselves working at one or two o'clock in the morning. The twenty-four hours of daylight
was demoralising."26 Jackson concluded he would need a full year in the Arctic just to
grasp the changing qualities of light. Moreover, he was struck by the way the cold climate
and relative scarcity of human activity slowed down the
B8 decay of the relics and debris of previous exped-itions,
and of previous sites of aboriginal habitation, as if the
¥ Arctic landscape remained glacially impervious to the
puny European conception of time, and the arbitrary

I line demarcating "history" from “pre-history."

Jackson sketched the Mary, a little schooner left
on the beach eighty years previously on the slight
% chance that members of the hapless Franklin Exped-
.., ition returned to their former camp on Beechey Island.
7 Fascination with the uncanny preservation of Arctic
: . relics infected the RCMP patrols generally. Objects and
'L <% writings left in cairns by early explorers were duly
‘ 4 <)~ withdrawn, replaced with an official receipt, and sent
. %474 back to Ottawa. After marveling over these items the
Fig. 16. The Mary, Beechey RCMP Commissioner of this period, Courtland
_12%3’;%91)9 27. (Malte, NAC, PA Starnes, directed that any of the explorers still living, or

their organizations, be advised that the RCMP

had placed these "historical" materials in the care of Dominion Archivist, Arthur Doughty.27
Any remains of aboriginal material culture--Corporal Joy showed Jackson and Banting
several unexcavated sites from which he had removed artifacts--were considered "pre-
historical" and placed in the ethnological collections of the Victoria Memorial Museum.
Police activity in the Arctic thus attempted to sort and incorporate scattered relics of Arctic
cultures into the national chronotope, reinforcing an already institutionalized distinction

between history and anthropology.

26 W.w. Hipwell, "A Memoir," introduction to A.Y. Jackson, Banting as an Artist
(Toronto: Ryerson, 1943), 15.

27 RG 37 vol. 49, file 60-RCMP, see Courtland Starnes-Arthur Doughty correspondence,
ca. 1920s and 1930s.
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Later, on his return to Toronto, a headline stated that "Mr. Jackson Sketches
Farthest North, where Canadian Mounties Patrol the Roof of the World."28 The article
announced that Jackson had repudiated any thoughts of further sketching trips to Europe,
stating that there was too much still to be done in the Canadian north. Bold-faced text
announced that the "Toronto Artist of the Group of Seven has pushed the boundaries of
Canadian painting farthest north." To prove it, three sketches formed a dramatic triptych at
the head of the article: one, a rendering of the austere and bare Cocked Hat Island; second,
the minuscule RCMP post at Bache Island, huddled at the foot of a great line of cliffs; third,
a former Eskimo encampment "being excavated by the Government party.” The northern
landscape thus rendered as a) empty, b) policed, and c) a place where aboriginal "presence”
was (or would soon become) primarily of archaeological interest.

Initially, the erasure of aboriginal presence here appears to be consistent with the
pattern adduced by Jonathan Bordo. Yet, a new element crept in that troubled the subjective
gaze that so dominated those Georgian Bay works. Here, the views are from afar, human
scale is confronted with gargantua. The observer--Jackson--is shrunken by his
surroundings. Futhermore, human presence was no longer stated as an "absence” drawing
forward future settlement and development, but rather a different, ominous absence signaled
by traces of privations endured. It was as if any human occupation of Arctic territory
demanded a common culture of survival that commandeered all available human ability and
skill regardless of origin.

The finished "official" painting of the expedition, selected from amongst the
sketches by the Minister for the collection of the National Gallery, finds the Beothic at the
most northerly point of her voyage, the Bache RCMP post, alone in a dangerous sea of
jagged fragments. The painted canvas understates the deep uneasiness captured in the
sketches made at the time. Fearful of being caught, frozen, and crushed by the pressing ice,
Jackson recorded in his diary on August Ist:

Caught in the ice. The situation may become very serious within the next few hours.

We got about a mile and a half from the Bache Post, and the ice kept getting tighter,

and the floes larger, and finally the Beothic could do nothing . . . . She has a very
powerful bow--but she is vulnerable amidships. We are slowly moving with the

pack’zg

28 Toronto Star, September 10th, 1927.
29 Jackson, The Arctic, Diary A, August 1st, 1927.



This northerly extreme of the Beothic's circuit was not the tamed landscape familiar
to the majority of Canadians clustered far away along the forty-ninth parallel. The hygienic
clarity and straight-thinking modernity symbolized in the Canadian nation's northern-ness
was betrayed here by the doubleness of "north."3% The magnetic north pole was
"bedevilling navigation," Banting reported. "Captain Falke said he wished the Russians
owned it and kept it in the middle of Siberia."3! The geodesic self-orientation of
the national chronotope had ceased to govern the
ship's position, and Captain Falke wisely tumed
to Inuit knowledge of pilotage--ignored in 1845-46
by Franklin to his peril--for the ship's security. That
: the Euro-Canadians geographical perception of time

and space was so unstable in the Arctic environment

Fig. 17. Inuit pilots on Beothic.
1927. (NAC, Malte, PA 204662)  could only complicate Jackson's task of eliciting

from it a scenic landscape topos.

The Coal Hole

Another visual regime was introduced into life on the Beothic. On August 22nd, as
the ship gradually proceeded southwards, Jackson's diary records the screening of films for
the entire Inuit population of Pangnirtung down on the coal in the Beothic's hold. Their utter
delight with the moving images disarmed Jackson, who wrote: "It makes you realize right
away too the value of simplicity."

By then he had become acutely aware of the Inuit presence aboard the ship. On
August 13th, he had written:

We keep on accumulating Eskimos and dogs. The fore deck is piled up with motor

boats, sleighs, dogs and props. Fighting and howling goes on all day long. The

Eskimos staterooms are down the hold on top of the coal, and they think it pretty

swell . ... The whole population from babies to grandmas came jumping over the

ice to see us off . . . about thirty of them, with dogs, in a Chauve Souris medley of
costumes. They trade them awful junk at the H.B.--old print dresses of twenty years

ago, skirts down to their ankles, red blue pink, seal skin pants, the loose Arctic shirt
with the bag at the back for the papoose, old army tunics, and every cap imaginable.

30 The trope of "hygienic" cold in Euro-Canadian culture is explored by Carl Berger in his
"The True North Strong and Free," Peter Russell, ed., Nationalism in Canada (Toronto:
McGraw Hill, 1966): 2-26. Yet. exclusionary pride in the Canadian hardiness to cold was
obviated at these high latitudes. One aspect not explored by Berger is how the trope of
hygienic cold operated in relation to Inuit presence, obviously a model of success by any
standards of human adaptation to tundra. Again, it appears that erasure of aboriginal
presence was prerequisite.

31 Jackson, Banting as An Artist, 14.



And all hopping from one chunk of ice to another, throwing their dogs across the

wide spaces.

The film screenings began in Godhavn, Greenland on July 24th, where they met a

peculiar shipboard welcome from the Governor decked out in gold braid, accompanied by

his wireless operator in a straw hat. Jackson reported "wild excitement” when "the boys
made a movie house with tarpaulin on the deck. and the whole village were invited out to see

Felix the Cat and several other films [at] morning and afternoon performance(s)."

As the voyage proceeded these screenings continued to interest Jackson. On August

22nd he wrote:

All the Eskimos went out to the steamer and saw a movie show down in the coal
hole. They whooped it up when they saw themselves, taken on a previous trip, and at
Felix the Cat, and at some flappers in bathing suits on the beach in Vancouver.

This new type of image in which Inuit "saw themselves" on film draws attention to

an unmentioned function of the Patrols: the exposure of aboriginal people to Euro-Canadian

-«

Fig. 18. Inuit children by the “coal

hole,” Pond Inlet, 1927. (NAC,
Livingstone, PA 102082.)

techniques of observation.32 The Arctic film
footage was produced probably by George
Valiquette or Roy Tash, newsreel cameramen
engaged to record the Patrols of 1924 and 1925,
or else by Richard Finnie in 1926. As Peter
Geller has shown, the Branch was quick to use
emerging film technology to image and to
imagine the Arctic within the nation's territory.33
Robert Flaherty's Nanook of the North and other
films screened extensively across North America
shaped southern perceptions of the Arctic. But the
records of the1927 Patrol highlight how film
returned to the North to refashion the Inuit
ontology of dwelling in the Arctic territory. The

scopic regime of cinema stressed the subject-

32 Labrador Inuit encountered projected images more or less coterminously with rural
Europeans. See Stephen Loring, "In Torngak's Realm: The Nineteenth-Century
Photography of Moravian Missionaries in Labrador." In J.C.H. King and Henrietta Lidchi,
eds. Imaging the Arctic (Seattle: University of Washington Press and University of British
Columbia Press, 1998), 217. The Moravian missions on Labrador's north-east coast had
used magic lantern slides for religious instruction at least since 1865."

33 See Peter Qeller, "Visions of a Northern Nation: Richard Finnie's Views of Natives and
Development in Canada's ‘Last Frontier,”” Film History 8:1 (Spring 1996), 20. Geller
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object dichotomy discussed above: the seduction of the filmic image, the desire for what is
absent, for one's own past, and indexing images in a national sphere of information. The
documentary film already was the preferred means of fostering the affect of national
simultaneity; here it conjured up such images, tlickering through coal dust in the Beothic's
hold. and delighted Inuit saw themselves arraigned in the same spatio-temporal frame as
flappers across the continent on a Vancouver beach. Courtesy of the RCMP, they were now

officially initiated to an emerging filmic diegetic of Canadian cultural nationalism.

Standing Reserves

The iconography of the Beothic's coal hole is complex, invoking at once Plato's cave
and Heidegger's essay concerning technology. In the coal hole cinema the "standing
reserve" of filmic images meets the standing reserve of fossil fuels. The coal does not so
much "feed" the ship's engines as it forces itself upon them, thrusting the Beothic into its
destining, opening up the North. So it is with the images. not so much feeding the senses as
forcing themselves on the Inuit imagination, enframing them in that other destining. There is
a relentlessness inherent to these processes and capacities that seems to have desensitized
the occupier to primordial traces of "dwelling.” For occupiers, the spatial reference to their
essential place is always elsewhere: the metropolis, the capitol, the stock exchange, the point
of emigration, the "old country.” The occupier is concerned most of all with territory, and

terrestrial boundaries. The occupier
transplants customs, styles of observation
and marks off the limits of the zone of
protection. The occupier cannot

comprehend all at once what Heidegger
calls the "fourfold" of earth, sky, divinity

and mortality, but instead revolves in a Fig. 19: Nookupluk, “seeing

as.” April 1931. Photo: Finnie.
restless passage, emphasizing the serial- (NAC PA 101156.)

ization of space: the home, the workplace,
the church and the mortuary, each location displacing the others."

Dwelling," according to Heidegger, signifies the "primal oneness" of the four-fold.
The coal hole is a point of transformation, a worm hole, a black hole where the

writes: "The Canadian State also turned to motion pictures to promote a view of an active
govemnment presence in its northern territories. The period between the wars, in particular,
marked an important time for the extension of governmental control.” Tash and Valiquette
were assisted in 1924 and 1925 by O.S. Finnie's son, Richard, who afterwards became the
Branch's official cinematographer and still photographer.



incommensurateness of occupying and dwelling collide. The crucial term is displacement,
the geopolitical aesthetic of Western art. The dweller's primordial oneness obviated
aesthetics, indeed any distinction between technology and art: "The arts were not derived
from the artistic. Artworks were not enjoyed aesthetically. Art was not a sector of cultural
activity." In the coal hole the occupiers’ propensity to "see as" attempted to seduce the
Arctic dwellers' propensity to "see" in the full poetic sense of Heidegger’s “revealing.”

There is sometimes a careless acceptance that the saturation of all cultures with
mediated images, and their reification as academic knowledge, extinguished the possibility
of "dwelling" and "seeing" in this primordial way. Yet it is not clear that the transformation
occurring in the coal hole was so unambiguous or one-sided. In Hugh Brody's and Nigel
Markhams' film Hunters and Bombers, for example, an Innu elder plucks a shoulder bone
from the fire and holds it in front of the camera.34 He studies it and pronounces with
satisfaction that he sees in this charred knob the shape of a ski-doo. It is a good omen, he
tells the group, the hunt will be successful. To the film-maker, hidden behind the camera—in
effect, catching our own eye--he says, touching the lens housing, "that is your way of
seeing; this is ours." But what does "ours" mean here? The ski-doo, the hunt, the camera,
the Innu children watching Anne Murray on CBC television in a bare room, all suggest a
hybridity of dwelling and occupation within which the distinction between "seeing" and
"seeing as" ceases to hold.

The Inuit lying on the coal in the Beothic's hold were unprocessed fuel for what
Foucault called "governmentality.” And yet, in this Heideggerian reading, aboriginal
presence suggests an entirely different understanding of that "standing reserve." Rather than
relegating aboriginality to a human fodder for the Canadian state's claim to sovereignty in
the Arctic, might it not suggest a capacity, a resource injected into conceptual engines of
governance, driving the ship of state into its destining while also re-routing that destiny?
Conceiving of aboriginal presence as a "standing reserve" augurs some fusible crux where
the surfeit of territorial imaging and the neuroses of occupation collapse, or else are
absorbed into a dwelling and a seeing that is neither primordial nor modem, prehistorical
nor historical, natural nor machinic. The essence of being at peace in the free, if Heidegger
is correct, is found at the brink of poéisis, where the fourfold is one, in the "locale” from
which vaster "spaces” are granted their essential being.

34 Hugh Brody and Nigel Markham, dirs., Hunters and Bombers (Montreal: National Film
Board, 1991); for more on the Innu and NATO bombers, see Jose Mailhot, "Montaignais

itio‘;l to the Militarization of Their Land: An Historical Perspective,” Native Issues 7:1
(1989): 47-54.
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Jackson's interest in the film screenings waned as he pondered his task and
understood it to be distinct from this expansion of a national chronotope through film
projection. His focus returned to the mission of establishing a scenic topos for the Canadian
far north. This elusive quintessence, like jack pine, was to be sought directly in nature, but
the harsh Arctic landscape yielded nothing but "a lot of wandering without finding a
composition.” His sketches of Inuit life, made incidentally as he sought the big landscape
metonym, seem now to convey some gentler message, but one he could not allow himself to
hear .35 On August 28th :

I have been looking for sumething that I visualized--it exists round here, but [ did

not discover it. An arctic landscape, no place in particular, a generalized landscape.

... I got on a big hill that looked over miles of hills and lakes, and of course I made
a punk sketch.36

The elusive Arctic topos was not to be found, even from the prospect of a big hill.
Aboriginal presence in the landscape once again was erased from official view: a charming,
smiling, generous, but finally contingent, presence. Yet, while Jackson earnestly gazed into
the distance, his own diary records the aboriginal presence close by, quietly animating the
ship, sustaining its larder, providing essential local navigational knowledge, indulging its
film screenings, perpetuating its trade in furs, and enjoying the company.

Paradox depends on its elements maintaining a certain blindness or unknowing, and
in a perfect paradox blindness is doubled. On August 3 1st, Jackson noted that he had
stayed up on deck during the previous evening's screenings in the coal hole:

They are a vanishing race, too much contact with white people is the end of them

. . . . Last night the aurora made great spirals in the sky, while the Eskimos were
down in the hold seeing the movie show.37

Techniques of the Observer

Jackson's self-critical estimate of his artistic production on the voyage was not
shared by the Department of the Interior, nor by posterity. Historian Carl Berger later wrote
of Canadian nationalism that its "theme of northerness culminated in A.Y. Jackson's The

35 NACRG 85, "F. Banting". O.S. Finnie perhaps recognized this. Offered his choice of a
sketch as a personal gift he chose one of Jackson's small studies of Inuit and their dogs.
Even Banting remarked that "Ice is extremely difficult to paint . . . Jackson['s] best efforts
are of Eskimo villages.”

36 Jackson, The Arctic, Diary B, August 28th, 1927.
37 Ibid., 31st August, 1927.



North Shore of Baffin Island (1929) and Lawren Harris's Bylot Island (1930) both of which
exude the crystalline cold and seem themselves to be part of the stark northern wastes."38
As promised, Jackson had supplied the Department with material for the visual
dissemination of Canadian sovereignty in the Arctic, one more element in a growing
ensemble of cultural nationalist processes. In 1933, a departmental memo advocated the use
of Jackson's sketches in its publications because "without mentioning the fact it would
indicate the breadth of the government's interest in the Arctic."39 To honour his
commitment, Jackson had duly worked up the Minister's chosen sketch and placed it in the
National Gallery's collection.40

The subsequent reorganization of the Department of the Interior as the Department
of Mines and Northern Development under the Conservative government of R.B. Bennett
indicated a change in attitude towards the wilderness. The interventionist term
"development" was introduced into the nomenclature of northern governance for the first
time, replacing the more mysterious "interior" and its lingering suggestion of uncharted
territory. It was under this new Department that a mass reproduction of A.Y. Jackson's
Arctic paintings and sketches occurred, although not until after the war. In 1948, Hugh
Keenleyside, then Deputy Minister, commissioned another northern painting tour, this time
to the Northwest Territories, asking of Jackson "only {that he] catch the spirit of the country
and reproduce it in the most effective manner. There is,” he added, "no one else who can be
relied upon so confidently to do this."4! Jackson was flown into the Territories where he
painted and sketched for a number of weeks. The results of this trip were handed over to the
Department to use for educational purposes.

The wide recognition of the Group of Seven's nationalist art throughout Canada in
the 1940s owed a great deal to the two world wars. First, there were the activities of Jackson
and others as war artists in the First World War.42 More important to their success, though,

38 Berger, "The True North Strong and Free," 4.

39RG 85, “A.Y. Jackson,” Major McKeand to “W.C.B.,” 27 November 1933.

40 1bid., C. Stewart to A.Y. Jackson, 11 February 1930: “Many have praised the picture. To
me it is valuable not only for its artistic worth, but also for its significance as a portrayal of
Canada’s watchful care over her remotest hinterland.” The painting is now held in the
McMichael Collection, Kleinburg, Ontario.

41 NACRG 85, "A.Y. Jackson," R.A. Gibson to Fred Smith, 17 August 1949.

4281\garia Tippett, Canada, Art, and the Great War (Toronto: University of Toronto Press,
1984).
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was the mass reproduction of their landscape paintings to brighten up the walls of canteens
during the Second World War. In his autobiography Jackson reported that 17,400 prints
were distributed "free of charge" during the war followed in the post-war period by many
paid orders through the National Gallery. "The [canteen] exhibitions," he wrote, "did more
to familiarize young Canadians with the names of their artists than all the publicity we ever
had previously."43

The Department of Mines and Northern Development planned to repeat that brilliant
wartime cultural initiative, albeit on a smaller scale, by reproducing Jackson's landscapes of
the Northwest Territories. Presided over by Deputy Commissioner of the Northwest
Territories, Roy Gibson, the Department developed plans for the mass reproduction of
Jackson's work. Their goal was "to promote culture in the schools in the Northwest
Territories" by familiarizing the native children with Jackson's "outstanding portrayal of
their own country."44

Initially, they planned a series of colour film strips for circulation to northern
communities and schools using the National Film Board's existing circuits of distribution,
but this was opposed by Eric Brown's successor as National Gallery Director, Harold O.
McCurry. McCurry, it was noted, "has been somewhat prejudiced about film strips made
from paintings as he feels that no reproduction can ever be one hundred percent perfect.”
W.T. Larmour, of the Editorial and Information Section, felt that McCurry's perfectionism
"should be weighed against the fact that school children in the Territories will probably
never have an opportunity to see the originals." Through the filmstrips, he argued,

they would receive an authentic and vivid introduction to the art of their country, and

particularly the region in which they, themselves, live. Such a method would also act

as an encouragement to Eskimo and Indian children--many of whom show a natural
talent and feeling for art.45

Jackson himself had never paid much attention to the work of aboriginal artists,
judging during his Arctic visits that while their watercolours were of interest it would be a
long time before they mastered the proper handling of oils. On the other hand, the
Department officials were genuinely enthused about promoting art in the residential
schools. Eventually, filmstrips were rejected in favour of silkscreen copies to remain on
permanent exhibition. By 1951, the Editorial and Information Section was set to distribute

43 Jackson, A Painter's Country, 170.
44 NACRG 85, file "A.Y. Jackson,” J. Wright to C. Gibson, 28 December 1949.
45 Ibid., W. Larmour to J. Wright , 28 December 1949.



six hundred such silkscreened copies to the northern residential schools. Larmour
developed what today is called a 'media relations strategy' aimed at maximizing the value for
the Department and the Government.

This included seeking the public endorsement of the Director of the National
Gallery, a "formal visit" by the Minister to view the original paintings "combined with
[photographic] pictures of the schools where [the silkscreen copies] will be placed.”
Furthermore, he thought that Canadian propaganda agencies would find value in reporting
the project: "The Information Section of the Department of External Affairs will, I am sure,
be interested in using this as an example of Canadian cultural developments.” Remembering
the success of the wartime silkscreens, Larmour also believed the Canadian Broadcasting
Corporation's International Service "would most certainly” use the story as well:

When the armed forces put silk screen reproductions into canteens during the war

the publicity campaign was terrific . . . . Now we are going to put . . . the work of

one of Canada's leading artists into the schools of the Eskimos and the Indians. We
should tell the world.46

Larmour was not entirely certain that his superiors shared his zeal in "letting the
world know we are not alone producers of uranium.” One memorandum ends plaintively:

At the risk of seeming maudlin I should like to ask why we should wish to conceal

the implications of this picture purchase, or this project? Is it not that despite the war

we are making some small effort to cultivate the hard growing eternal venties and
need we be ashamed of this? Canadians always seem to be. Other countries are not.

Placing A.Y. Jackson’s landscapes in residential schools to depict authoritatively
"the North" for the benefit of aboriginal children presented some negative aspect Larmour
could not quite fathom. His Department's "interesting adventure in the arts” ostensibly was
in service of the "eternal verities" he mentioned and yet there was still some question of
concealment, of keeping the project behind the habitual mask of official discretion. It was as
if these silkscreens might somehow be more govenmental than artistic, encumbering the
ritual of the gift with another purpose. He quelled this uncertainty by invoking an
international compunction for Canada to keep up with the more strident propagation by
other nations of their cultural programmes.

A few years later, when Jackson visited the residential school at Great Bear Lake he
noted with approval that Principal Rhéal Gravel, a "cultured French-Canadian," had the
silkscreens prominently displayed "on the walls of the classrooms."47 The Inuit and

46 Ibid.

47 Jackson, A Painter's Country, 185; "Jackson Paintings in Arctic Schools,” Toronto
Globe and Mail, 17 May 1950.



Eskimo children would eventually have televisions to inform their techniques of observation,
but it is interesting to consider Jackson's paintings as an early attempt to re-order their
ontological relationship with landscape from something "seen” to something "seen as.”

Aerial History

The English historian E.P. Thompson compared the methodology employed in his
Whigs and Hunters (1975) to "a parachutist coming down in unknown territory: at first
knowing only a few yards around me, and gradually extending my explorations in each
direction."#® His posthumously published book of lectures Beyond the Frontier: The
Politics of a Failed Mission, Bulgaria, 1944 (1996) cues his readers that the aerial
metaphor was not offered carelessly. This book concerns the story of his brother, Frank
Thompson, who parachuted into Bulgaria in 1944 as a twenty-three year-old SOE (Special
Operations Executive) intelligence officer only to be captured and executed by the Bulgarian
govemment. Though not definitively provable, it appears that his death was linked to an anti-
Communist purge within the British intelligence services, a weeding out of their own left-
leaning elements at Winston Churchill's private urging. Most of the relevant records were
destroyed or suppressed, blocking Thompson's paths into the research. Nonetheless, as
Amold Rattenbury writes, the beauty of Thompson's last book is "precisely its limitedness.
It takes a bearing, cross-bearings, looks bird's-eye, worm's-eye, eye-to-eye, goes to and fro
. . . wonders, imagines, supposes, rejects."49

According to the Thompson, the aerial historian drops into the archive from above
because he or she distrusts the purposes of much received historical knowledge. The aerial
historian attends to details and fragments relegated to footnotes, suppressed beneath
sonorous generalizations, or whited out by censors. Thanks to Thompson, deerhunters in
one of England's last pockets of wilderness, and the hidden hand of state security in death
of his brother two centuries later, continue to circulate as historical signs. It is in the spirit of
Thompson's aerial history that the attention here shifts to vertical modes of observation in
the cultural occupation of territory, and the scientific gaze of Frederick Banting, voyaging
with Jackson on the Beothic.

48 Thompson, Whigs and Hunters, 16.

49 E.P. Thompson, Beyond the Frontier: The Politics of a Failed Mission, Bulgaria, 1944
(Stanford: Stanford University Press, 1996); Arnold Rattenbury, "Convenient Death of a
Hero," London Review of Books, 8 May 1997, 12.
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Banting accompanied Jackson on various sketching trips in the 1920s, himself an
amateur painter who emulated the Group of Seven's landscape style. In the Arctic, Banting
tried as he had during their sketching tours in Quebec, to deflect attention from international
fame garnered from the discovery of insulin. Painting was an escape from the pressures of
celebrity. In the photograph below, Banting and Jackson sit side by side in deck chairs,
sketchbooks in hand, facing the Arctic vista. As each day passed, they both
felt its essence had eluded them, yet
the real chagrin was Jackson's. He,
not Banting, was expected to deliver
the picture of that Arctic landscape
topos. Banting's presence on the
Beothic draws attention to an entirely
different regime of observation: the
vertical view of the microscope and
the aerial photograph.

In a memorial of Banting's

youth, a friend recalled how his daily
walks from the Banting family's

o - -

Fig. 20. A.Y. Jackson and Frederick Banting
on the Beothic, 1927. (Ontario Provincial Frederick on a path "along the river.

Archives.) through woods and fields" where
"sometimes his keen eye would see an Indian arrow-head, or it might be a four-leafed

Ontario farm to school took young

clover. It was remark-able how many four-leafed clovers he could find."30 A proclivity for
observing patterns and locating artifacts in vertical view was not exceptional--his optic was
that of other researchers--but it presents the

corollary to Jackson's search for an Arctic landscape ropos.

The scientist was more dependent than was the painter upon mechanical prosthetics
to carry the eye aloft, descend it into microscopy, or to retrieve data from beyond the visible
spectrum. Perceptual knowledge was abstracted from visual information according to the
conceptual models supplied by the scientific disciplines. As Gilles Deleuze points out, the
twentieth century attuned subjects to high degrees of abstraction. If Foucault's nineteenth-
century 'societies of discipline' described a social order predicated on Jeremy Bentham's
design for the panopticon prison and workhouse, Deleuze maintains that the next century

50 Fw.wW. Hipwell, introduction to Jackson, Banting as an Artist, 7
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witnessed a conversion to what he calls ‘societies of control’.5! The panopticon's central
tower of observation was replaced by a rhizomorphic "dispersion cloud,” and the

individuals who were the objects of panoptic surveillance were segmented into what Deleuze
calls dividuals to be scanned, sampled, monitored and modified at each strata by finely
devolved and highly abstract protocols of sensing and perception. Where Foucaulit's
"complete and austere” institutions formed a serial passage from family to school, factory to
prison to hospital, Deleuze's society of control is a totalized space of all-at-once and
everywhere-at-once, reinforced by real-time digital technologies.

This transformation from "discipline” to "control,” to use Deleuze's shorthand, was
accompanied by a shift in emphasis from scenic modes of observation to vertical and
spectral modes. It is not that the former disappeared but rather observation became
penetrative, scanning air, earth, water and the human body with shafts of remote sensing,
from aerial photography to x-rays. As painter Wassily Kandinsky predicted in 1911, there
were frequencies and invisible forces that machines would bring into the realm of human
sense perception. In his poem "Under the Lens" (1937) one finds the Newfoundland poet
E.J. Prait already attuned to these changes, elaborating a vertical visualization of what might
be called microscopic landscapes-without-subjects:

Along the arterial highways,

Through the cross-roads and trails of the veins
They are ever on the move -

Incamate strife,

Reflecting in victory, deadlock and defeat,

The outer campaigns of the world,

But without tactics, without strategy 52

Pratt marks here a crucial transition from the ground's eye view of landscape to the
aerial observer first brought into art around the time of the First World War. The
receding trajectory of the projectile, as seen from the gunsight, shifts to the aerial
reconnaissance photograph and the severely vertical interest of the aerial bombardier.
Kandinsky had alerted the field of painting to the change even as the earliest experiments in
aerial reconnaissance announced a new era in the conduct of war and the exercise of
national security. What began in the nineteenth century with balloons and kites, human

51 Gilles Deleuze, "Postscript on Societies of Control,” October 61 (1992), 3-4. He does
not specify how societies of control are "envisioned," but each shift towards machinic
observation, he points out, further collapses the mass/individual pair central to classicial
political theory.

52 "Under the Lens", E.J. Pratt, Complete Poems, Part 2, Sandra Djwa and R.G. Moyles,
eds. (Toronto: University of Toronto Press, 1989), 27.



observers and sketch pads was, by the onset of the First World War, an increasingly
sophisticated use of aerial cameras fixed to aircraft and new techniques of image
interpretation.53 It took some time for this way of imaging landscape to apprehend Canada's
great land mass, but the Beorhic's 1927 voyage coincides with its first systematic
application.54 Indeed, Banting and Jackson witnessed the arrival of an entirely new element
in the arctic landscape: the air base.

Banting affably deferred to Jackson's visual sensibility but it was he who remarked
that a different optic would be required in the Arctic. "Everything is so clear and
transparent,” he told reporters later:

You can see for great distances. Sometimes for more than 80 miles. The distances

are very deceiving and difficult to paint. It is hard to get a foreground and a middle
distance that will give the intense feeling of space and vast distances.5>

Had he pursued the analysis he might have applied the clinical view of the
microscope, the aerial camera and machinic data displays of devices then emerging, such as
the electro-cardiogram and the polygraph, to the cultural occupation of aerially-surveyed
landscape. Decades later, telemetry has transformed traditional Inuit methods of hunting,
providing remotely-sensed information on the movement of caribou and other quarry.36

53 K.S. st Joseph, ed., The Uses of Aerial Photography: Nature and Man in a New
Perspective (London: John Baker, 1966), 113: the "remarkably versatile" aerial camera is an
instrument able to detect features "of which no traces are ordinarily visible to an observer on
the ground"; see also Major J.E. Hahn, The Intelligence Service Within the Canadian
Corps, 1914-1918 (Toronto: Macmillan, 1930), Chapter 4, "The Interpretation of Aeroplane
Photographs,” 21: "The examination should be systematic, with attention concentrated on
each detail . . . . One photograph in itself may yield very little definite information, but read
in conjunction with other photographs, Intelligence Summaries, Prisoners' Statements, etc.,
much valuable information of a positive or negative character may be obtained.”

54 Moira Dunbar and K.R. Greenaway, Arctic Canada From the Air (Ottawa: Defense
Research Board, 1956). The Arctic airphotos reproduced in this volume are breathtaking. In
their "Aviation in the Arctic Islands," in Zaslow, ed., A Century of Canada's Arctic Islands,
79-80. Dunbar and Greenaway write: "The first flying by Canadians north of the mainland
was in 1927-28 as part of the Hudson Strait Expedition . . . . One of the Fokkers . . . crew
would almost certainly have perished without the survival skills of Bobby Anakatok, an Inuit
guide, who brought them safely to Port Burwell after thirteen days on the ice. This was the
first real effort to use aircraft for ice and weather reconnaissance in North America.”

53 Toronto Daily Star, September 8th, 1927.
56 An Inuit hunter interviewed by David McLaughlin for the CBC's "The World At Six," 2

April 1999, credits satellite telemetry with having virtually eliminated the risk of Inuit
hunters starving to death as a result of misjudging the location of caribou herds.
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If Jackson was eminently qualified to apply the disciplinary codes of cultural
nationalism through the wilderness sublime, Banting's amateur painting misrecognized his
own formation as a scientific observer at the frontier of a new regime of sensing. Or
perhaps he was at least dimly aware of it: his initial response to the tentative landscape
abstractions of Lawren Harris in a Toronto exhibition disturbed him such that he made six
return visits to the gallery before demanding an explanation directly from Harris at his
studio.5”

While Canadian painters continued to elaborate the Group's landscape topos, the
poet Pratt became the most articulate diagnostician of the emerging national chronotope,
presaging the security dimension of cultural nationalism. In "The Radio in the Ivory Tower"
(1939) he reconstitutes the perspectival landscape of the shell trajectory as an airspace
seething with invisible signals, a radio field dominated by the radiant antenna tower of
anglo-Atlantic culture and technology.

"This is the castle cf peace," he wrote from his university eyrie, "And this the
quietest hour."58 Yet,

A slight turn of the dial

And the night and space and the silence
Thronged and tongued with life--

As the hosts might swarm through a lens
From a blood drop

Or a spot of dust in the heavens.

Out of the void they came

To storm at the base of the tower

Here the radio sphere is combined with the vertical view of microscopy to
reconstitute landscape as teeming with invisible forces. When technology enhanced human
sentience in order to intercept these phenomena from beyond the senses, Pratt wamns, there
will be no quiet, human societies will sleep no more.

The monocular sentinel, Polaris, "watching a speck on the frontier,” discovers that
the hostility of the Arctic climate is no longer a natural protective barrier for the nation's soft
southern underbelly. The "Muscovite" intruders are oblivious to his "focused stare":

Which had often congealed the blood of explorers,

And frozen their hands to the sextants
Till their bodies starched on the parallels.

37 Jackson, Banting as an Artist, 11. "He was willing to believe that artists did research, too.

He began to see a kinship between scientists and artists."”

58 E.J. Pratt, “Under the Lens,” Complete Poems, Part 2,41.
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The incubus held no fear for bodies encased in airplanes that "southward advancing
had brushed with their wings one half the floor of the world."” Pratt's tentative "particles of
speech” here open up on an entirely new threshold of insecurity, both above and below the
ice surface. Canada's fearsome polar incubus was already making way for the lethal and
undetectable Polaris submarines that later would prow! under the ice cap.5?

In "Towards the Last Spike" (1952) Pratt ruminates on the spatio-temporal
acceleration of the national dream and its expanding range of influence and observation:

It was the same world then as now - the same,

Except for little differences of speed

And power, and means to treat myopia

To show an axe-blade infinitely sharp

Splitting things infinitely small, or else provide the telescopic sight to roam

Through curved dominions never found in fables.

The same, but for new patrticles of speech -

Those algebraic substitutes for nouns

That sky cartographers would hang like signboards
Along the trespass of our thoughts 60

The microscope, the aerial photo and the technical specialization of language are
marshalled to treat the myopia of an entire people. The Dominion is rendered an observable,
sentient field from sea to shining sea. Whatever might be said about the quality of Pratt's
verse ("The radar pinged the moon one starlit night") he intuited that the cultural occupation
of territory proceeded by expanding its scales of observation--from microscopy to aerial
mapping--requiring a new conception of time and space, indeed, a new type of observer.

On the Beothic, Jackson remained perplexed at the problems of scale presented by
the gigantic land formations, the absence of trees and even insect life. Pratt's verse suggests
that, scale-wise, the artist himself was an insect in that landscape, and the landscape fopos he
sought may logically have been an insect's view. The futility of transposing the icon of the
solitary jack pine into the far north was underlined during a subsequent Beothic Patrol made
in the company of Lawren Harris in 1930. Then, the two Group of Seven painters

59 Trevor Lloyd, Frontier of Destiny--The Canadian Arctic (Ottawa: Canadian Institute for
International Affairs, 1946): 1. The booklet's cover is an aerial view of Port Radium, the site
of Canada's uranium mine. Lloyd writes: "Arctic Canada is one of the strategic areas of the
world. Military authorities, who are rarely the first to recognize shifts in strategic geography,
have expressed interest in it, one of them having gone so far as to say that he would "put
armoured cars up there.” United States military men refer, whether nervously or menacingly,
to the "undefended roof of North America" and claim the right to return en mass to the
Canadian northland which they left so recently. The north is ‘in the news,’ and much that is
not in the news in the secret despatch boxes."

60 E.J. Pratt, “Towards the Last Spike," Complete Poems, Part 2, 201.



encountered the only tree mentioned in the accounts of either voyage. "It was desolate and
barren," Jackson recalled, "we found a little dead spruce tree; it had died of loneliness."6!

Neither Jackson nor Banting reflected on the Government's establishment of
airfields for aerial reconnaissance in the Arctic in 1927; they simply noted the buildings and
runways under construction from the deck of the Beothic. The Arctic had not assumed the
strategic importance it would have during the Cold War. The aerial survey reinforced
Canada's claim to sovereignty over the territory and permitted further mapping and study of
ice conditions. Yet here was a view of Arctic landscape that would tame the fearful incubus.
No longer would the explorer forever wonder what lay beyond the next hill, island or
headland, intimidated by the vastness and the impenetrability of the territory. Systematic
aerial surveys put an end to that. The mosaic of human settlement and unoccupied land was
now generalized in an entire zone of occupation, leaving no space "unoccupied"” in its
scheme of representation.

As Margaret Atwood points out, these developments mark a gender shift towards the
masculine. She regrets how Canadian poetry and fiction changed after "something
happened in the real world" that fully disclosed the mysteries of the North. She points to the
aerial perspective as a masculine gaze neutralizing the female coding of Frye's "incubus".
On a commercial flight passing over the Arctic in 1967, poet Al Purdy looked down
bemusedly and wrote: "I can't think of anything more to say about the North West
passage.” Formerly, according to Atwood, such flippancy was perilous: "if you don't think
right about the North the ice-goddess will get you."62 Indeed, the "idea of the North as
female" produced a type of male character in Canadian literature who, as in the mysterious
(and real-life) wilderness death of painter Tom Thomson, is the "victim of landscape.”
Between them, economic development, environmental degradation and remote sensing have
banished Northern Canada's literary muse.53

At the same time, this redefinition of the Arctic primarily as an occupied airspace
first marked the horizon out of which, two decades later, Soviet missiles and bombers might
appear at any time, calling up the need for protective sensing systems on an unprecedented
scale. The Distant Early Warning (DEW) line, the radio interception sites euphemistically

61 Jackson, A Painter's Country, 134.

62 Margaret Atwood, Strange Tales: The Malevolent North in Canadian Literature
(Oxford: Oxford University Press, 1995), 28, 77.

63 [bid.; Greenaway and Dunbar, "Aviation in the Arctic Islands," 80: "without aircraft most
of Northern Canada would still be unmapped and almost unknown, and this is particularly
true of the Arctic Islands.”
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known as "weather stations," and systematic aerial reconnaissance converted the northern
territories from forgotten wastes to areas of concentrated remote sensing.64 Intimations of
an appalling lack of hemispheric defense were discernible in 1927: the Beothic's radio
suffered from a lack of radio relay coverage in the north, the Governor of Godhavn moved
about in the company of his wireless operator, and the Patrol encountered the government's
earliest investment in airfields for aerial cartography.

On August 29th, at Wakeham Bay, Jackson wrote:

This morning on the wireless we got Noranda $22.40 . . . . The most northerly

orchids in the world grow here . . . . an airplane base under construction, and the

Stanley and the Larch anchored quite near us, quite a metropolis . . . the air station

will be here for sixteen months studying ice conditions . . . . Another post is being
established at Nottingham Island and the third one yet to be near Burwell.

Both Jackson and Banting subsequently employed the aerial view for various
purposes. In Banting's case, enthusiasm for developing bacteriological weapoas for use in
the impending world war led him to sponsor early tests of aerial spraying in the autumn of
1940.55 These consisted of dumping sawdust from a low-flying airplane over an Ontario
lake and taking scatter measurements. That the base camp for these experiments was his
friend Colin Lucas's cottage on Balsam lake--a quintessential Group of Seven landscape--
neatly contrasts the coexistence of the two paradigms of observation.

Through the National Research Council Banting met the British scientist Henry
Tizard and he joined the NRC's committee for wartime scientific research. The NRC
became enmeshed in the urgent development of remote sensing systems for air and sea. The
NRC's radio division had already accumulated a decade of experience in ionospheric tests
and Tizard's committee supplied them with crucial advances in the art of RDF (Radio
Direction Finding) eventually known as radar. The idea of a national airspace as a sentient
broadcast environment, so crucial to the defense of Britain from the Luftwaffe in 1940,
began to have diverse applications in Canada.%6 The radar curtain that sensed and located
objects approaching national borders was just one of several ways that the manipulation of
radio waves were redefining national airspace. As we will see in later chapters, the

64 David Neufield, "Commemorating the Cold War in Canada: Considering the DEW
Line," The Public Historian 20:1 (Winter 1998): 9-19.

65 Michael Bliss, Banting, A Biography (Toronto: University of Toronto Press, 1992), 283;
John Bryden, Deadly Allies: Canada’s Secret War, 193747 (Toronto: McClelland and
Stewart, 1989), see chapter two, “Banting’s Crusade,” for an account of the Nobel
Laureate’s obsession with military aviation.

66 See David Fisher, A Race at the Edge of Time: Radar--The Decisive Weapon of World
War II (New York: McGraw Hill, 1988).



interception of coded signals was another important development, as was the development of
a coordinated national broadcast environment for commercial and public radio. In sum,
remote sensing, signals intelligence and broadcasting radically altered the stakes in the
nationalist discourse of 'wilderness sublime'.

Sky Cartographers

Jackson complained in his 1958 autobiography that the pattern of aviation
development he witnessed in utero during his first voyage on the Beothic had resulted three
decades later in the utter surrender of the Canadian Arctic to American security interests.
"Nowadays this country has become as remote as Wall Street,"” he remarked acidly, "If a
Canadian wishes to visit the Canadian Arctic he has to get permission from Washington."67
With his hands-on experience in the north he was perhaps more aware than average citizens
of just how much Carada had ceded its sovereignty in the Arctic to U.S. defense interests.

Even though an RCAF Squadron Leader assigned to the Arctic Patrol of 1922 wrote
a report "stressing the future importance of Arctic aviation for defence, and recommending
the immediate establishment of an experimental base in the Arctic Islands," the first such
flights were made in 1925 by members of an American naval aviation unit.58 Aerial
mapping in the North on a wide scale was requested in May 1941 by the United States
government in order to facilitate a Pacific air corridor to the Yukon and Alaska. The
Canadians agreed to permit the Americans to conduct an aerial survey, with a proviso that
copies of the photographs were to be deposited with the airphoto library in Ottawa. By
1946, there was concern in Ottawa that the aerial imaging of Canadian territory in the Arctic
was a matter of sovereignty.

In May, 1946, External Affairs’ Arnold Heeney was advised the Canadian aerial
survey could not meet the full extent of American requests for photographs for at least four
years. "It seems unfortunate,” he wrote,

that, after inserting a provision that each country would be responsible for its own
mapping, we should have to relinquish responsibility so soon. Do you think there is
any possibility of having the R.C.A F. air charting program expanded . . .?

67 Jackson, A Painter's Country,135; NAC RG 2, vol. 235 S-100-6-] "Security Org. -
Arctic Security - John L. Jenness." Jackson was right. In 1951 the publication of a Ph.D.
thesis by John Jenness (son of Diamond Jenness) was blocked for security reasons even
though he had received permission to photograph Arctic landforms. After a noisy campaign
by both Jennesses, and surreptitious approaches to senior bureaucrat Norman Robertson,
was the decision of Marc Boyer, Deputy Minister of Mines and Resources, overturned.

68 Greenaway and Dunbar, "Aviation in the Arctic Islands,” 80.
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[ personally do not like the idea that of the United States taking over air charting in
this region.69

Heeney had learned that the liaison of American and Canadian defense departments
running the joint projects "Blackjack" and "Guilty" was so "perfect” that the diplomats and

politicians had been cut out of the decision-making loop. But there was little choice in the
matter. "For the purposes of public-

- Aubase -

S S .y ] .

\ ’ v ation," he concluded, "we might
P /-_:——7_ — /4:“7 M,” employ a little window dressing and
T T refer to one large scale operation of

Piyeny Sovgnt

which the United States was doing the

part in the Arctic and the R.C.A.F. the

e . part in the North-West Territories.
"By then the painter Jackson was

accustomed to using aerial recon-

Overtap.

naissance on his own account to locate
sketching grounds in remote areas,
learning how to interpret surface
textures and topography from above.
In one case, he reported, what "from

the plane appeared to be long stretches
of gravel resembling high-ways . . .

Figs. 21 and 22. Stereoscopic principle of aerial  tymed out to be miles of large stones

cartography (above) and mirror stereoscope o -
viewer (below). (Airphoto Interpretation of the ~ covered with lichen” difficult to trav-

Canadian Landscape.) erse on foot. "Picking out a sketching

ground from the air," he continued,

offers several difficulties. You must find a lake big enough for the plane to get in
and out of, a lake you can walk around . . . . A country with much diversity is
preferable, and you must remember that what you see from a plane in four minutes
will be a two-hour hike from your base.

Jackson resolutely remained the interpreter of the scenic landscape topos, mentally
transposing his aerial observations into ground elevations.

Of the Group of Seven only Lawren Harris flirted with aerial perspectives in a few
of his abstract paintings. Northrop Frye compared Harris's abstractions to those of

69 NAC, RG 25, vol. 5738, file 17-P (s), "Aerial Photographic Surveys of Canada by U.S.
Authorities,” A. Heeney, 2 May 1946. See also Matthew Evenson, “Harold Innis and the
Arctic Survey,” Canadian Historical Review 79:1 (March 1998): 36-67.
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Kandinsky, writing that "the artist's mind seeks a responding spirit in nature . . . the
elemental spirit of design . . . what can be identified with the searching intelligence . . . often
quasi-geometrical in form . . . prominent in, for instance, Kandinsky." Here Frye
underestimated the extent to which Kandinsky truly radicalized landscape perception in

Figs. 23 and 24. Lost golf balls? Wassily Kandinsky, "Composition 280," 1923, and
Lawren Harris, Absrract, 1942.

art. Even before the introduction of aerial reconnaissance in the first world war, Kandinsky
defined a representational space closely attuned to the patterning of sense data in the
electronic age. While the Group of Seven experimented with anthropomorphized jack pines,
Kandinsky's "Black Lines" (1913), for example, is like a sensuous map, and "Composition
280" (1923) includes antennae protruding upwards in its loose, exploded isometry. In
contrast, Harris's abstract paintings pushed the Group of Seven's familiar technique of
observation towards greater stylization without really acknowledging Kandinsky's paradigm
shift at all. In this sense, Harris's abstract paintings run cold because the wilderness topos
so effectively disseminated by the Group could not sustain any further degree of
abstraction.

Jackson was as unmoved by art theory as he was motivated by cultural nationalism.
Pragmatically, he sought to refine and reinforce the topos and used the airplane only
instrumentally for this purpose. For Jackson, there was a right degree of modernity and of
modernism and he abhorred the way that the airplane and the highway had "marked the end



76

of the picturesque and colourful life of the northern people.”7C Most of that frontier society,
he wrote, "had departed before the artists came into contact with it." His acknowledgment
that the Group of Seven "did not paint the life around us; not the inhabitants, only the
setting," is accompanied by this defense: at least the Group depicted the setting in
accordance with human precepts of observation and sensory experience. He deplored the
international style and abstract painters' abandoning their responsibility to render the
Canadian landscape, giving it up "to the Kodachrome operators.” Once Canada was "a
country with little or no art,” he reflected, "now it seems we are to have art without a
country."71

More than Jackson knew, the colour field painters and abstract expressionists were
training an educated public to entirely new techniques of observation. And these techniques
did have something to do with (American) cultural nationalism, or more precisely,
international painting reflected an intensification of the entire system of nationality.”2 Here
again, these paintings were made for the most part from a vertical view.

In some cases the paint was literally dropped, spattered or sprayed like bacterial agents from
above on the canvas. For example, Jackson Pollock's paintings, as an art of textures,
topographies, and layers, may properly be viewed from above, as he painted them. They
appear more susceptible to spectral analysis than a casual Saturday aftemoon jaunt through
the Museum of Modern Art. They invite machinic scanning for information embedded
outside the range of human senses: landscapes to pulsate heat-seeking instruments in a high
altitude bomber.

In Pollock's Blue Poles, one finds scenic and aerial modes doubly exposed: the
spatter and scatter of descending paint coincides with an elevation vaguely suggesting trees,
masts or antennas. The observer integrates the two modes of abstracting visual data. As
Kandinsky predicted in Point and Line to Plane (1911), traditional geometries of
representation gave way to entirely new modes of envisioning information, minus what he

70 In 1951 he said, "while art today is going international, Canadian art is bound to have a
foremost effect. My plea to you today is for sound sane painting.” Unidentified press
clipping, "A.Y. Jackson Lauds New Ottawa Artists' Association," 4 April 1951, RG 85,
"A.Y. Jackson file. A Northern Affairs Dept. wit wrote on the margin, "He should try it!"

71 Jackson, A Painter's Couniry, 196.

72 Serge Guilbaut, How New York Stole the Idea of Modern Art: Abstract Expressionism,
Freedom, and the Cold War, trans. Arthur Goldhammer (Chicago: University of Chicago
Press, 1983); Jane De Hart Matthews, "Art and Politics in Cold War America," American
Historical Review, 81 (1976): 762-87.
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Fig. 25. Detail of Jackson Pollock's Blue Poles, 1953.

called the "faked third dimension" of Quattrocento perspective.’3 He disdained the "utter
illusion of the density of matter." In 1928 he added an introduction that discussed
how an acceleration of human temporality “envelops us in a play of horizontal and vertical
lines bending in different directions as colour patches pile up and dissolve into high and low
tonalities." Only by means of "microscopic analysis can the science of art lead to a
comprehensive synthesis," he wrote:
The multiplicity and complexity in expression of the "smallest" form attained, after
all, by slight changes in its size, serve to the receptive mind as a plausible example of
the power and depth of expression of abstract forms. Upon further development . . .

of the receptivity of the observer, more precise concepts will be necessary, and these
will surely, in time, be attained through measurement.”4

If Jackson and Banting felt faint tremors of these developments during their stay on
the Arctic steamer they could go below and warm up with the excellent and plentiful meals
served up from the ship's galley. Within the camaraderie of the ship's company it was quite
safe to speak one's mind. Lighting their pipes, they listened gravely to RCMP officers airing

73 W. Kandinsky, Point and Line to Plane, New York: Dover, 1979), 17-21.
74 1bid., 30.



doubts regarding the wisdom of interfering in the society and ecology of the Arctic. They
heard how the Inuit now concentrated their hunt on Arctic foxes for which the Hudson Bay
buyers traded deplorably cheap southermn goods. They learned of immense downstream
profits made from these furs and how, unlike in Greenland, these profits never retumed to
the Inuit hunters, whose families now frequently starved, having neglecting their traditional
hunting practices.

Banting suspected
that natural resistance to
diseases among the Inuit
diminished as they departed
from their traditional diets,
clothing and shelter. A man
prone to passionate
initiatives, he returned to the
south incensed that
aggressive Hudson's Bay

traders and an apathetic

Fig. 26. Inuit on Beothic, 1927. (NAC, Malte, PA 203530)

federal government were
together conducting a quiet genocide against the Inuit. How he planned to address the issue
is unclear. What he did do was have a long off-the-record conversation with C.R.
Greenaway, a journalist whose discretion he trusted, during the train journey back to
Toronto. When his remarks were blazed verbatim in the Toronto Star the next day, beneath
the headline "BANTING REGRETS HUDSON BAY USE OF ESKIMOS - ARCTIC
NATIVES UNFAIRLY TREATED," the Commissioner of the North West Territories was
furious. According to Banting, the Company exploited Eskimos, undermining their
subsistence life style by luring them with European goods and foods, making the Eskimo "a
trapper instead of a hunter." Furthermore, he argued, the Company was effectively a foreign
corporation. "There is scarcely a real Canadian in the Hudson Bay Company," he was
reported to have said:

Their men are principally English and Scotch. They send them out on a salary and a

commission . . . it is to be hoped that the people of Canada will back the government

to take strong measures against the Hudson Bay Company. The company exists for
the most part in England and apart from Canada. 75

75 Toronto Daily Star, September 8th, 1927, 1.
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On his arrival in Toronto, Banting found himself aiready on the defensive. Obliged
to recant some of the statements, he met personally with Governor Charles Sale of the
Hudson's Bay Company, who was visiting from London, in an effort to mollify the great
Company.

In Ottawa, the Deputy Minister, W.W. Crory, frostily reminded Director Finnie that
"it was distinctly understood when Dr. Banting was taken on our boat as a guest . . . that he
would observe all our regulations, one of the most important of which is that nothing is to
be given to the press except it has first been vised by the Department.” Finnie had attempted
to smooth over the embarrassment by advising Crory that "although Dr. Banting was
indiscreet . . . it looks as if he had been victimized by one of his "personal friends"-- a
newspaper reporter--who valued copy more than friendship." But Crory was not to be
placated, reiterating to Finnie:

[ understood from you that Dr. Banting understood the reasons for the

Department's policy with respect to publicity and had assured you that before

making any public utterances or giving any interviews he would, he would submit

his remarks to you for approval. It was because I learned . . . that Dr. Banting had
been interviewed extensively by one of the Toronto reporters that I asked you to get

in touch with him and remind him of the understanding which we had with him. I
believe you got Mr. Banting on the phone but it was too late.”6

Finnie weathered the crisis, partially because Banting was not prepared, once outside
the cocoon of the Beothic's company, seriously to press the issue. After receiving Banting's

written report, Finnie allowed that, despite all the bluster,
[w]e intend asking the Hudson's Bay Company, in a formal way, what they intend
doing in the way of providing better and more suitable treatment and supplies for the
native population. It is quite evident that some definite steps will have to be taken.

The fatuous public response of the Company, that "furs that might be worth $100,000 on
the New York market are worth only a fraction of that in the far north," passed unremarked.
Banting had spoken approvingly of the RCMP's supervision of Inuit life. "In places
where there are mounted police detachments the interests of the Eskimo are guarded," he
said, "It would be a good thing if we could get a policy of government control of the fur
trade of the Arctic.” Jackson, too, "in his terse, snappy way," told reporters, “[i]t's about time
for Canadians to change their ideas about what is really north in this country . .. . The
Police have a whole new geography of places that most of us down here have never heard

76 NAC RG 85, "Banting,” W. Crory to O. Finnie, 9 September 1927. Crory perhaps got
wind of the incautious conversation from Vincent Massey, who happened to be on the same
train and joined the group.
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of."77 RCMP Commissioner Starnes took the opportunity to announce that "new stations
had been opened and that the northern territory was pretty completely under control . . . . the
S RCMP know just about where all the Eskimos

are."78

The various responses to Banting's
indiscretion permit us to read the archive as an "x-
ray" of Canada's emerging nationality as it
extended into the Arctic, defining a series of
discursive parameters about the cultural
| occupation of the northern territory. The
importance of establishing the Arctic as a policed
£ ¥ jurisdiction went hand in hand with the

Fig. 27. A limit of modernity. Bant-  application of censorship and self-censorship

ing in Franklin’s headquarters on ding aboriginal matters. Imaging the north as
Beechey Island, 1927. (NAC, Malte, ' o0 0 e 2bonginal ma ging the no
PA 203528.) an assertion of sovereignty was reinforced by

Banting's description of the Hudson's Bay Company as a foreign corporation.”® Banting
also stressed the idea of the north as an archaeological resource, a vast frozen museum,
relegating aboriginal presence to "pre-history."” The Star endorsed this erasure, opining that
"Dr. Banting's observations will be of interest not only to the sociologist but to the
archaeological students,” describing the Inuit relics he collected as "even more ancient than
those discovered by Diamond Jennes[s]."80

In 1931, Banting aired his ambivalence about Canada's northern landscape and its
population: "She is a funny country to love with her frozen North, her rocky barren tracts,
her mountains and her lakes . . . . Her people are to me the best in the world but I would

77 Toronto Daily Star, September 12th, 1927.
78 Ibid., September 10th, 1927.

79 Ibid. The “H.B.C.,” as Shelagh Grant notes, in her Sovereignty or Security?
Government Policy in the Canadian North, 1936-50 (Vancouver: University of British
Columbia Press, 1988), 15, was jokingly said to stand for “Here Before Christ.”

80 The dubious role of government archaeologist Diamond Jenness is discussed by Peter
Kulchyski, "Anthropology in the Service of the State: Diamond Jenness and Canadian
Indian Policy," Journal of Canadian Studies 28:2 (Summer 1993), 33-34. Kulchyski points
out that Harold Innis's The Fur Trade (1931) and Jenness's Indians of Canada (1932)
served as a "strategic containment . . . forcing Native cultures into specific culturally coded
categories." Innis excluded from the historical construction of Canada, and Jenness
circumscribed them, "piercing them through with the gaze of instrumental rationality."



love Canada if there were no people--sometimes I feel that [ would prefer it."8! For his part,
the truly discreet Jackson wrote to the Star disclaiming comments attributed to him
regarding the "social or economic conditions of the Eskimo." Taking ail possible distance
from his companion's remarks, he stated, "I went to the Arctic as an artist."82

Did a malign spirit creep into the Hudson bomber that was to carry Banting to
England in 19417 The subsequent rumours of deliberate enemy sabotage of his secret
mission regarding Allied scientific cooperation have been deemed groundiess. Frye might
have said that the incubus was there, an archaic guarding power not susceptible to radar, and
the enemy of human machinery. Perhaps it worked on Banting's fear as the bombers waited
in Gander for better weather for the crossing. When they did finally take off into the night
and headed off towards the North Atlantic the tremor of danger was palpable. When engine
failure brought the aircraft plummeting down into the Newfoundland bush country, the
aerial view precipitously collapsed, the ground rushed up into gut-wrenching specificity.
Banting was not strapped in, but somehow he survived the impact of the crash landing on
Lake Gander, the smashed plane a twisted heap at the edge of the forest. Banting was able to
exit the wreck but died face-down in the snow just outside the fuselage.

Figs. 28 and 29. Two views of Banting’s crashed Hudson bomber, Lake Gander,1941.
Photo: Frank Ebdon. (NAC, Ebdon, PA 203526 and 203527.)

Looking Up

Unlike the Group of Seven and their followers, Native Cape Dorset painters never
refrained from rendering the aircraft flying above their landscapes, nor the antennae that

81 Bliss, Banting, 192.

82 Ibid., September 16th, 1927. The editor responded "We probably assumed too readily
that he concurred in the stronger views . . . expressed by Dr. Banting."
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pricked the northern landscape. The machines that occupy the air are important links to the
outside, and also signs to be wary of. In Labrador, in the old hunting grounds of the Innu,
the NATO planes shrieked overhead in lethal simulations of battle, conducting thousands of
sorties every year. In heads-up virtual displays young top-gun pilots from NATO countries
launched computer-guided rockets to strafe the small animals, mossy logs and loose stones
that stand in for enemies. In Hunters and Bombers, an Innu hunter lowers his rifle and
curses his luck as the giant metal shape hurtles over the trees. The bombers were there
because the topography is comparable to Central Europe but "unpopulated,” they fly low to
take advantage of a chronic deficiency in radar defense systems, a sensory lacuna in the
airspace immediately above the ground.

When photographer Peter Sibbald first went to Goose Bay in northern Labrador in
1989 he was not unreasonably suspected of being an agent of the Canadian Security
Intelligence Service by the Innu residents there.83 His presence with a camera was viewed as
an incursion into their community, possibly aimed at gathering intelligence regarding their
personalities, moods, and political activities. Sibbald denies this, and in the chronic
uncertainty surrounding secret intelligence services we are left to accept his word or not. On
the other hand, his photographs support his claim to have been an independent artist. His
“Return to Nitassinan” exhibition documents the aboriginal presence on the land as a
patchwork legacy of the old ways, faced with the apparent hopelessness of cultural
métissage, under a sky of the thunderous warplanes. In placing the air base and the Innu
reserve into the same discursive field, Sibbald elucidates connections between culture and
security, land and sky, mortality and spirituality, that the security state prefers to keep
separate. The death of an elder surrounded by her family is juxtaposed with the two
uniformed officers shaking hands to mark the change of command at the base, as
anonymous killer fliers rotate in and out of Labrador on a computerized schedule.

Sibbald's diptychs of culture and security serve as a reminder that Northrop Frye's
incubus was pure colonial panic. Indeed, Frye himself diagnosed its inscription on the
Canadian landscape:

83 Peter Sibbald, "Return to Nitassinan: Daily Life Amongst the Innu of Labrador,”
Harbourfront Centre, 1995: "In 1989, a botched investigation revealed that the Canadian
Security Intelligence Service (CSIS) was trying to infiltrate the Innu. I was just another
White Man from the big city with a camera and a guilty conscience . . . or was I? Perhaps I
was a communist agitator, or a CSIS agent. I parachuted into a hurricane of rhetoric howling
and ripping apart at least three entrenched and competing interest groups. Amidst the
animosity and paranoia, I found myself reeling. Clearly I was way over my head.”
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The obliterated environment produces an imaginative dystrophy that one sees all
over the world . . . Canada . . . has had this peculiar problem of an obliterated

environment throughout most of its history . . ... [Tlt is practically the only country
left in the world which is a pure colony, colonial in psychology as well as in
mercantile economics.84

Colonial panic derived neither from the harshness of the climate nor the ruggedness
of the land but from the subjugation of people both in actuality and in schemes of
representation. The erasure of aboriginal presence in the cultural nationalist project of
landscape underscored this neurosis. Augmented by Cold War geopolitics that made
Canadian wilderness a likely transit site of nuclear devastation, Frye's analysis of the north,
like the Group of Seven's topos, erased aboriginal presence for good reason. When
understood as a human presence, absented from a system of wilderness representation, the
incubus cannot be tamed by auy Group of Seven artist, nor even by an entire garrison, no
matter how well-armed.85

In Peter Sibbald's photograph of two Innu children lying in the shallows there is a
gentle quality that cancels out the aviator-occupiers' colonial panic, and the catastrophic
cultural logic of occupation so evident in the other images on his photo-documentary. If
Sibbald is among the few Euro-Canadian artists to have visualized the elusive northern
topos, perhaps it is because it was never assimilable to the cultural nationalist project. It
represents a recognition of dwelling that A.Y. Jackson was unable or unwilling to
acknowledge on the Beothic in 1927.

84 Frye, The Bush Garden, xxiii.

85 Pierre Berton, Why We Act Like Canadians (Toronto: McClelland & Stewart, 1987),
115. Even the trusty and transposable claiming of landscape through golf falters at high
fatitudes, if Berton's account of Yellowknife's "Midnight Sun Golf Tounament" is any
indication: “We tee off at midnight, just after sundown, and for the next nine holes we will
see no blade of grass. The 'greens' are made of oiled sand, the fairways are solid rock.” The
golf/artillery metaphor is so weakened here that players, according to Berton, resort to actual
firepower: "they sometimes carry shotguns to drive off the ravens who swoop down and
carry off the golf balls.”
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Fig. 30. Peter Sibbald, “Innu boys lying on a sandbar in Lake Melville at
Sheshatshit,” July 1993.

The "azoic" is present, as Frye might point out, in the form of a giant boulder; yet it
is not “monstrous.” According to Sibbald this tableau was not ‘staged’, though the two
boys “‘were clearly aware of my photographic presence.”86 Indeed., it appears he underwent
a certain loss of identity amongst the Innu, a loss to his technique of observation that
nonetheless marks some ineffable gain in understanding. In the next chapter this loss/gain
of identity in a landscape will be explored further through the case of Grey Owl. But here in
Sibbald's photograph the two children have become resilient landforms themselves.
Directing their gaze upwards, they wait, as if relearning how to dwell again will begin with
reclaiming the sky.

86 Peter Sibbald, personal communication with author, 29 May 1999.



CHAPTER THREE:

WHITE MISCHIEF:
GREY OWL AND THE DEPARTMENT OF THE INTERIOR

What happened to all the other series of procedures that, in their unnoticed
itineraries, failed to give rise either to a specific discursive configuration or to a
technological systematization? There are many procedures besides panoptical ones.
These might well be looked on as an immense reserve containing the seeds or the
traces of alternate developments.

Michel de Certeau

Tradition is not something a man can leamn; not a thread he can pick up when he
feels like it; any more than a man can choose his own ancestors.
Someone lacking a tradition who would like to have one is like a man unhappily

in love.
Ludwig Wittgenstein

The later Wittgenstein respected the thickness of the real. Given the complexity of
language and the density of social practices the possibility of a person choosing his own
ancestors and then conducting himself seamlessly in keeping with their traditions was
remote. Yet, in the case of Grey Owl, who arrived in Canada in 1906 as Archie Belaney, a
white English schoolboy determined to become an American Indian, Wittgenstein's maxim
is only half right. To be sure, Grey Owl's gradually-adopted "Indian-ness" would always be
evidently artificial amongst the native people he met—they viewed Grey Owl as an English
oddity even as they were disarmed by his devotion to a romanticized vision of their identity.
Grey Owl, as Wittgenstein's aphorism predicted, was unhappily in love, but it was a peculiar
"colonial" love for Indian peoples and what he viewed to be their vanishing way of life.

On the other hand, the well-established European stereotype of 'the’' North American
Indian ensured that Archie Belaney, assiduous reader of Ernest Thompson Seton, Henry
Longfellow and James Fenimore Cooper, would appear uncannily authentic in kis native
regalia on the platform of an English lecture hall or in an Ottawa bureaucrat's office. The
recognition of Grey Owl as the reddest of Indians by a London newspaper was an extreme
fulfillment of the narcissistic promise of the racial stereotype: the creation of a pure other
out of one's self. The posthumous revelation of Grey Owl's "true English identity" in 1938
was thus injurious to the smooth operation of the stereotype, and the Grey Owl legend was
given its narrative configuration as a "hoax" story, a con man revealed by intrepid reporters
in sensational world-wide coverage. His identity was presented as pure masquerade, an

KR8
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instance of English eccentricity, a childish prank played upon the state.! On the contrary, I
will argue, the records of Grey Owl's "going native" in a masquerade of pure otherness trace
a "loss of identity" in the national sense: a destabilization of the scenic fopos national
landscape, and a seed of alternative developments to conventional notions of citizenship.2

As a result of the scandal surrounding the revelation of Grey Owl's "true” identity,
coming as it did at the peak of his career as a representative of the Canadian state and its
wilderness tracts, his traces in the National Archives of Canada are the broken material of
narratives that failed, officially. Failed, that is, in that they trail off from the main current of
national history. There is no mention of Grey Owl even in official histories of the "National
Parks" where only since the 1970s has his name been anything but anathema.3

The official story goes like this. As a function of the settlement and development of
Canada's wilderness interior the Government of Canada created a series of national parks in
order to preserve wilderness habitats in their natural state. During the 1930s the Parks
Bureau was eager to restore wildlife species in the parks after the ravages of excessive
trapping and sought ways to gain public sympathy for the plight of these animals. A half-
breed styling himself 'Grey Owl', who lived as an Indian in the company of tamed wild
beavers, had written several magazine articles about wildlife. These writings were brought to
the attention of Parks publicist J.C. Campbell by the editor of Canadian Forest and
Outdoors. Campbell recognized the "beaver man's” potential usefulness in public relations

I Titles of magazine articles are indicative enough: “Magnificent Fraud,” Maclean's

I August, 1951, “Imposter Who Hood-Winked a King,” Maclean's 15 January 1967,
“Accomplished Liars,” Saturday Night, October, 1986. The Grey Ow! narrative continues
to circulate as a kind of 'wildemess' myth in popular magazines, perpetuating the identity
hoax and the hint of mystery, even as Grey Owl is recuperated into environmentalist
discourse.

2 For a discussion of white stereotyping of Indians see Daniel Francis, The Imaginary
Indian (Vancouver: Arsenal Pulp, 1992). For accounts of other Indian masqueraders see
James A. Clifton, Being and Becoming Indian: Biographical Studies of North American
Frontiers (U.S.A: Richard D. Irwin, 1989). Clifton’s stated aim is to “define” these
“marginal men and women” in “the language of social science.”

3 Author’s interview of Archivist, Prince Albert National Park. The Tourism department of
the Government of Saskatchewan have recently begun to promote the Grey Owl legend as
one of Saskatchewan's key tourist attractions. Parks Canada’s “Grey Owl Interpretive
Plan” (Parks Canada, n.d. ca. 1970s), 2, states: “In the past the elements that caught most
peoples’ interest were essentially those that do not relate to Parks Canada objectives. The
great hoax, Grey Owl’s penchant for alcohol, his many wives (legal and illegal), his rise to
fame from the backwoods of Canada to meet the King of England, the entertainment value
of his stories--all these must be used only, if indeed at all, to catch people’s interest. We
must lead people to discover the more meaningful aspects of Grey Owl’s philosophy of
man and nature.”
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and his superior, James Harkin, the energetic Comptroller of National Parks, approved the
use of Grey Ow! and beaver in Parks publicity. Grey Owl thus became the subject of widely
disseminated promotional films for the Department. In 1931 he was formally appointed by
the federal government to the position of "labourer” in Riding Mountain National Park, and
then at Prince Albert National Park as "Caretaker of Park Animals." As a seasonal
employee, Grey Owl became an unusual presence in these Parks, a summer tourist attraction
but also a magnet for other writers and for intellectuals interested in nature conservation. In
the winters he was granted unpaid leave to promote his books and make public appearances.
After a second successful but arduous lecture tour of Britain in 1938, when he met and
showed his films to King George and the royal family, Grey Owl succumbed to pneumonia
and died in Prince Albert hospital.

After his death it was revealed that "Grey Owl" was in fact, Archie Belaney, an
Englishman who came to Canada as a teenager and learmed Ojibwa language and customs in
the Temagami region of Ontario, primarily from his Ojibwa wife and her family.

After volunteering for the First World War he entered into a bigamous marriage with a
friend from his childhood in Hastings, but soon left her to return to Northern Ontario,
where he married once more. The oft-repeated fiction of his Apache Indian origins and a
youth spent in Buffalo Bill Cody's Wild West Show duped his public, embarrassed his
employers in the Canadian government, and made a mockery of the Royal family who had
warmly received him as an Indian at Windsor Castle. He was both criticized for his
deceptive "masquerade” as well as accorded qualified praise for his pioneering role in the
environmentalism movement.

The "failed narrative” has a different focus. In summary form it might run as
follows: To help regulate the occupation by Euro-Canadian society of a former wilderness
the Department of the Interior administered and promoted a string of national parks. The
advent of these parks was symptomatic of a 'governmentalization' of the wilderness, a
landscape figuratively emptied of human inhabitants in the Govermment's imaging of its
‘interior’. Thus the engagement of the Indian writer Grey Owl along with his tame beaver,
between 1931 and 1938, to live within the precincts of two national parks, even as aboriginal
inhabitants' lands were expropriated, unavoidably drew attention to the place of Canada's
native peoples in the wilderness landscape. Grey Owl's official connection to the federal
government, in combination with commercial success as an author, launched his
international career as a spokesman for the Canadian wilderness and aboriginal peoples.
Throughout, Grey Owl maintained his Indian identity by tinting his skin, dying his hair, and
disguising his British accent and education.






