
������ �!� ��������

�

�&6*

����� �!� ���#��������� """""""""""""""""""""""""""""""""""""""""""""""""""""""""""""� :))

��������� """"""""""""""""""""""""""""""""""""""""""""""""""""""""� """"""""""""""""""""""""""""� >)

�"� �����	#������ """""""""""""""""""""""""""""""""""""""� � �

�"� E� ������� ����� � ��F�����G� """"""""""""""""""""""""""""""""""""""""""""""""""""""""� H

�-*� !2'0&+):*�� *&'. � ��HF���G�� """""""""""""""""""""""""""""""""""""""� �
�,�+-*� �'&)(�24�� / ' , * ' """""""""""""""""""""""""""""""""""""""""""""""""""""""""""""� ��
�'&1)+)2,.� &,1� � *3- , )5 / *"""""""""""""""""""""""""""""""""""""""""""""""""""""""" � ��
�-*� !&+-*'�24��/'� �&+)2,&(� � & ' = . """""""""""""""""""""""""""""""""""""""� ��
�2'&,� !),1.� �-*��*((2<.+2,* � � � � � """"""""""""""""""""""""""""""""""� �F
�-*� �9*((�24��'&,1�� & , % 2 , """"""""""""""""""""""""""""""""""""""""""""""""""� �G
�-*� �6*�24��((/.+'&+)2, � ���H������ """""""""""""""""""""""""""""""""""""""� F�

7*,)3* � ���G� &,1� ����� � � ��
�-*� �'&,1� �&,%2,�24��');2,& � ���������� """""""""""""""""""""""� �H
�-*� �&,+&�!*� �*3=2,.� E """""""""""""""""""""""""""""""""""""""""""""""""""""""""""""� HF
�*9*+)+):*� � - * 0 * . """"""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""" � GH
�-*� �*&=�24��).� �+%(* � ���������� """""""""""""""""""""""""""""""""""""""� ��
� 2 , 2 ' . """"""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""" � ��

F"� �������� ��������� ����� � ��GG���HH� � � �F

�-*� �*6),,),6.� 24�&,�� ' + ) . + """"""""""""""""""""""""""""""""""""""""""""""""""� �F
!'20� �&(+)02'*�+2�� / , )3 - """"""""""""""""""""""""""""""""""""""""""""""""""� �G
�/,)3-�&,1��/'29* � ���F����G� """"""""""""""""""""""""""""""""""""""""""""� � ��
�20*� +2�+-*� � *&'+(&,1 """""""""""""""""""""""""""""""""""""""""""""""""""""""""""""� ��
�-*� !&$/(2/.��*.+�&,1�+-*� �'&,1�� & , % 2 , """""""""""""""""""""""� ���
�&,%2,��0 9 '*..)2, .""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""" � ���
�2/,+&),.� &,1�� *.&.��&,%2,.� &,1�	 * . * '+. """""""""""""""""""""""� ��G
�*)6-� !),1.� �).� ! 2 ' + * """""""""""""""""""""""""""""""""""""""""""""""""""""""""""""� �F�
�4')3&,�� , +* ' ( / 1 * . """"""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""" � �H�
�%3(2'&0&.� &,1�� *(21'&0&. """"""""""""""""""""""""""""""""""""""""""""""""""� �G�
!&.+��3+)2,I� �*)6-D.� �&.+��*&'.� """"""""""""""""""""""""""""""""""""""""� ���
�-*� � 9 2 = * .0 & , """""""""""""""""""""""""""""""""� � ���
�*326,)+)2,� "� "� "� " " " � � � � � ��H

:



:)

������ �!� ����������2,+),/*1

�&6*

�"� !�����	� ���7��� �#����� ���H����F�� � � ���

�2/+-*',� �*6),,),6.""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""" � ���
�/,6'*,�). � �&/,3-*1��,+2� �((/.+'&+)2, � ����� """""""""""""""""""""""� ��G
��������F � ���&.+*1��*&' � �� �-&,6*1� � &,"""""""""""""""""""""""� ���
�-*� �' '*.).+)$(*��/'*��-*� �2/+-<*.+ � ����� """""""""""""""""""""""� ��H
�29)� � ')*.+�&,1��&,-2,� �&),+*' � ����.� "� "� "� "� "� "� ���
! )' .+� �>-)$)+)2, � ����� """""""""""""""""""""""""""""""""""""""""""""""""""""""""""""� ���
�2,12,� �,+*'(/1* """"""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""� "� ���
�-*� �/',),6��2),+ � ���F� � � � ���
�-*�	 *.*'+�	20),&+*.� """"""""""""""""""""""""""""""""""""""""""""""""""""""""""""""� ���
�).� �&.+��*&'.� &,1�+-*� � 2 ((*3+)2 , """"""""""""""""""""""""""""""""""""""� � �FF
�-*� �&,""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""" � �F�

H"� � � � � �# ��� � """"""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""� ��F

�����	�J�� �������������� �!� ���� ����	� ������� "� "� ���

�������	� � �� � �� � � � � � �"""""""""""""""""""""""""""""""""""""""""""""""""""""""" � �G�



LIST OF ILLUSTRATIONS

Figure Page

1. 1882 Survey ............................................   29

2. Moran: Chasm of the Colorado 1873 ..................................  35

3. Moran: The Glory of the Canyon 1875   38

4. Moran: Side Canyon of the Colorado 1878   41

5. Moran: Morning, Grand Canyon ca. 1892   50

6. Moran: The Gorge at Dawn ca. 1892 ..................................  50

7. Moran: The Inner Gorge, Grand Canyon ca. 1892 . . 52

8. 1902 Map of Grand Canyon of A rizon a ..................................  54

9. Map showing Columbus Point, below Yuma Point,
West of Hermit’s R e s t ........................................................  59

10. Moran: Looking Up the Trail at Bright Angel 1901 . . 62

11. Moran: Bright Angel Trail, Grand Canyon ca. 1903 . . 62

12. Moran: Storm at Grand Canyon 1907 ...................................  64

13. Moran: A Glimpse of the Grand Canyon
of Arizona 1 9 1 2 ...................................................................  67

14. Moran: Grand Canyon 1 9 1 2 ..................................................  69

15. Lithograph of scene on preceding page by G. H. Buek . 70

16. Moran: Yavapai Point 1 9 1 3 ..................................................  72

17. Moran: Canyon M ists—Zoroaster Peak 1914 . . . .  73

vii



viii

18. Moran: Clouds in the Canyon 1 9 1 5 .................................. 75

19. Moran: Zoroaster Temple at Sunset 1916 . . . . .  76

20. Moran: Grand Canyon of Arizona 1920   78

21. Thomas Moran (1837-1926) in 1913, age 7 6 ....................... 81

22a. Leigh: South Rim, Grand Canyon of Arizona 1906-1908 . 112

225. Leigh: The Canyon From Grand View Point ca. 1909 . 113

22c. From Grand View P o i n t ........................................................ 113

23. Leigh: From the Trail at Grand View 1910.......................  115

24. Leigh: The Grand Canyon From Columbus Point ca. 1910 121

25. Leigh: Grizzly Bear ca. 1 9 1 2 .............................................. 128

26. Leigh: Pronghorn Antelope ca. 1 9 1 2 ................................... 128

27. Leigh: A Close Call 1 9 1 4 ...................................................  130

28. Leigh: A Deserted Ruin ca. 1 9 1 0 -1 9 1 1 ............................. 136

29. Leigh: Garden of the Gods 1 9 1 3 ........................................  137

30. Leigh: Argument With the Sheriff 1 9 1 2 .............................  140

31. Leigh: Navajo Boy ca. 1916 ................................................... 142

32. Leigh: Up Where the Big Winds Blow 1 9 1 8 ........................ 144

33. Leigh: Summer Hogan 1950 ...................................................  147

34. Leigh: Protector of the Herd 1950........................................  148

LIST OF ILLUSTRATIONS—Continued

Figure Page



�>

FH"� �*)6-�� �&:&?2� �2,)*.� ��H�� """""""""""""""""""""""""""""""""""""""""""""""""""� ���

FG"� �*)6-�� �-*� �22=2/+� ��F�� """"""""""""""""""""""""""""""""""""""""""""""""""""""""" � �G�

F�"� �*)6-�� �/.+*'B.� �&.+� !)6-+� ��F������� � � �GH

F�"� �*)6-�� �*,3)(� �+/1%� 3&"� ��F�� � � �GH

F�"� �*)6-�� �&:&-2� !)'*�	&,3*� ����� � � � �G�

��"� �*)6-�� �23&-2,+&.� 3&"� ���������� """"""""""""""""""""""""""""""""""""""""� ���

��"� �*)6-�� �*.+<&'1� �2I� ����� """""""""""""""""""""""""""""""""""""""""""""""""""� ���

��"� �*)6-�� �/44&(2� �/((� 3&"� ����� � � ���

�F"� �*)6-�� �-*� � '*&./'*� � '&)(� ����� � � ��F

��"� �*)6-�� �20$),6�+-*� �)16*.� ����� � � ��G

�H"� �*)6-�� �-*� !*0&(*�24�+-*� �9*3)*.� ���G� """""""""""""""""""""""""""""� ��G

�G"� �*)6-�� �� �2<12<,� �')3=� ����� """"""""""""""""""""""""""""""""""""""""""""""� ���

��"� �*)6-�� �-*� A)((*'� ����� � � ���

��"� �)(()&0��2$),.2,��*)6-� K��GG���HHL� ),� ���� � &6*� ��� "� "� ���

��"� !*',&,1��/,6'*,� ),�-).� .+/1)2� ����� � � ���

H�"� �/,6'*,�� �-*� �'&,1��&,%2,��+&6*� !'20� !(&6.+&44� ����� ���

H�"� �/,6'*,�� �,+2�+-*� 	*9+-. � �'&,1� �&,%2,� 3&"� ���������� ��G

H�"� �/,6'*,�� �*%2,1�+-*� �2'6* � �'&,1� �&,%2,
3&"� ���������� """""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""""� ��G

HF"� �/,6'*,�� �,��'0�24� �'&,1��&,%2,� 3&"� ���H������ "� "� ���

H�"� �/,6'*,�� �,�+-*� �'&,)+* � �'&,1��&,%2,� 3&"� ���H������ "� ���

����� �!� ���#�����������2,+),/*1

!)6/'*� �&6*



X

Figure Page

55. Lungren: In the Abyss: Grand Canyon ca. 1895 . . . 218

56. Lungren: The Arm of the Law 1901 ..................................  225

57. Lungren: Afterglow: Painted Desert ca. 1907-1908 . . 232

58. Fernand Lungren ca. 1926 Age 69 .....................................  242

LIST OF ILLUSTRATIONS—Continued



ABSTRACT

Three of the painters who loved and painted the Grand Canyon of 

Arizona are the subject of this study. They painted the Canyon and scenes of 

the Painted Desert as well as the Indians of the Southwest from 1874 to 1920, 

primarily. They are Thomas Moran, William Robinson Leigh, and Fernand H. 

Lungren. They painted the west and the Grand Canyon while they were still 

unspoiled and unviolated. They painted scenes of a bygone era which will 

never come back again, and in so doing, they have left America a documentary 

of the wonders of the west and her native poeople, the Indians.

By presenting a series of paintings of the Grand Canyon of different 

scenic views by Moran, Leigh, and Lungren, it is hoped that the reader will 

appreciate the differences between the artists in presenting their impressions 

as they saw them of this great chasm. Many of the landmarks they saw have 

now become obliterated by parking lots and motels. Four of the trails down 

the Canyon to the edge of the Colorado River have fallen to the damages and 

the ravages of erosion and disuse; one has disappeared entirely as a result of 

a violent storm.

Other points painted by these and other artists are no longer open 

to the public, so one can only see them in the paintings of the Grand Canyon 

done before 1930.

xi
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When Thomas Moran came into the American art scene, the pan­

oramic landscape and style was still an important American art form. Moran 

gave a new and fresh expression to this visual style. With him, a new romantic 

realism  marked a stage in American landscape art that inspired a generation of 

artists in his wake.

This study is concerned with three American artists, beginning with 

Moran, who were drawn irrevocably to the great American West for inspiration 

in their art, and more specifically, to the Grand Canyon. The other two artists 

are William Robinson Leigh and Fernand Harvey Lungren. All three men were 

caught up in the fever of depicting the great American West, and although they 

did not restrict themselves to the Southwest, they all fell under the spell of the 

Grand Canyon.

With Moran, the last 25 years of his art career was dominated by the 

Grand Canyon. The ever-changing kaleidoscope of colors and hues became an 

obsession and constant source of fascination to him.

William R. Leigh’s involvement with the Grand Canyon was somewhat 

different. His American art career began with his paintings of the Grand 

Canyon when he was first commissioned by the Santa Fe Railroad to paint it.

He was 40 years old. Leigh painted it regularly for the next seven years, and 

intermittently for more than 20 years.

American In the British Tradition,” Art News, Vol. XXXVin, No. 37 (June 15,
1940), pp. 12-15; Thurman Wilkins, Thomas Moran, Artist of the Mountains,
(Norman, Oklahoma, 1966), p. 22.
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Lungren's phase with the Grand Canyon came in the middle of his 

career, at the point in time when he gave up illustration for magazines and work­

ing in association with others. He was offered a chance to paint it for the Santa 

Fe Railroad as an advertising schem e, as was Leigh. Lungren was to find his 

mature style and true forte in painting the deserts of Arizona and California.

All three artists furthered their careers by painting the Grand Canyon, 

and all three harbored a genuine love for the great chasm throughout their lives. 

These men had several common threads weaving through their careers: in 

subject matter, in personal viewpoint, and in their faith in the belief that 

American artists could paint the American West as no foreign countries' artists 

could. They shared a strong feeling that American artists did not need European 

ideals nor models.

This study will show that the independent thought and stubborn purpose

of these three men was to present the American wonders to her people in their

own individual and very different ways. These men considered themselves

independent of any schools of art. Thomas Moran has been associated with the

"Rocky Mountain School" or group of painters, but he did not associate himself 
2

with any. Moran denied that there was any real American school of Landscape
3

Art. All three artists knew members of the band of painters who started the 

o
Thomas Moran, "Knowledge as a Prime Requisite in A rt," Brush and 

Pencil, Vol. XH, No. 1, (April 1903), p. 16; William H. Simpson, "Thomas 
Moran—the Man," Fine Arts Journal, Vol. XX, No. 1 (January 1909), pp. 24-25.

3
Moran, "Knowledge as a Prime Requisite in Art," p. 14.
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Ruth, wrote, "He could always see clearly what he wished to remember, and he

14never forgot a once-loved im pression."

From his earliest years, Moran's love was of nature in the unspoiled

wilderness state. He chose scenes in their most primeval settings and chose to

obliterate the marks of man and civilization when painting areas that were no

longer in the pristine state. As he studied the black and white engravings of

Turner's paintings, he became filled with the desire to see majestic scen ery-

scenery that would match the wild scenes he saw in Turner’s paintings. He

copied the engravings of Turner's paintings and attempted to recreate the colors

15
of Turner when descriptions were given.

In 1860 Moran went out on his first camping trip with Isaac W illiams, 

the other artist whose works he had admired in Mr. Small's office. They went 

to the Pictured Rocks region on the west end of Lake Superior. They paddled 

their canoe around its shores to the east end, sketching and painting water color 

studies as they traveled. Moran caught the grotesque shapes of the huge rocks 

and even some of the sinister feeling he felt in some of the caves and shadowy 

grottoes. The Aldine published some of Moran's drawings and wrote an article 

stating that his drawings were “full of power and strikingly suggestive of the

14Ruth Moran's letter, MS, Envelope B28, Thomas Moran Collection, 
Gilcrease Institute.

15Wilkins, p. 28. Moran did not specify which engravings he copied 
from Turner's book.
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16wild and magnificent scenery." The Aldine was to prove to be one of Moran’s 

oldest and most loyal publications. Moran's series of paintings and drawings on 

the subject of Longfellow's poem, "Hiawatha," came from the sketches of this 

trip. Moran gathered many impressions of wild scenery that would serve him 

for source material for many years in his paintings.

Thomas Moran was a meticulous artist, and the precision shown in 

his works since 1855 was due to his years in the engraver's shop. He learned 

his sureness and dexterity there, he learned to apply his pencil with facility to 

specifics as well as generalities in drawing directly on the blocks of boxwood and 

and lithographic stones. This ability to depict with accuracy was one of the 

characteristics that formed the roots of his style and was to remain with him to 

the end of his life.

On the Trail of Turner

In 1861 Thomas and Edward Moran decided to go to England to study 

Turner and the watercolors of other English artists that interested them. By 

this time Thomas had made a local reputation (in Philadelphia) as an artist.

Some of the young American artists were beginning to follow the philosophy of 

the Pre-Raphaelites in England, led by John Ruskin. In America, Ruskin's chief 

advocate was William J. Stillman. Thomas Moran's philosophy paralleled that 

of the Pre-Raphaelites in one aspect—that of putting essentially one's own

^"The Pictured Rocks of Lake Superior," Aldine, Vol. VI, No. 
(January, 1873), pp. 14-15.
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20entitled, ’’After Varley. ” Moran also copied works of Paul Sandby, who died

in 1809, and who was called the father of English watercolor. Moran also

studied the harsh colors of Pietr de Wint and the broad color application of John

Cotman and Thomas Girtin. Girtin is supposed to have been the one who

21influenced J. M. Turner.

On his arrival in London, Moran went to the National Gallery to see 

Turner’s works. When he first saw them he was stunned by the colors—great 

bursts of color in sunlight and fiery sunsets! While Edward studied at the Royal 

Academy, Moran copied Turner. Together the brothers began to sketch the 

local scenery, the boats, the town walls, wharves, old ruins of castles and 

abbeys, heavy bridges and dark, wooded glens. They followed the paths that 

Turner took, even to the Isle of Wight. Moran sketched some of the same scenes 

that Turner did—the old Gothic ruins, fiercely rugged coastlines, and soft 

countrysides. It was the radiance of Turner that one sees reflected in Moran’s 

great painting of the Yellowstone Chasm of 1872. In copying the works of Turner, 

young Moran began to grasp the "underlying structure and principles of Turner’s 

impressionism—Moran felt new respect for Turner’s subjective use of nature. 

George Sheldon quoted a lengthy passage that Moran related to him about Turner: 

"Literally speaking, his [Turner’s] landscapes are false, but they contain his

20Sachs, p. 17.

21Sachs, p. 17.

22 George W. Sheldon, American Painters (New York: D. Appleton 
and Co . , 1879), pp. 123-24.
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impressions of Nature and so many natural characteristics as were necessary to

convey that impression to others. The public does not estimate the quality of

23his work by his best paintings but by his latest and crazier ones. . . . "  One

of Turner's works that Moran admired most was Crossing the Brook, which

marked Turner's transition to his. final style. Moran admired its simple, quiet

gray harmonious tones, which he found to be most remindful of Claude Lorrain,

an artist admired by both Turner and Moran. Moran copied Turner so well that

more than one of his paintings were thought to be Turner's. One example was a

24water color of Arundel Castle.

Turner's rainbow of colors strengthened Moran's lifelong involvement 

with the dynamics of Nature, i. e . , Nature in the fleetest of changes in clouds, 

shifts in light and mood, but also in the swifter, more violent changes taking 

place in storms. Moran kept this fixation with light and mood throughout his 

career. His paintings are noteworthy for their energy. Moran's hallmarks 

became his trees bending to the wind, the dart and play of water spray in streams 

and waterfalls, and pounding waves against a rocky coast.

Turner also taught Moran the appreciation of a quiet scene. Gustave 

Buek wrote of Moran that Turner left the deepest stamp on him. Buek went on 

to state that "it was from Claude Lorrain that Moran learned composition and 

construction . . . from Constable he learned solidity of painting which helped

Sheldon, p. 123.

^^Ibid., p. 226.
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along with one other artist as the first among the illustrators to specialize in

27landscape. The other artist was Harry Fenn.

Moran continued his sketching tours in the summers of 1864 and 1865, 

mainly in the Alleghenies and in Pike County, Pennsylvania. These tours in 

virginal areas gave him solid experience in observing and sketching brawling 

streams tumbling over rocks and cliffs, waterfalls cascading over precipices, 

areas closed in by woods or mighty walls of rock, and above all, twisted roots 

of trees and natural vegetation. All of these motifs became the basic icono­

graphy of his landscapes, especially in his mountain and canyon scenes. Moran 

was quoted as saying he never carried anything with him in the way of equipment 

except for his portfolio, pencils, and watercolors. Much later he admitted to 

carrying a few oil paints.

Traditions and Technique

Feeling that he needed to close another gap in his art education,

Moran took his family to Europe with him in 1867. He was self-taught in his

application of color, and he wanted to study the work of Poussin and Lor rain

28
firsthand, both of whom had influenced Turner. He admired the work of the

27Wilkins, p. 45. Wilkins did not specify the issue nor date of this 
journal as his source.

28
Moran was influenced by the work of Claude Lorrain to the extent 

that he painted in a style reminiscent of Lorrain and Corot at different periods. 
In the painting, Ponce de Leon in Florida, 1512, painted in 1877, Moran showed 
the tall, overwhelming trees encircling the highlighted garland of tiny figures 
standing against a backdrop of brightly lighted trees; the patterns of light 
filtering through the trees, the air of stillness, the lyrical qualities—are all
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French impressionists in their devotion to nature, yet he did not particularly

admire the results! He did not subscribe to their "plein air” practices, either.

This is  the clue to his belief in the old traditions concerning techniques. Moran

sketched nature, memorized and steeped himself in the grand aspects as well as

in the less  heroic beauties of nature, but it was back in his studio that he made

the finished painting. This was the older tradition, and Moran never changed his

methods. His brushwork might show texture, and his composition great depth,

but his brushstrokes themselves never showed intentionally. Even in his water-

color studies, Moran’s technique was not that of the French avant garde, though

his brushwork was broader and much less  detailed.

Contrary to published opinions of some of his contemporaries, Moran,

at best, had limited sympathy and admiration for the Barbizon painters and the

French School in general. He is quoted as saying that "French art scarcely r ises

to the dignity of landscape . . . and a swamp and a tree usually form the sum

total of their subject matter . . . the Barbizon painters are eternally copying 

29themselves. ” Moran also accused the French of painting the same scenes 

around Fontainbleau, and furthermore, that they all had nearly the same ideas.

He was especially critical of Daubigny and Diaz. At this time, Moran did not

reminiscent of Lorrain, whom Corot followed. Other paintings showing the lacy 
trees , light patterning, and tiny figures are Autumn, Near Peconic Bay, Long 
Island, 1904, and Cockington Lane, England, 1910. One of Moran’s finest paint­
ings showing both influences of Lorrain and the Barbizon painters, especiaUy 
Corot, was his Fiesta at Cuernavaca, 1913; see Margaret Breuning, "Thomas 
Moran," Magazine of Art, Vol. XXX, No. 2 (February, 1937), p. 115.

29
Moran, quoted in Sheldon, pp. 126-27.
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These sketches were given to Moran by N. P. Langford, a reporter who had 

been on the survey. Subsequently the drawings Moran made from the sketches 

and Langford’s descriptions were duly printed and were judged truly beautiful. 

Moran became fascinated with the Yellowstone as a subject for art and for itself. 

He became determined to see it for himself. Langford’s descriptions of sul­

phurous sands, burning springs of boiling water, and firehole basins obsessed 

him. Through his association with Langford, Moran did accompany Dr. Ferdinand 

Hayden’s Survey team in 1871. Until this time, Moran had never suffered any 

privations, nor been forced to eat greasy, unappetizing food. He had never sat 

on a horse, yet he learned to do all of these things in spite of a sensitive stomach, 

much to the amazement of Jackson and Langford. He and Jackson became close  

friends and associates. With his trained eye Moran was responsible for finding 

the right views and vantage points for Jackson to photograph in order to utilize 

the natural beauties to their fullest. Moran, on the other hand, learned much 

about photography from Jackson. Moran learned much about the science and the 

art involved in taking spectacular photographs.

Moran made many studies and quick sketches around the entire park, 

but it was the major canyon and the lower falls that held his mind and heart. He 

could hardly believe his senses when he beheld the lemon yellows, ochres, 

smoldering reds, and pearly grays which could change to deepest jet in moments. 

His daughter, Ruth, stated later that she thought his first trip to Yellowstone was 

his first great turning point in his life , when he experienced perhaps for his
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The painting was finished in two months, in 1872 and was shipped for 

viewing first to New York, then on to Washington. Dr. Hayden had already 

received some of Moran's most beautiful watereolor sketches of Yellowstone, 

and together with Jackson's photographs, they became Hayden's most formidable 

and eloquent justification to Congress to pass the parks bill. On March 1, 1872, 

Congress passed the National Parks Bill. On June 10 of that same year, 

Congress appropriated the funds for and purchased Moran's painting of 

Yellowstone Canyon. Moran had not only found his true forte in his art, but he 

had found himself as well. ̂

The Spell of Grand Canyon, 1873

The period of the Great Western Survey was in full swing by 1871. 

Major John Wesley Powell had been surveying the great rivers of Utah and the 

source of the Colorado River beginning in 1869 and continuing to 1872. Powell 

had heard of Moran through Hayden, and had seen his watereolor sketches of 

Yellowstone. Powell was impressed by the beauty and artistry of Moran's 

sketches. Powell asked Moran to accompany him on his next trip. Moran had 

intended to accompany Dr. Hayden on a second trip to Yellowstone in late 

summer of 1872, but work pressures from commissions from journals inter­

vened. Hayden's plans were changed to explore the Tetons, so when Major 

Powell again contacted Moran about his next planned trip to the Grand Canyon, 

Moran managed to dispatch his backload of illustrations and join Powell in Utah.

Quoting lengthy footnote, Wilkins, p. 71.40
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Before joining Powell, however, Moran and his wife took a trip west,

following the routes of the Union Pacific and the Central Pacific Railroads.

This enabled Moran to see the sights along these northern routes and illustrate

them for Picturesque America. ^  The articles written for this publication,

along with Moran’s beautiful drawings, filled two volumes. Moran traveled as

far west as Yosemite Valley, where he made a few pencil and water color

sketches of the granite domes and most popular surrounding sights. Suffice it

to say, Moran was not inspired by the cool grays of the domes after the fires of

the Yellowstone. He felt the absence of warm colors and distant vistas. Eliot

Clark wrote that Yosemite did not seem conducive to the "witchery of atmos-

42pheric gradation" in which Moran excelled. Yet Thomas Moran’s name was 

bestowed upon a peak (which was more like a promontory) near the rim of 

Glacier Point. Moran was occupied with this Plains and Sierras Series until 

1873, when he joined Major Powell.

On his trip to Utah to meet Powell, Moran met another photographer, 

John K. (Jack) H illers, and another reporter from the New York T im es, named 

J. E. Colburn. They traveled by stagecoach the last part of the journey to 

Springville, Utah. There they met the local Indian tribe of Piutes (called Utes). 

Moran immediately liked the Indians, and Major Powell found in Moran a kindred

41Although O. B. Bunce was really the editor, William Cullen Bryant 
was named the editor on the published work, presumably because he had the 
bigger name in literary circles.

42Eliot Clark, "Studies by American Masters at Cooper Union,"
Art in America, Vol. XV, No. 4 (June, 1927), p. 185.
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through the northwestern tip of Arizona and back into Utah. The vast buttes of 

this region are glowingly described in C. E. Dutton’s book, The Tertiary History 

of the Grand Canyon.

Moran and Colburn followed the twisting canyons of the Rio Virgen 

gazing with awe at the towering monoliths and their brilliant colors, which 

Moran described:

The Canyon of the Rio Virgen is  without doubt the grandest and most 
beautiful of all the tributary canyons of the Colorado River. In the 
walls of this canyon are found vast amphitheatres; titanic pinnacles 
rise from its depths, exquisitely storm-carved and painted by nature 
in endless variety of colors. ^

This region was called "Rock Rover's Land" by the Indians of the

46region and is now the heart of Zion National Park. A flaming painting which 

Moran painted of this river valley depicted the towering rocks and fiery colors, 

was titled Valley of the Rio Virgen, 1874 and was one of Major Powell's favor­

ites. The Aldine published engravings of this painting along with other drawings 

by Moran, giving the American people the first real view and knowledge of this 

area which early Mormon settlers had named "Little Z ion."

Moran and his party rejoined Powell at Kanab, and promptly returned 

to the area again, but stopping this time at the easternmost end of the river. 

Powell took many notes, and Hillers made photographs while Moran sketched.

^M oran quoted in Thomas D. Murphy, Three Wonderlands of the 
American West (Boston: L. C. Page & Co. , 1912), p. 134.

^C larence Edward Dutton, Tertiary History of the Grand Canyon 
District (with Atlas), 48th Congress, 2nd S e s s ., House Miscel. Doc. 35, 
Ser. 2320-21 (Washington, D .C .: Government Printing Office, 1882), p. 54.
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Moran was impatient to see Grand Canyon, and on August 3, 1873,

Moran, accompanied by Professor A. H. Thompson (one of Powell’s scientists)

and Jack Hillers decided to go to the Grand Canyon by way of Mt. Trumbull, the

westernmost end of the Canyon in Arizona. They took two mules and supplies

for ten days. For water they had to depend upon a series of four natural c is-

47terns called water pockets. These pockets are basins in natural rock 

formations which catch rain water.

The men had to compete with bands of wild horses to drink the red and

muddy water which was alive with wrigglers. The name of the first water basin
48

was "Wild Band Water Pocket." Moran wrote in his letters home that they 

had to make strong coffee so they could get the water down. After three days of 

bad water, heat and dehydration, they were all ill. They camped at the base of 

Mt. Trumbull on the third evening out. The next day they followed the channel 

of the Toroweap Tributary to the famous overlook. Before looking down into the 

depths they made camp about a mile away. It was not until they reached the rim  

itself that the gorge "suddenly opened almost as if the very crust of the earth 

had been rent asunder. We stopped and gazed in awe-stricken silence," wrote 

Colburn of this breathtaking view. ̂  Moran would have traveled down the

47John Wesley Powell, The Exploration of The Colorado River and Its 
Canyons (New York: Dover Publications, 1961), pp. 299-301, notes dated 
September 15-16. This book was first published under the title, Canyons of the 
Colorado (Meadville, P a .: Flood and Vincent, 1895).

48Bassford, pp. 37-42.

49Colburn article in New York Times (September 4, 1873), p. 2, col. 2.
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Canyon in 1872. This painting was sent to the Senate Lobby in Washington to 

hang alongside the Yellowstone painting. ^  In the future Moran would return to 

the Grand Canyon many times for inspiration and to lose himself in its 

never-ending cascade of shimmering colors.

The Age of Illustration, 1875-1890

Between commissions to paint such vistas as the Mountain of the Holy 

Cross, 1873, Moran returned to paint the striking red Vermilion Cliffs and the 

monoliths of Zion on the Rio Virgen in 1875. That same year Moran painted the 

Rock Towers of the Colorado, which he later renamed The Glory of the Canyon 

(Fig. 3). There is some question as to whether this painting represents the 

buttes of the Rio Virgen or some in the main chasm, but it is  generally accepted 

to be a view in the main canyon on the Colorado River. Moran thought this 

painting to be particularly successful, and he kept it all his life. The painting 

shows a definite debt to Turner in its pearly opalescence that swirls around the 

shadowy butte looming high in the centerground. The vantage point is taken from 

far below the butte at the river’s edge and looking upward from a dark, rocky 

foreground. In the left middle ground the river emerges from a stream of m ist 

and clouds. A V-shaped promontory of rocks is crowned by dark trees, and at 

its base is another line of dark trees. In the center of the two lines of trees the 

rocks are highlighted. This painting shows Moran’s formula of alternating bands 

of dark and light colors. The middle ground glows with light and ends high up in

Bassford, Appendix Note 2, p. 134.
54



Fig. 3. Moran: The Glory of the Canyon 1875 
Oil, 52 x 40 inches.
Gilcrease Institute, Tulsa.
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the picture plane with the lightest tones—another characteristic of Moran’s

works. It is  a painting of which Turner might have been proud. Moran has not

painted stark buttes, but captured instead some of the poetry of the scene.
�

Moran’s commissions to illustrate scenic routes for railroads, such as 

his commission for the Pennsylvania Railroad in 1875, kept his hand busy and 

his interest in American scenic wonders alive; yet he continued to paint Turner- 

esque scenes such as his Dream of the Orient in 1876. Moran had not, as yet, 

seen Venice, but the painting vaguely resembles Venice—a favorite subject of 

Turner's. ^  The golden halo cast by the setting sun over the buildings rising  

from behind, with a rainbow of colors from the boats, sa ils, and buildings mir­

rored in the quiet waters in a misty diffusion—all suggest Venice and Turner.

The forming of the New York Society of Etchers in 1877, revived 

Moran's interest in that medium.. Also in that same year, the Society of 

American Artists was formed and headed by Richard Gilder, editor of Scribner's 

and a friend of Moran’s. Nine years earlier, Moran had a brief revival of 

interest in lithography, a medium that had been used in America mostly for 

commercial reproduction of art. A portfolio of his lithographs was published, 

called Studies and Pictures in 1869. This series showed Moran's love of nature's 

bold scenic features—towering trees, craggy mountains, rushing waters, all in 55 *

55Wilkins, p. 104.

Moran's brother Edward also joined, as did their friends, John 
LaFarge, and Stanford White, to name a few.
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Fig. 4. Moran: Side Canyon of the Colorado 1878 
Oil, approx. 52 x 40 inches.
Gilcrease Institute, Tulsa.
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outlined in lovely light yellow horizontals, while to the left, three tiny figures, 

supposedly Powell and his associates, can be seen toiling up the rock walls. 

Above and in the center high saw-toothed bluffs tower over all, bathed in sunny 

light. As is  common with Moran’s work, his horizons are usually very high up 

in the picture plane. His patches of sky are usually small. A delicate waterfall 

seem s to float down in the distance. This painting shows a rather unusual 

beauty in the walls of rock, yet Powell reportedly did not care for this painting, 

and instead, asked Moran to give him The Valley of the Rio Virgen. This paint­

ing had already been sold, but Moran managed to retrieve it for Powell. Moran 

kept the Side Canyon of the Colorado in his collection; later it was purchased by 

Gilcrease Institute.

In 1878 Moran moved his family and his studio to East Hampton, Long 

Island. He painted many soft pastoral scenes from Long Island settings and 

from his visit to Florida in the 1870s. Moran painted a small scene of a Hopi 

pueblo about this tim e, but it is  not known whether or not he actually painted it 

from life. Moran worked so often (as did other artists) from photographs that 

his itinerary is hard to document.

In 1881 Moran received a commission from the Denver and Rio Grande 

Railroad to paint more scenes in the Rocky Mountains. While in Denver, Moran 

took short side trips to Colorado Springs and painted the strange spires of The 

Garden of the Gods, a place of stark rock towers that resembles Arizona's
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Venice, 1886 and 1890

In 1886 Moran decided to visit Venice. It was a favorite haunt of

Turner’s and also had become a kind of artistic center for American artists.

Whistler, Frank Duveneck, William M. Chase, and others had succumbed to its

attraction, and Moran was no exception. He found the soft radiance of Venice’s

atmosphere enchanting, as had Turner. The streets, the squares, the gardens,

and the buildings were all bathed in a sun-drenched glow which was caused by

the reflections of light from both the sun above and sun's reflections in the water

of the canals. Moran said, "Venice is an inexhaustible mine of pictorial

treasures for the artist." His favorite hour was sunset, when everything 

64glowed like gems. Venice's atmosphere strengthened Moran's luminosity in 

his paintings which is  so much like Turner's. After his second trip there in 

1890, Venice, for Moran, became an important source for subjects of his paint­

ings. 63 64 65 Moran never carried his Venetian paintings to the extremes that Turner 

did. Where Turner distorted buildings, Moran did not. Moran painted more 

realistically, but his Venetian period marked the beginning of his decline in 

finding and painting new subject matter. Although he varied his vantage points,

63Moran quoted in Wilkins, p. 188; quoted from letter to Christian 
Klackner, May, 1888, with description of etching, "The Gate of Venice," by 
Thomas Moran, N. A. (Pamphlet on file with Moran's etching in Print Room,
New York Public Library).

64
Ruth B. Moran, "Thomas Moran, N. A . ," Thomas Moran CoUection, 

Gilcrease Institute, Envelope B5.

65Wilkins, p. 193.
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the atmosphere, and the time of day, his paintings had the same overall compo­

sition. Moran was beginning to do the very thing that he had accused the 

Barbizon artists of doing more than twenty years before—of repeating themselves.

Moran began to paint former subjects of his earlier paintings, also.

He repainted his Mist in Kanab Canyon and re-dated it 1892. His watercolor 

studies and sketches numbered fewer and fewer. ^  He was slowing down in his 

travels, and he began to depend more on his bulging files of old studies, sketches, 

and notes in his forthcoming work.

In studying the later versions of his earlier paintings, one can see how 

much Moran's technique had loosened and broadened. His scenes were simpli­

fied, with fewer details. The rocks he loved to paint had fewer brushstrokes; 

some paintings show purer areas of light and dark colors. Moran's eye for 

detail was not dimming, but his vision was changing.

The Grand Canyon of Arizona, 1892-1920

The Santa Fe Railroad began to advertise its scenic views in 1891, 

following the lead of other railroads and hired artists to paint their most 

spectacular scenery. Perhaps no other railroad in our history had the chance to 

use America's most important attraction, the Grand Canyon, that the Santa Fe 

had. Throughout the decade of the 1890s their tracks stopped at Flagstaff, 

Arizona, and the last 65 m iles had to be traversed by their Grand Canyon Stage 

Lines. 66

66Wilkins, pp. 197-98; Notebook (G), 1888-1895, Thomas Moran 
Collection, Gilcrease Institute.
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The Gorge at Dawn ca. 1892
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and more clearly delineated forms. The V-shaped foreground opens with a tiny 

thread of the river winding around the butte and ends with Vishnu’s Temple 

almost mid-center in the distance. Stunted growth is  seen in the rocky forma­

tions in both paintings. In the latter painting (Fig. 6) the clouds are dark around 

a gathering storm. This painting is so close in color, features, and technique to

Moran’s first painting for the Santa Fe (the Lorimer painting) that it has been 

74mistaken for it.

The Inner Gorge, Grand Canyon, painted circa 1892-1893 (Fig. 7), 

was painted from the same point (Comanche Point) and shows an even gloomier 

aspect (cf. Fig. 6 ). The solid rock wall on the right is painted in somber tones; 

the gloomy depths of the gorge are painted in black tones. The little patch of 

rocks highlighted in the bottom right foreground is  the one brightening note. 

Grayish m ists rise  out of the gorge and swirl upward and back to meet the storm  

clouds roiling around Vishnu's Temple high up on the left. Moran's use of 

diagonal progression leading from the left foreground to the right and back to the 

left into the distance to Vishnu's Temple is  a different note from the three 

previous paintings mentioned and is a device from the old Hudson River School. 

This device is not usually so pronounced in Moran's works this late in his life. 

The entire tone of the latter painting is  one of foreboding and emphasizes 

Moran's preoccupation with picturing the Grand Canyon in storms.

74Compare as directed in footnote #70, this paper.



Fig. 7. Moran: The Inner Gorge, Grand Canyon ca. 1892 
Oil.
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Fig. 8. 1902 Map of Grand Canyon of Arizona. Shows old names,
Cyclorama Point, adjacent to Herm it’s Basin and ”No Mans’ 
Land. ”
Inaccuracy: Moran’s and B issell’s points reversed.
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energy. Wolfgang Born wrote that Moran was haunted by the Grand Canyon’s

77whirlpools of colored fire, azure gorges, purple rocks, and flaming sunsets.

In 1892, following his sojourn at the Grand Canyon, Moran visited

Yellowstone Canyon again and painted it. He repainted this scene in 1901. It

hung in the old National Museum at the Smithsonian for years, until 1928, when

it was purchased by George Pratt and other philanthropists, who gave it to the 

78National Gallery. Moran continued to find inspiration for paintings at the

Yellowstone Canyon and the Grand Canyon throughout his life. He discovered the

Great Shoshone Falls in Idaho for himself in 1899 and wrote glowingly of it to his

daughter, Ruth, and to the National Park Service director: ’’[It is] the grandest

waterfall he had ever seen . . . and not since his first sight of the Yellowstone

79and the Grand Canyon had he been so stirred and thrilled. . . . ” The great 

waterfall proved to be the third greatest influence on Moran in his choice of 

subject matter.

Moran’s beloved wife, Mary, died in 1899, after nursing Ruth through 

a bout with Yellow Fever. Moran was devastated by her death. He decided to 

lose himself in his work—a decision which was not too different from his regular 

habit of work. He decided to take a trip west again. 77 78 79

77Wolfgang Born, American Landscape Painting: An Interpretation 
(New Haven: Yale University P ress, 1948), p. 109.

78
"Mr. Pratt Presents Moran’s Masterpiece to the National GaUery,” 

Art D igest, Vol. H, No. 20 (September, 1928), p. 1.

79
Quotes by Director, National Park Service, February 10, 1930, Ruth 

Moran’s correspondence File 54, MSS, Thomas Moran Collection, East Hampton 
Free Library.
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the river’s edge. Animals and Indians had used this old trail for centuries, but

the Camerons laid claim to it in 1903 and charged all who used it a toll. The

Santa Fe Railroad decided to avoid the toll by constructing a new road to the west

of Bright Angel Trail and improving another ancient trail for passengers and

clients of the railroad. The Santa Fe began construction in 1910 and completed

the Hermit Rim Road in 1912. The road stopped at the site where Hermit’s Rest

was built in 1914 at the eastern head of Hermit Basin. This point is shown on the

old map of 1902 as ’’Cyclorama Point" (see Fig. 8). This road was approximately

eight m iles long and was built strictly for the open-top stages operated by the

81railroad; cars were not allowed to use it until 1919.

The confusion of two trails begins; the Santa Fe named their newly-

widened trail Hermit Trail, which was built just at the edge of Hermit’s Rest.

This is on the east side of Hermit Basin, a large amphitheater at the head of

Hermit Canyon on a tributary of the Colorado River. The trail was wider and

better than any other and in places was paved with sandstone. It followed the

eastern side of the basin down to Hermit Canyon. A rest stop was built,

82consisting of more than a dozen cabins on the Tonto Plateau.

The name Hermit, given to a basin, a canyon, and a trail, came from 

the famous hermit of Grand Canyon, Louis Boucher. Boucher was a French 81 82

81Hughes, p. 116.
82

This rest stop was commemorated years later in a painting by 
Oscar Borg (see Appendix).
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Canadian who had pioneered in this area since 1891. He was a solitary man 

who did not invite his cronies to his dwelling, but who never refused help to 

those who needed it. He came to the hotels run by Hance and Berry occasionally, 

but preferred to live alone. Boucher built his own trail on the west side of 

Hermit Basin and which lead from the rim, just behind Yuma Point down to Drip­

ping Springs, a reliable spring part-way down the trail. Boucher preferred to 

call his trail Silver Bell Trail. It continued down from Dripping Springs around 

Columbus Point (an extension of the rock platform below Yuma Point) into

Boucher (Long) Canyon, where Boucher planted a large garden and an orchard of

84more than 75 trees. Columbus Point became a favorite vantage point of a sub­

sequent artist, William R. Leigh (the subject of Chapter Three). The trail and 

quarters built by William Bass were about ten m iles west of the trails at Hermit 

Basin and can also be seen in the old map of 1902 (see Fig. 8). Bass' trail began 

at Havasupai Point and passed the Mystic Springs. None of these three trails is 

now in use.

The two trails, the Santa Fe's Hermit Trail, and Boucher's Dripping 

Springs Trail, can be located more easily on the newer map (see Fig. 9). On 

the old map of 1902, this area is  shadowed and is  located between Cyclorama 

Point on the east (Hermit's Rest) and No Mans' Land on the west (Yuma Point). 83 84

83Hughes, pp. 74-75; Harvey Butchart, Grand Canyon Treks—A Guide 
to the Inner Canyon Routes (Glendale, California: La Siesta P r e ss , 1970), 
pp. 40-43.

84

83

Hughes, pp. 74-75; Butchart, pp. 40-43.
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Fig. 12. Moran: Storm at Grand Canyon 1907 
Oil, 30 x 40 inches.
Philbrook Art Center, Tulsa.
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drifting up out of the abyss and the top of the butte. Overall, it is a gloomy pic­

ture. If the mood of the painting is  indicative of Moran’s state of mind at the

time he painted it, it might be more easily understood; generally, Moran’s

91paintings are cheerful and pleasing.

It has been suggested that the years from 1901 to 1905 may have been

Moran’s most prolific period, but in terms of his paintings of the Grand Canyon

92and other scenes in Arizona, it was not.

Repetitive Themes

In November, 1910, Moran and four other artists, all claiming to be 

painters of the Grand Canyon, arrived at the south rim in a private car furnished 

by W. H. Simpson, advertising manager of the Santa Fe Railroad. These rich 

accommodations were in great contrast from Moran’s first visit there in 1892, 

when he took the Grand Canyon Stage Line from Flagstaff and slept in a tent at 

Hance’s Hotel. The Harvey Hotel was completed in 1901, the same year in 

which the Santa Fe completed their tracks to the Grand Canyon Village at the 

south rim.

The party of friends included Elliott Daingerfield, Frederick Ballard 

Williams, DeWitt Par shall, and Edward Potthast. Paintings by Daingerfield, 

Par shall, and Potthast were purchased by the Santa Fe Railroad and can be seen

^Moran received news of his son Paul’s death in Los Angeles, while 
he and Ruth were on their first stop in 1907 at the Grand Canyon. They returned 
to the Canyon in the fall of 1907, after Paul’s death; Wilkins, p. 226.

92Wilk:ins, p. 214.
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in the Appendix. Other members of the parly included Simpson, Gustav H. Buek 

(the lithographer and friend of Moran's), and Ruth Moran. The Santa Fe had 

begun construction of their south rim road to Hermit's Rest, and it was passable 

on foot or by horse and buggy.

One favorite drive was to Grandview Trail and "Pete" Berry's Grand­

view Hotel. The path to Grandview was through a part of the Coconino Forest 

which Moran was to paint many tim es. He passed through thick tangles of 

Ponderosas, Pinyon pines, junipers, cedars, wild flowers, and colorful rocks
go

which could be compared for aesthetic beauty to an English estate. Moran 

painted many views from Grandview Trail, Hopi Point, Maricopa Point, and 

Yavapai Point, all of which had tall pines framing these lookouts at that time. 

Moran painted three almost identical views from the Hermit Rim Road (called 

West Rim Drive for identification purposes in many references). Two such 

views, painted from the new west rim road are Figures 13 and 14. In Figure 13, 

tall pines frame a distant view of pink and blue buttes. The trees have the soft 

autumnal tones and lacy patterning of Moran's "Barbizon" paintings. The warm 

colors of the trees and rocks in the foreground make a lovely contrast to the 

cooler colors of the distant buttes which lead the eye off into the far horizon by 

a strong diagonal placement of the forms. This is one of Moran's rare scenes 

in which the opposite rim, or even the horizon is  clearly visible. It probably 93

93Nina Spalding Stevens, "A Pilgrimage to the Artist's Paradise," 
Fine Arts Journal, Vol. XXXIV, No. 2 (February, 1911), pp. 108-109.
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Fig. 13. Moran: A Glimpse of the Grand Canyon of Arizona 1912 
Oil. A Scene from Hermit Rim Road.
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Before me the stupendous chasm yawns, winding into hazy indistinct­
ness to right and left, entrancing, frightful. The light borrowed 
from the sun makes everything appear unreal and ghostly—yet all is  
visible. The countless recesses and gulfs, the amphitheatres and 
alcoves, the pits and tortuous alleys—where one might wonder for 
days . . . until thirst and starvation sealed his doom . . . and be­
tween them the countless spikes and pinnacles lift their jagged and 
cruel forms . . . seem to lure and beckon . . . reach reach out 
for prey. 202

Leigh marveled at the vastness and complexity of the labyrinth of

amphitheatres and stone temples carved by the Colorado River. He wrote:

The canyon is a vast complex of black shadows and magic silver  
light, broken only by wisps of wraith-like mists that seem to reach 
up with ghostly hands seeking to climb the great walls. Only a 
glint here and there betrays the presence of the river—the water 
architect of this deepest, most complex natural scar—this vastest 
labyrinth of gashes—this mightiest open page of geological lore. 203

Leigh painted one more panoramic scene of the Grand Canyon after 

1910 that is documented. He continued to paint smaller canyon scenes; some 

canyon views were painted in the late 1920s, and he painted another canyon 

sunset in 1952 (whereabouts unknown). The enchantment Leigh experienced in 

Grand Canyon in 1907 continued to haunt him; the spell cast by this "fabulous 

mosaic . . .  of magical form and witching color" remained with him always.

The six oil studies that Leigh made in this trip of 1907 were painted 

rapidly, without any charcoal sketching, to catch fleeting effects of color, 

cloud, and mood. They reveal the freshness of his vision and the expertness 

of his touch. His quick charcoal studies that he often made as a preliminary * 203

^^Leigh, "Impressions," p. 18.

203Leigh, "My Life," p. 308.
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amateur artist and a taxidermist, who wanted to travel in the mountains with

211a professional painter.

Leigh wrote a lengthy diary of his first trip to Wyoming in 1910.

He told of traveling with many pack horses and extra mounts up rugged tra ils,

and of catching trout from icy mountain streams. He traveled up past the

timberline into snow, where he saw a rare type of tailless hare called pika

212hare that is found only in the high Rockies. Leigh was always alert to 

wildlife.

Leigh’s beautiful animal studies, probably inspired by his trip 

through Wyoming and down into Colorado later, were painted between 1910 and 

1912. His oil studies of the grizzly and the pronghorn antelope are enough 

testimonial to his superb artistry in painting animals (see Figs. 25 and 26).

The texture of the grizzly's fur shines with a silken gloss; the expression of 

the bear shows a wariness, possibly of impending danger. The antelope's rich 

colors and proud posture express Leigh's admiration for the animal's beauty.

The grizzly bear study was probably a preliminary one made for his 

masterpiece of the Wyoming mountains, A Close Call, painted in 1914 from 

his earlier trek there. 211

211William R. Leigh, "Diary of the first Wyoming trip, 1910," MSS 
files, Gilcrease Institute. This diary is referred to subsequently as Wyoming 
Diary.

^ ^ Wyoming Diary, letter dated July 24, 1910.
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of his friends wrote that at times he would be so exhausted he could not stay

on his horse and would fall to the ground; he would walk back to camp alone.

To stay on his mount and sketch the fight with the grizzly took cool nerve—it 

showed Leigh’s zest for high adventure. It was at this time that Leigh began 

to give more dramatic names to his scenes.

Leigh Finds His Forte

About 1910, Leigh began to search out more dramatic subject 

matter (such as A Close Call, Fig. 27). Leigh used dramatic scenery, such 

as the Grand Canyon, and attractive Indian ruins for dramatic genre. He 

pictured exciting events concerning drama in the lives of animals and people.

He captured events usually from firsthand observation in his drawings and oil 

studies, to be finished later back in his studio.

Leigh called himself a realist, but he painted some of the most

romantic figures and scenes in the entire west, and some of our country's

most dramatic historical events. In his use of color, Leigh did not always fit

the realist's mold. Erwin Barrie, manager of Grand Central Art Gallery in

New York (and Leigh's agent) wrote:

I recall, when one client was interested in buying five or six 
important Leigh paintings, a situation arose that threatened the 
loss, of the sale for our galleries. The proxpective buyer objected 
. . . that one of the cowboy ponies was painted in a somewhat 214 *

214"Guides Corner Brute with Dogs so New Yorker Can Picture 
Actions Until Ambitious Pup Spoils It by Rushing in ," Rocky Mountain News 
(Denver, April 7, 1919), from Leigh's scrapbook of clippings, Gilcrease 
Institute.

214
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Leigh roamed the deserts and ruins of the Southwest in search of 

colorful natural beauty, and painted the wonders that he found there, along 

with scenes involving the Indians. He lived for extended periods with the 

Navahos in both Arizona and New Mexico. He stayed for almost one entire 

summer with the Hopi tribe at Walpi, the First Mesa, in northern Arizona.

He lived with the Blackfoot Indians for a few weeks in Wyoming; he spent 

some time also with the Great Plains Indians, mostly the Sioux.

Leigh claimed to have seen the cliff overlooking a deep ravine, 

somewhere in Montana, from which the Sioux drove the buffalo over, while 

Indian women waited at the bottom of the cliff to skin them for meat and hides. 

He also claimed to have actually seen the bones of buffalo still resting at the 

bottom of this cliff.

This practice was also adopted by the white settlers and cattlemen

who drove herds of sheep over the nearest cliff to thwart sheep-ranching;

219this cruel practice was called ”rim -rocking." From this practice, Leigh

painted his favorite painting called Buffalo Drive in 1948. Dr. Edward Weyer 

called this painting one of the very remarkable animal paintings of all tim e.220 * 22

Ol Q
James S. Barstow, J r ., MLeigh, 86, Slows Paintings of 

•Fabulous West' Today," New York Herald Tribune, April 14, 1953, p. 25.
O l  Q

Jay Monaghan, Ed., The Book of the American West (New York: 
Julian Messner, Inc., 1963), p. 290.

22®Dr. Edward Weyer was in 1953 the editor of the magazine pub­
lished by the American Museum of Natural History; was quoted by Barstow 
in same article (see note #218) in New York Herald Tribune, April 14, 1953, 
p. 25.
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Fig. 29. Leigh: Garden of the Gods 1913 
Oil, 13 x 17 inches.
Gilcrease Institute, Tulsa.
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on the brink of teetering down the incline, while the other thief shoots over 

his shoulder (Fig. 30). Leigh captured the tense drama on canvas. This 

painting, alone with the one of the grizzly, are harbingers of Leigh’s future 

maturity.

Hubbell maintained a perpetual open house for weary travelers, 

artists, and Indians alike; this unique hospitality made it possible for artists 

and scientists of the many government surveying parties to study, paint, and 

gather valuable data. When his guests lacked money to pay for their board, 

they often paid him in art works and with ethnological collections. As a 

result, Hubbell had a valuable collection of art works and other artifacts. 

Several of Leigh's paintings can be seen there today, along with artists of the 

time.

Famous Taos artists passed this way; one was Joseph Henry Sharp, 

the famous painter of Indian portraits. Theodore Roosevelt was among the 

famous guests, also. Leigh was fascinated with Roosevelt and his exploits, 

which resulted in one of Leigh’s best historical paintings called Theodore 

Roosevelt and the Rough Riders, circa 1919. It is an arrestingly realistic 

portrait of Roosevelt and his two favorite officers, Major Brodie and Captain 

"Bucky” O'Neill, leading their troops during the Cuban campaign, gaUoping on 228

228Robert Marshall Utley, "Special Report on Hubbell's Trading 
Post, Ganado, Arizona," (published thesis), Santa Fe, New Mexico: U. S. 
Department of the Interior National Park Service Region #3, January 1959), 
pp. 91-92.
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Leigh’s affection for the little boy is  movingly evidenced in the oil study. The 

little boy is shown in thoughtful reverie in Leigh's own brilliant color.

Of Leigh's portrayals of this same little boy, Lorinda Munson 

Bryant wrote:

A note of pathos like a dirge vibrates through these Indian scenes. 
Sometimes it is a crashing blare of battle where the Redskin fights 
for freedom, and again it is  a whisper to the boy in "The Land of 
His Fathers." This child of nature, a little Navaho goat-herder, 
is as fine a type of the Indian boy of old as was Hiawatha . . . w ell- 
formed, alert, quick of comprehension; he, with his dogs starts 
at dawn to care for a flock of two hundred or more sheep and 
goats.232 233

And:

It is  impossible to appreciate in half-tone pictures the brilliancy 
of Mr. Leigh's paintings. His portrayal of the marvelous coloring 
under the sun's evening and morning rays, the clarity of the atmo­
sphere intensifying the sheen of the sage brush and the glitter of

233

The latter quote describes the finished painting of 1916, The Land 

of His Fathers.

Another painting showing Leigh’s own style of impressionism is  his 

Up Where the Big Winds Blow, of 1918 (see Fig. 32). It is a briUiant array of 

gray and buff half-tones, relieved by the dramatic black of the horse, and the 

dark tones of the young warrior astride him. The forward-straining motion 

of horse and rider, augmented by the streaming of the man's hair, and the 

horse's mane, add a palpable tension to the scene; the psychological pull felt

232Bryant, pp. 250-251.

233'Ibid., p. 251.
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Fig. 33. Leigh: Summer Hogan 1950 
Oil. Navajo family
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Fig. 35. Leigh: Navajo Ponies 1950 
Oil. At the trading post, not 
everyone is asleep.
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Even though Babcock was showing twelve of Leigh's best works 

around 1917, few were sold and m ost of them that sold, did so far below their 

real value. Leigh wrote: ’’Twenty years after I had been collecting studies in 

various parts of the west and producing more and better pictures than ever 

before, Babcock was selling less than ever. ’’̂ 40

Leigh, along with other artists, also suffered when the large maga­

zines and journals began to use photographs in the place of drawings and 

paintings of artists. This was a blow to those who had always depended on 

this market for their livelihoods. Leigh, at this time, was doing le ss  and 

le ss  illustrating for the big magazines, but he still regretted the lowered 

standards of all the old, high-level ones. He accused them of helping to fill 

the newsstands with ’’trash. ”241 y e prophesied that the camera would super­

cede the artist—work that would be popular with the majority would take the

242place of constructive literature.

Leigh was beginning to achieve some country-wide exposure through 

his paintings for the Santa Fe Railroad. His Titan of Chasms had been pub­

lished on their menus in 1910, and prints of this and other paintings had been 

printed by them for distribution in their offices, stations, and patrons’ hotels. 

One of his paintings of the Grand Canyon was shown at the Smithsonian 240 * 242

240Leigh, ”My America. ”

94 1
^ L e ig h ,  "My L ife ,’’ p. 373.

242Ibid.
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stranger. . . . That, they think, is an ideal arrangement for 
two artists who expect to be happy though married.

Leigh and Miss Traphagen (she was always known thus profession­

ally) pooled their resources and started The Traphagen School of Fashion and 

Design; it was to be devoted to furthering Miss Traphagen* s ideas in fashion 

and art, and to teach students art and design on a high level. Leigh wrote:

"My wife and I have traveled around the world to assemble information, 

costumes, and their accessories, for the benefit of the students.*'256 Together, 

they assembled objects of art from almost every land for the instruction and 

inspiration that their pupils would derive from living among fine things.

Miss Traphagen had influence upon American fashions, but most of 

all, she took over the management and direction of her husband* s career.

Leigh finally decided to drop Babcock as his agent around 1924; soon after he 

reported selling one of his larger paintings to an important collector for the
o c o

largest sum he had thus far received. Miss Traphagen devoted much of 

her energy in directing the publicity department of their school in sending out 

advance mats and releases of her husband* s work. She continually asked for 

and received fees more commensurate with the value of Leigh's works, and * 256 257 258

^ 5The World Magazine (New York, November 27, 1921); clipping 
from Leigh* s Scrapbook, MSS files, Gilcrease Institute.

256Leigh, "My America," p. 26.

257Ibid.

258Ibid.
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notes and writings on his paintings, and his thoughts on a particular subject 

also served to help him relive an adventure. However, Leigh was not content 

to simply draw and paint from memory or from his files.

After his return from the last African jaunt, Leigh’s thoughts 

turned more and more to American historical events. He had won his first 

silver medal for his work on a cyclorama in his student days in Munich. 

Murals were large as they encompassed subjects that were large in scope and 

conception. Leigh was quoted as saying: ” big motives . . . cannot be painted 

on small canvases . . . they must have a large canvas to carry a sense of 

scope."261

The first of his cyclorama-sized paintings to be produced since his 

huge Grand Canyon From Columbus Point in 1911 (see Fig. 24) was The 

Lookout, finished in 1939 (see Fig. 36). Leigh had visited the deserted ruins 

of Canyon de Chelly in Arizona more than twenty years before he finished the 

painting, and on more than one occasion. These ancient ruins are all that 

remain of a vanished Pueblo people, and they stand in the heart of a still 

nomadic people, the Navahos, who claimed these lands many years later.

These ruins, and others like the, are haunted, and Leigh was 

haunted by them. He had searched in his first days in the west for colorful 

subjects to paint—to glorify them and himself in his art for posterity. He 261

261Leigh quoted in The Dallas Morning News, January 20, 1946, 
p. l;  clipping from Leigh's Scrapbook, MSS files, Gilcrease Institute.
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found himself gripped in the power of their spells, forever influenced by 

(hem, as he had been by the Grand Canyon in 1907. He wrote:

Sitting in one of these ruins it was not difficult to reconstruct 
much of what conditions were formerly. Here, . . .  I could pic­
ture, near the ladder (which could be pulled up in case of emer­
gency) the granary where the precious maize was stored; some of 
the cobs were still in it. The door was big enough for one person 
to enter on hands and knees. Here the women sat to shape their 
pottery; the oldest coil-pottery shards were smooth; others were 
decorated with thumbnail marks. . . .

Here a young woman with perfect eyesight and hearing sat, 
drumstick in hand and a drum beside her. Her job was to keep a 
keen lookout—at the first sign of enemy movement on the tops of 
the cliffs, or suspicious sound . . . she beat the drum, and all of 
the people on the floor of the canyon cultivating crops would make 
for the ladders, and after hauling them up, retire to their cliff 
fortress.

This is an accurate account of ancient family life among the cliff 

dwellers. Leigh's painting shows the famous "White House" at Canyon de 

Chelly (also spelled Deschelles in old guide books). In it he shows the young 

lookout watching the farmers tending their corn crops along the meandering 

river on the valley floor. On her parapet high above, an emaciated old woman 

forms pottery, assisted by younger women. Corn and pumpkins are hung up 

to dry. Leigh's palette is alive with shades of pinks, blues, reds, greens, 

and brown. The shadows in the foreground do not hide, they reveal the 

figures; colors are discernible even in the darkest areas. Outside the cave 

the cliffs and sky shimmer in a colorful haze.

262Leigh, "My Life," pp. 364-365.
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Fig. 37. Leigh: Custer’s Last Fight 1939—1940 
Oil, 6& x 10j feet.
Cyclorama of the fight of 1876 from the 
Indians’ point of view.
Woolaroc Museum.

4&"

Fig. 38. Leigh: Pencil study ca. 1939
One of the preliminary sketches for 
C uster’s Last Fight.
Gilcrease Institute, Tulsa.
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neck) and his rolling eye indicate the strain and fear of the animal. Arrows 

and bullets seem to fly in every direction. Leigh's imagination and his 

recreation of such scenes of intense fear and emotion is masterly.

Fast Action! Leigh's Last Years

Leigh* s energies for huge cycloramas began to decline, and his 

interests in smaller paintings depicting explosive action began to dominate his 

works in the mid-forties. His storytelling does not abate; his scenes burst 

with energy and much humor.

Leigh is known to have made only one bronze in his long art career— 

that of Buffalo Bill, circa 1940 (see Fig. 42). He made the bronze as a 

companion to his huge panoramic Buffalo Hunt, completed in 1946. Leigh's 

title for his bronze is  a humorous pun, but the figure of the buffalo shows 

consummate skill in the modeling. Individual hairs show in the modeling.

The decade of the 1940s marks the change in Leigh's bulk of works 

to smaller size and smaller in scope. The exceptions were his mural-sized 

Buffalo Hunt and Buffalo Drive. The latter was finished in 1948.

One of his most notable smaller paintings was his painting, The 

Treasure Trail, painted in 1944 (see Fig. 43). He pictured a pack train 

carrying copper ore out of the Grand Canyon. His purple shadows in the front 

of the cliff and on the horses fade to delicate pinks in the rocky cliffs above 

as the mules follow the strong S-curve upward. It is a strong composition 

based on Leigh's personal knowledge of the long-abandoned mines and the
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Fig. 43. Leigh: The Treasure Trail 1944 
Oil, 22 x 28 inches.
Copper mine, Grand Canyon
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Leigh’s impressionistic application of paint can be seen in his 

Combing the Ridges (see Fig. 44). His brushwork is loose, but the riot of 

color that meets the eye underscores his romantic vein. The design is  

strong, as always, and his horses are carefully modeled. Leigh’s wild and 

vibrant colors never mask—they enhance his conceptions.

Leigh could paint both humor and pathos in the same work, as in 

his The Female of the Species of 1946. The mare is fighting off the attack of 

the wolf to save her colt, but Leigh also managed to show some compassion 

for the loser—the wolf, whose rolling eyes and lolling tongue tell his side 

(see Fig. 45). The background landscape appears to be Monument Valley in 

Arizona.

In A Lowdown Trick, painted in 1948, Leigh’s own description is 

the best: "Like a bolt of lightning the wily equine flies into the air with 

volcanic suddenness—with a tantastic violence and rabid spleen that defy 

description" (See Fig. 46). Leigh always had great admiration for the 

"cayuse" of the west and the patient little Indian burros; he usually pictured 

his sympathy for them. '

Leigh painted numerous scenes of "instantaneous action," 

involving Indians, cowboys, bucking broncos, and the roping and subduing of 

wild mustangs, as well as domestic herds. He had been painting the high 

point of his dramas since his Munich days, but these scenes of his late career 

portrayed some anecdotes of courage, pathos, and humor quite apart from 

the heroic drama of his m ural-size paintings. Leigh painted the everyday
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Fig. 46. Leigh: A Low down Trick 1948
Oil. Background, Monument Valley, 
Arizona.
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Collier1 s magazine published an article in 1950 which hailed Leigh

as the u Sagebrush R em b ran d t.L eigh  was very pleased at the title bestowed

276upon him in this highly complimentary article. The paintings shown in the

article are typical of the last fifteen years of his work—fast action scenes of

cowboys being thrown by horses in all stages of action, along with two pastoral

scenes of Navaho life in Arizona. The most exciting painting shown is The

Killer, painted in 1948 (see Fig. 47), showing a mountain lion curled around

the neck and head of a hapless mustang. Behind the unfortunate one other wild

horses scatter. The terrain resembles the rocky cliffs of a high plateau,

such as the Grand Canyon ore trails seen in The Treasure Trail (Fig. 43).

The Killer was widely published in color sections of more than sixty 

277newspapers.

The Spokesman

' Throughout his long life, Leigh devoted many hours to writing; it 

became second in importance to his art. Besides his two books already men­

tioned, Leigh published a play based on the probable authorship of some of the 

works of Shakespeare, called Clipt Wings. There are the manuscripts for 276

276"Sagebrush Rembrandt," Collier*s, November 11, 1950,
pp. 34-35.

077
From Publicity List of W. R. Leigh's works published from 

1910 to 1948 and privately printed by Grand Central Art Galleries, Inc., 
New York City, 1948, p. 6.



���

42/'� .+)((�/,9/$().-*1�,2:*(.� ),� � )(3'*&.*� �,.+)+/+* � &(2,6�<)+-�/,9/$().-*1  

9(&%.� &,1�92*0."� �*)6-B.�4)(* .�+-*'*�$/(6*�<)+-�-).�<')+),6.� 2,�0&,%� ./$?*3+.M  

�*)6-D.�<&.� &,�),5/)'),6�&,1� .3)*,+)4)3� 0),1"

�*)6-�<'2+*�0&,%�9&6*.�6):),6�&1:)3*�+2�%2/,6�&'+).+. � &,1�+-*.*  

&99&'*,+(%�<*'*�4)'.+�),+'21/3*1�+2�-).� .+/1*,+.� &+�+-*� �*)6-D.� �'&9-&6*,  

�3-22(�24� !&.-)2,"� �,*� ./3-� :*-)3(*�<&.� -).�+'*&+).*� 2,��-*�7&(/*� 24��&),+),6"  

�,�+-).� -*� .+&+*.�-).� 4**(),6.�<-%�+-*�:)./&(�&'+� 24�9&),+),6� ).� .2� )092'+&,+�+2  

0&,D.� ()4*�

�-*�02.+�92<*'4/(� .*,.*�<*� -&:*� ).� . )6 - +"� "� "� +-*�02.+  
6')99),6�&,1�32,:),3),6�&'+�<*�-&:*� ).� +-*� &3+*1�1'&0&� "� "� "� �-*  
,*>+�02.+�6')99),6�&,1�32,:),3),6� &'+� ).�9&),+),6"� �+�&99*&(.�4)'.+  
&,1�42'*02.+�+2�+-*� *%* � &,1� )+� ),3(/1*.�&((�+-*� 2+-*'� .*, .*."� �

�-*� :&(/*�24�9)3+/'*.� ). � ),�9'292'+)2,�+2�+-*� ),+*((*3+�+-&+  
.+&,1.� $*-),1�+-*0� " " " � +-*�9*'.2,�<-2�1)1�)+�-&1� .20*+-),6�+2  
.&%� "� "� "� �2/�4),1�+-&+� +-*'*� ). � ,2� ./3-�+-),6�92..)$(*�&.�&�9)3+/'*  
+-&+�12*.� ,2+�+*((�&� .+2 '%"�P�

!'20� &,2+-*'� 24�-).� <')+),6. � &(2,6�+-*� .&0*�:*),�

�2�9)3+/'*� 3&,�*.3&9*� +*((),6�&� .+2'%M� +-*� 2,(%�1)44*'*,3*� ).� .20* 
+*((� ()++(*� .+2')*. � &,1� .20*� +*((�$)6�2,*."

�*)6-�<&.� 32,3*',*1�+-'2/6-2/+�-).� ()4*�<)+-�92'+'&%),6�N+'/+- 

���
+&.+* � .&,)+% � (26)3 � &,1� .),3*')+%"N� �*)6-� 32,.)1*'*1�+-*.*�5/&()+)*.� +-*������������

���
�*)6-D.�/,9/$().-*1�<')+),6"� �-*�7&(/*� 24� �&),+),6 � ����4)(*.  

�)(3'*&.*� �,.+)+/+* � 9"� �"

���
�*)6-D.�9*,3)((*1�,2+*.� 2,�N�1:)3*� +2� �2/,6�� '+).+. �DD� ����4)(*.  

� )(3'*&.*� �,.+)+/+*"� �-*.*� ,2+*.� .**0� +2� $*� ),+*,1*1�42'� (*3+/'*� ,2+*."
�*)6-�1)1�+*&3-� ),�+-*��'&9-&6*,� �3-22(�24�!&.-)2,� ),�:&')2/.�&'+�3(&..*."

����$)1" � �*)6-�&(.2�<'2+*� 24�+-*.*� .&0*� 5/&()+)*.� ),�-).� �� � N�-*  
�2<�&,1��-&+�0*, N� ����4)(* . � � )(3'*&.*� �,.+)+/+* � 9"� �"



183

The "what” men make the idea predominate . . . they must 
have all the technical skill that the "how" men have, but they 
subordinate it to the thing they want to say. %83

Leigh distinguished between just painters and artists by saying: "painters are

preoccupied with technique—artists with ideas. "284 wrote at great

length about truth in art, and he endeavored to interpret the truth as he

believed it to be, yet he could never seem to resolve the dichotomies found in

his art and in his philosophy. While he was pleased at being labeled a docu-

mentarian, Leigh sketched and painted romanticism—a romanticism that was

for him as real as life itself. Leigh wrote:

I have endeavored, above all else to paint with fidelity to nature 
. . . art is  nature seen through temperament; it is imitation of 
nature with the personality of the artist added . . . The artist 
puts into his work just what is in him; intelligence, much or little. 
Intelligence implies imagination, common sense, taste, sincerity, 
healthiness. Various natural endowments are necessary additions 
to enable the artistic temperament to bear fruit. There are five 
main constituants in painting: in the order of their importance, 
they are: conception, color, arrangements, form, and treatment.

Leigh’s inherent honesty in his viewpoint and in his art can be sum­

marized by the last statement he made about his work in his autobiography: 283 * * 286

283Leigh, "The How and What Men," p. 1.

285Leigh never explained his professed "fidelity to nature," and his 
riotous color in most of his paintings from 1906 to his death. With the excep­
tion of historical drama like his Pocahontas, which had a very low-key palette, 
Leigh's fast-action acenes and Grand Canyon scenes (to name a few) exploded 
with color. His Combing the Ridges is another example.

286 Leigh, "Principles: For the Protection of the Buying Public," 
undated, Gilcrease Institute.



185

Leigh explained his reasoning:

Such a negation of reason, such stultification and degradation of 
taste, such prostration before the banal, the ludicrous . . . has 
never been seen before. 290

Leigh blamed the low ebb of French art on the drinking of too much 

absinthe during the Algerian War.

On critics:

Who is he? He is a person who early in life thought to become 
an artist, and after some little study in some art school he gives 
up, either through lack of funds, lack of ability, lack of 
character, or all three. 292

Leigh placed the "modem art" of American avant garde artists in 

the same category as the French—"some modern artists have sunk to imbe­

cility, not pitable imbecility, but vicious i m b e c i l i t y . L e i g h ' s  pet 

abomination was WPA art. ^ 4  other writings voice feelings better left 

unpublished.

Recognition

Several writers who are knowledgeable in the field of American 

art have voiced their opinions of Leigh as an important artist. " Leigh slowly 290 * 292 * *

290Leigh, "An Exhibition of Paintings."
OQ1

"Nature Painter," Time, March 10, 1941, p. 66.

292Leigh, "The Critic of Painting," MSS files, Gilcrease Institute.
These are handwritten notes, as are many of Leigh's manuscripts.

2 Mature Painter," p. 66.
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Fig. 48. William Robinson Leigh (1866-1955) 
in 1948, age 82



CHAPTER 4

FERNAND HARVEY LUNGREN, 1857-1932 

Southern Beginnings

Fernand Lungren was the middle child of five born to Dr. Samuel 

Lungren and his wife in Hagerstown, Maryland. Dr. Lungren was a leading 

physician of his town, and both he and his wife were of Swedish background 

and stern Lutherans. Fernand was the third child, and second son, born 

November 13, 1857. He was a vigorous, lively child, who liked people. 

From his mother he inherited a stubby, stocky build; also from her he 

inherited a tendency to moodiness. Later in life he referred to his mother as 

"troublesome. "303

Even as a young child, Fernand was known to have two distinct 

sides to his nature. He was, at tim es, friendly and outgoing like his father 

and played his share of pranks on family and friends. At other times, he was 

subject to thoughtful silences and periods of morose reveries.

His earliest memories harbored the knowledge of marital discord 

between his parents. This unhappy state at home coincided with a general 

financial depression in Maryland, as was common in these pre-war years in

3 John a . Berger, Fernand H. Lungren (Santa Barbara, C alif.: 
Schauer P ress, 1936), p. 8.
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Fernand enrolled in the nearest art school in Cincinnati. There he 

met a young artist who was to remain his friend and mentor all his life,

Robert Blum. It was Blum who persuaded Fernand to go with him and other art 

students to Pennsylvania Academy in Philadelphia. There they studied figure 

drawing and composition under the great artist and teacher, Thomas Eakins.
O Q Q

Eakins recognized and encouraged Lungren’s natural talent for drawing.

While in Philadelphia Fernand met another young artist, Joseph Pennell, who 

was to remain his friend and prove to be one of his most influential friends in 

his career. It was Pennell who introduced Lungren to pastels and water color; 

Pennell also introduced him to James Whistler later in London.

While in Philadelphia Fernand and his friends studied for a short 

time under Stephen Ferris, teacher and advocate of the Spanish school of 

painting. Fernand, Blum, and their circle succumbed temporarily to Ferris* 

influence, even to the point of copying the work of Spaniards such as the works 

of Fortuny (modern then). Lungren admitted to a short period of Spanish 

influence in his first illustrations, but it was the only outside influence that 

Lungren ever emulated—he searched for his own style from that period on 

throughout his life.

Robert Blum was already illustrating for Scriber* s and St. Nicholas, 

the children’s magazine. On Blum’s advice, Fernand submitted some drawings 

to Scribner’s ; he received some encouragement by its art editor, so he decided 

to move to New York in 1877. 309

309Berger, p. 24.
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by the magazines; this method also advanced the printing of wash and gouache 

drawings, as well as pen and ink works. Fine nuances of tone could be repro­

duced. Fernand Lungren is  credited with being the first artist to have wash-

312drawings printed by this process.

Scribner1 s became The Century Magazine in November, 1881, and 

under Alexander Drake became one of the first to use zinc-etching and the 

"ruled screen" process, both of which enabled the magazines to reproduce 

lavish illustrations. Half-tones could be reproduced and magazine 

illustration reached new heights.

These were important years to Lungren. He entered the "charmed 

circle" of established artists at Scribner's (The Century, later). He worked 

with the eminent Frederick S. Church, and Thomas Moran in 1879. Other co­

workers who were then prominent in the field of illustration are now 

314forgotten. 312 313 314

312Berger, p. 28.

313Ibid., p. 28.

314In August, 1879, Lungren worked on drawings for a narrow- 
gauge railway alongside Thomas Moran and John Twachtman; see W. H.
Bishop, "Over the Narrowest Narrow Gauge," Scribner's Magazine, Vol.
XVm (August 1879), pp. 593-605. Earlier that same year, Scribner's 
published Lungren's first illustration for a Civil War tale. They were imagina­
tive and showed Lungren's talent for figure drawing; see Allen C. Redwood, 
"Fortunes and Misfortunes of Company C," Scribner's. Vol. XVII (February 
1879), pp. 528-536. St. Nicholas, the children's magazine, began to publish 
Lungren's illustrations and his articles beginning in 1879 and continued to do 
so until 1900.



Fig. 49. Fernand Lungren in his studio 1880 
Files of Beulah Moore.
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Lungren, in the same reference, was explaining his methods of 

working, that of memorizing his "impressions" of nature and returning to Ms 

studio to paint from his memory. He then would check his impressions and 

how he painted them by returning to the subject later and comparing the 

painting with his second observation. He found that he remembered the essen­

tials of form and color which gave the essence or soul of the scene. He 

was to take a long time to arrive at this point, and he found that he suppressed 

all but the most essential details of a scene quite naturally and without much 

effort.

He began to depend upon his memory more and more as he painted 

the busy life of New York, because interested people began to crowd around 

him when he was working—this Lungren found, distracted and annoyed him. 

Lungren was unusually sensitive to the reactions of people where his work was 

involved; he never particularly welcomed praise or criticism .

Many of Lungren*s first street scenes of New York were published
o o a

in Century Magazine in February, 1897. Some of these scenes were also 

shown at exhibitions of the Society of American Artists. Such recognition 

gave Lungren the much-needed confidence that he lacked. 319 * *

319Lungren, "Confessions," p. 1.

339Mrs. S. Van Rensslaer, "Places in New York," The Century
Magazine, Vol. XXI (February, 1897), pp. 501-516.

33^Shows of 1896-97, Berger, p. 36.
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Lungren felt a restlessness and began to roam around New York and 

Boston. On one of his trips to Boston he met Childe Hassam, who was to 

exert some influence on Lungren much later. He returned to Cincinnati around 

1891 and decided to set up a studio to do commercial designing for lithographic 

shops. He joined the Art Club of Cincinnati and there met painters who had 

traveled and painted in the west. Two who impressed him greatly were Henry 

Farny, who specialized in painting Indians, and Joseph Henry Sharp, who 

joined the Taos colony. Sharp’s special interests also were Indians of the 

Southwest. Lungren began to put a name to his restlessness and its cause—he 

felt an intense desire to go west and paint—the works of Farny and Sharp 

sharpened his need.

The Irresistible Lure—The Southwest, 1892 

America in the early 1890s was divided by conflicts between 

employers and labor unions. While other railroads were in the midst of labor 

troubles, the Santa Fe Railroad utilized their very scenic route near the Grand 

Canyon to launch an advertising campaign. At the same time the railroad 

appealed to settlers who wanted to homestead in the west, by featuring alluring 

descriptions of homestead lands that were available, along its scenic routes, 

of course. The Santa Fe seemed to have no labor troubles. ^24

Lungren happened to be in Chicago in the spring of 1892. His father 

had just died and left him a very small legacy. It is not known how Lungren

324Berger, p. 55.
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Fig. 50. Lungren: The Grand Canyon Stage From Flagstaff 1892 
Pen and wash drawing. Operated by the Santa Fe Railway 
until 1901. Location: unknown.
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Lungren spent the summers of 1894 through 1897 exploring the 

deserts and mountains of the states of Arizona and New Mexico; he spent some 

weeks in Utah and Colorado, but usually returned to the Grand Canyon, the 

Painted Desert, and the pueblos of the Indians of Arizona and New Mexico. He 

would go back to his studio in Cincinnati to spend the winters in finishing his 

paintings and studies. His confidence gradually returned and with it his great 

capacity for work. He exhibited in art shows each winter in Cincinnati.

Lungren found some opposition to his bright pastels and paintings; 

people just did not believe such wild and vivid colors existed, mostly those 

easterners who had never had any contact with the west. Lungren wrote: "the 

high altitude and great aridity produce atmospheric conditions unlike anywhere 

else—emphasizing far-off details. "329

Lungren*s intense colors stirred some scepticism  even from those 

who had seen some of the Southwest. To them Lungren answered: "intense 

blue shadows lurk everywhere—causing sharp outlines and contrasts . . . such 

chasms in the earth were unknown, such sandy sweeps—such desert wastes of 

alkali !,,33° * 329 330

(August 15, 1896), pp. 804-805; Lungren*s article on the significance of the 
painting and the rituals begins on pp. 801-807.

329Lungren’s Preface, "Catalogue of Pictures and Studies of the 
Southwest," of his exhibition held at the American Art Galleries, New York, 
1899. Also quoted in Berger, p. 71.

330Lungren, "Catalogue of Pictures'*; Berger, p. 71.
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Indians in Arizona from his association with the Hopis, and he was usually 

welcomed to Indian camps. From this experience, Lungren painted Thirst 

with acute rea lism .331

Lungren decided to follow the route that John W. Powell followed 

down the Colorado River, beginning with the Green River Junction with the 

Colorado in Utah. Instead of using the Colorado River for transportation, 

Lungren decided to follow the route by land! This meant traveling over desert 

wastes and mountain fastnesses on horseback and mule pack. Wooden wagons 

could traverse certain parts, but would have to detour many m iles to meet the 

riders at more accessible points.

Lungren experienced hardships of hunger, rough terrain, and 

exposure, far worse than anything he could have anticipated. Lungren learned 

the importance of the western pony. These animals had to be hardy and self- 

reliant and able to find forage for themselves in all kinds of weather. Forage 

meant surviving on scanty vegetation, at best. Lungren always cared for his 

animals first and his own needs second. He learned the location of hidden 

water holes and scanty springs. He and his caravan companions were silent 

for long periods, usually to conserve energy. This suited Lungren's nature; 

he became more solitary and taciturn year by year.

33•'•Thirst was given some recognition in being published in national 
magazines; it was shown in exhibitions in New York, Chicago, Cincinnati, 
and Philadelphia; Berger, pp. 78-79.
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Fig. 53. Lungren: An Arm of Grand Canyon ca. 1895—1897 
Oil, uncompleted, 25 x 45 inches.
University of California, Santa Barbara.

Fig. 54. Lungren: In The Granite, Grand Canyon ca. 1895—1897 
Oil, uncompleted, 30 x 36 inches.
University of California, Santa Barbara.
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"rocio," a flowering bush belonging to the goldenrod family. This scene was 

painted at midday, and showed Lungren's never-ending obsession with the 

effects of light during, all hours of day and night as well.

The exhibition drew the attention of art patrons, and as a result, 

Lungren was well-supplied with credentials which he used to open many doors 

when he arrived in England.

London Interlude

Lungren and his bride arrived in London in April, 1899, just after 

the close of the exhibition. Lungren never went anywhere without letters of 

introduction, and he arrived in London quite prepared to use them to best 

advantage. Much to his surprise, he was warmly welcomed by Londoners.

He found the quiet demeanor of London’s people suited his own termperament.

He met a number of American artists working in London. He met old friend 

and artist Joseph Pennell then residing in London. Through Pennell, Lungren 

met Walter Crane and James M. Whistler, the American expatriate. Pennell 

was a watercolorist and painter who specialized in pastels. He had long ago 

introduced Lungren to pastels; in London, he was active in the Pastel Society.

In December, 1899 Lungren was made a member of the Pastel Society, which 

included Whistler and Frank Duveneck; the latter had been a friend of Lungren’s 

for twenty years.

Few visitors to Lungren* s London studio believed in the existence

of colors of his strange American landscapes.
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the Art Congress in Britain. Lungren and Whistler became good friends 

and close associates during the three years that Lungren was in England. No 

two men could have been more opposite in nature than Lungren and Whistler. 

Whistler was caustic and loud toward his critics; Lungren made comments to 

his critics in terse notes, or ignored them. Whistler loved a public fight, 

Lungren avoided all confrontations. Whistler loved luxury and city life , while 

Lungren loved the solitude and empty spaces of the deserts. Yet both men 

shared common interests in spiritualism and both shared psychic experiences. 

Both came from Southern backgrounds, held women in similar high regard, 

and both were devoted to art. Both men were petulant at tim es, but gave vent 

to their feelings very differently—Whistler would explode in mocking insolence, 

where Lungren would avoid others in silent brooding.

The London Times referred to Lungren as "the Whistler of the 

W est," and Whistler did not resent the comparison. ^43 whistler was shat­

tered by the death of his wife and died less than three years later. Lungren 

lost his wife fifteen years before he died, and he was equally devastated by 

her death. Whistler found inspiration in painting human visage, Lungren loved 

the lonely expanses of desert and mesa. 342 343

342Britain's Art Congress became the International Society of 
Sculptors, Painters and Gravers in 1898 and included Lungren's friend,
Joseph Pennell. Berger, pp. 110-112.

343The London Tim es, 1901, calling Lungren the "Whistler of the 
West," quoted in Berger, p. 115. No other identification of the clipping was 
found.



Fig. 56. Lungren: The Arm of the Law 1901 
Oil, 24 x 36 inches.
London Scene.
University of California, Santa Barbara.
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were more interested in his street scenes of London and the bustling river life 

in Egypt than in the deserts and American Indians that were closer to his 

heart.

Lungren and Henrietta visited the Grand Canyon together in 

November, 1903, where they joined William H. Simpson of the Santa Fe
0 4 c

Railroad, and William Allen White. Fred Harvey furnished the supplies

and equipment. Lungren and his party visited his Hop! Clan at Walpi, where

they were welcomed. Whether Charles Lummis was present at Walpi is not

documented, but Lummis wrote a story of a Hopi youth for which Lungren

made the illustrations later in that year.

The party went on to Grand Canyon, where Lungren suggested a

descent down Bright Angel Trail. Lungren once again was lost in the myriad

of colors of white, red, gray, green, and flaming colored sandstone far down

into the chasm. He showed Henrietta the two huge buttes he had painted 

348earlier in 1897. Lungren*s large painting, On Bright Angel Trail, was * 348

^®Also along was Dr. George A. Dorsey, noted anthropologist, 
then Field Director of the Museum at Flagstaff. Dorsey published books and 
articles appealing to the public to leave valuable Indian artifacts alone.
William Allen White was the editor of the Emporia Gazette (Kansas) and 
became a life-long friend of Lungren's who helped get him newspaper coverage. 
William A. White's letters to John Berger, dated May 17, 1935; and to 
Mr. Hoffmann, dated January 25, 1933, on 1903 trip. MSS files, University 
of California, Santa Barbara, Special Collections.

•^C harles F. Lummis, "Poh-hlaik, The Cave B oy," with illustra­
tions by Lungren, St. Nicholas Magazine, Vol. XXI (October, 1903), p. 1072.

348Lungren named this painting Buttes, Magi, and Nichi—Grand 
Canon of Arizona. Lungren referred to himself as "Magi" and to Henrietta 
as "Nichi." This painting was in his show in New York in 1899.



���

9/$().-*1�2,�+-*�<*.+�32&.+ � 0&),(%� �/+��*.+"� �*�1)1 � -2<*:*' � 32,+),/*� +2  

9/$().-� ),�+-*� *&.+*',�0&6&;),*. � $/+�,2+�&.� 4'*5/*,+(%"� �*� 32,+),/*1�+2�9/$@

().-� ),+*'0)++*,+(%� ),��3�(/'*B.� �&6&;),*"� �*� $*6&,�+2�9/$().-� ),��+*<&'+  

�1<&'1��-)+*B.� �/+(22=��&6&;),*�$*6),,),6�),� ����"� �+*<&'+��-)+*� <&.� &  

'*(&+):*� 24��)(()&0��((*,��-)+*�&,1�&� .+&/,3-�4')*,1�&,1� ./992'+*'�24��/,6'*,B.  

/,+)(�-).� 1*&+-"� �/,6'*,�4)'.+�:).)+*1�+-*� �+*<&'+��-)+*�4&0)(%� ),� �&,+&  

�&'$&'& � <-*'*� +-*%�1*3)1*1�+2� .*++(*"� �/,6'*,�&129+*1�+-).� 3)+%�&,1�<2'=*1  

+2�&11�+2� )+.� 3/(+/'&(�3*,+*'."� �*�<&.� ),+*'*.+*1�),� )+.�-).+2'%�&,1�9*'.2,&((%  

&99*&(*1�+2�+-*� 3)+);*,'%�+2� '*.+2'*� &,1�9*'9*+/&+*� +-*�2(1�4*.+):&(."

�/,6'*,�$/)(+�-).� -20*� 2,�.*:*,�&3'*.� $*-),1�+-*� -).+2')3� �(1  

� )..)2,�),��*1'*62.&��'&3+"� !'20�+-*'*� -*� $*6&,�+2�0&=*� '*6/(&'� +')9.� +2  

�<*,B.�7&((*% � 	*&+-�7&((*%�.)+* . � +2�+-*� *&.+ � &,1�2+-*'� .92+.� ),�+-*� �2?&:*  

	 *.*'+"� �/,6'*,� (&$2'*1�+2�9&),+�+-*� 1*.*'+� ),�&((� )+.� 0221. � ),�&((�=),1.� 24  

<*&+-*'�&,1�()6-+"� �*�0&1*� .*:*'&(�2)(.� $%�022,()6-+�&,1�2+-*'.� $*6),,),6�&+  

1&<,�+-'2/6-2/+�+-*� 1&%� /,+)(�+-*� '2.%�-/*.� 24�./,.*+�3&0*"

�/,6'*,�<&.� ,2+� .**=),6�+2�9&),+�?/.+�+-*�3/')2/.� '23=�42'0.� &,1  

'):*'.� 24�$(&3=�:2(3&,)3� .+2,* � ,2'�?/.+�+-*�<&+*'�.+&':*1�.3'/$�24�	*&+-  

7&((*%�-*� .2/6-+�+2� 3&9+/'*�+-*�3209*((),6�0%.+*')*.�24�+-*.*� /,3209'20).),6  

9(&3*."� �*� +')*1�+2� 3&9+/'*�42'*:*'�+-*� N/++*'� .+'&,6*,*..� &,1�+*''2'�24�	*&+-  

7&((*%�&,1�+-*� �2?&:*"� *>9(2'*1�	*&+-�7&((*%�-*�$*3&0*

9&'+)3/(&'(%�&++&3-*1�+2�+-*�9*&=�3&((*1�B	&,+*B.�7)*< N� &,1�4'20�+-).� (22=2/+�FH�

FH�
�/,6'*,B.� -&,1<')++*,� ,2+*. � ,2�1&+* � 4'20� � '."� �22'*B.  

.3'&9$22="� �*32,1&'%� .2/'3*�� �/,6'*,�5/2+*1� ),� �*'6*' � 99"� �GG��G�"



231

In the Abyss (Fig. 55). The only example of his mature style is  Afterglow: 

Painted D esert, painted about 1908. It is a lovely quiet landscape in rosy 

tones, broken only by the muted green patches of sage and goldenrod (see 

Fig. 57). There is no sign of man; Lungren has left the viewer to find his 

own reaction to the painting. This was the final culmination of his mature 

style.

There is  some question as to whether Lungren1 s failing eyesight 

influenced his softening of palette and use of muted chromatic colors. He lost 

the sight completely of his right eye and had a peculiar, tunneled vision in his 

left. The fact that he could see only through a narrow field eliminated side 

light and other interferences. Other evidence in his writings refute this 

as the total element in his changes. He arrived at his final style and elevation 

of landscape for itself alone through his own growth and preference. Walter 

Cheever said of Lungren, "the apparent ease and simplicity of the desert 

paintings are not the result of superficial dexterity—they represent a mastery 

attained and a knowledge acquired by untiring study of an inexhaustible 

subject. "353

Another contemporary artist and friend, Belmore Brown, said of 

Lungren*s desert scenes, "the corner stone of Lungren*s art was his unusual

•ICO
^B erger, pp. 268-269.

353Walter Cheever was an artist, critic, and author. He is quoted
in Berger, pp. 299-300.
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ability to master detail and in his keen analysis in separating the essentials

from the non-essentials. .

Artist Colin Campbell Cooper said it more poetically:

Lungren's interpretation of great sun-bathed peaks above the soft 
grays of shadowed hills, his lim itless stretches of flat plains 
leading up to a distant range, luminous in the late afternoon rays; 
his thunderheads boiling up out of a caldron of h ills , his prairies 
stretching away into the soft starlight; each was his own charming 
reaction to time and place—a symphony played in tones of beauti­
fully gradated color. ^55

His Last Years and the Collection

Lungren’s failing health, his increasing bouts of stomach trouble, 

brought on by long periods of living on rough camp fare, and his near blindness 

only increased and intensified his sense of urgency to interpret the desert in 

an extended series. He wrote:

I am engaged in painting a series of pictures of the desert 
. . . which I hope will be authoritative and complete. It is a work 
which cannot be delayed, for already the desert is undergoing 
transformation . . . not disappearing. It is being invaded. The 
face of part of it has already been changed, while areas of it, 
which when I began to paint, was no-man’s land, are now even 
under civilization in p laces!

Here is no limited theme; figure, landscape, light and 
color present an endless array of subject. . . and endless inter­
est. The mastery and majesty and beauty of line, the wonder of 
color, the poetry of legend are all so enthralling and worthwhile.
It is a constant delight to be alive and work in this great 354 355

354
Berger, p. 300.

355Colin Campbell Cooper quoted in Berger, pp. 299-300.
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be appreciated by everyone; art in all its forms—visual, dance, music, e t c . , 

was the universal heritage of all. There must be those who appreciate, as 

well as those who create. He wanted to ensure that his works could help 

achieve this goal.

The Man

Lungren had always been an independent thinker and artist. He

became convinced while in France that artists should not bow to the tyranny of

a salon of judges who could pick and choose what the public should see.

Lungren grew to feel that where art is a monopoly of critics, judges, and

362wealthy patrons, it has lost its essential function. He refused as time 

passed to enter his work in eastern juried shows in this country.

Personal praise from discriminating friends had always meant 

something to Lungren; for praise or criticism  from critics he cared little and 

often wrote politely caustic comments to critics who were less  than compli­

mentary. He usually ignored them altogether.

Toward his fellow artists, Lungren had a rare sympathy; he refused 

to judge the work of others. ^63 jje saVed his venom for art critics, who he 

felt could not do anything on their own. 362 363

'^Lungren quoted in Berger, pp. 225-227.

362Berger, p. 283.

363Ibid., p. 270.
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Lungren did not seem to care that it was through public exhibitions 

that an artist could be appreciated and make sales at the same time. In the 

last few years of his life he ceased to let his works be shown publicly.

William Allen White kept up a lengthy correspondence with Lungren 

over a period of many years, to reply to one of Lungren*s letters, White 

answered, "The reason I write to you in type is that I desire you to be able to 

read it; and I always have to let your letters soak overnight in a strong brine 

to get the kinks out!"^®^

In Berger's book, Stewart Edward White wrote a beautiful foreword 

in tribute to Lungren;

His work had all the qualities for wide acclaim—those critics 
who have had opportunity to appraise his paintings have found in them 
an originality of method—a sense of light and color—a verity . . . 
laymen have lingered before his canvases, spellbound, not only by 
their sheer beauty, but by an inner appeal of interpretation . . . here 
also is a great peace and stilln ess, a sense of something . . .  a hush 
and a poise.

They are not mere static depictions—but channels for the 
inexhaustible.

Stewart White also explained that Lungren* s work was enormously 

appreciated—but by a limited few! The limitation was not of appeal, it was 

solely of contact.366 367 368 369 Lungren found friends in the highest levels of the world

366toterview with Mrs. Beulah Moore, August 21, 1974.

367Letter to Lungren from William Allen White, Emporia, Kansas, 
dated only August 30. From the MSS files on Lungren, Special Collections, 
Santa Barbara Seaside Campus, University of California.

368Berger, p. 1 of Foreword by Stewart Edward White.

369Ibid.
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CHAPTER 5

CONCLUSION

The significance of the achievement of these artists is not imme­

diately apparent when one studies only one period or group of paintings in 

their total output. In the study of Leigh and Lungren, it became apparent that 

the study of their full range was necessary , which included their vast number 

of written material of their experiences and thoughts.

All three, Moran, Leigh, and Lungren, felt their primary purpose 

in the art world was to find and paint and present the wonders of America to 

her people. It took Moran many years to arrive at this conclusion, but Leigh 

and Lungren had felt from the beginning of their lives their need to discover 

America.

All American artists in the nineteenth century suffered from worse 

pressures than poverty. They faced the world of American critics and patrons 

of the eastern states, where the art world was centered, who were under the 

impression that the only valid art was European art or art that was modeled 

after that in Europe. This embittered Leigh and Lungren, but Moran cloaked 

his feelings and survived. Paintings that had no Barbizon influence or older 

traditional influences had a difficult time finding a market.
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culture. Large corporations seldom subsidize painters to record their 

impressions of America's scenic wonders as the Santa Fe Railroad did. The 

Taos Art Colony is still painting the Indians and their life , but are reusing old 

themes. There is little that is new.

These three artists in particular worked to improve the life of 

American artists and for their recognition. Leigh helped found two organiza­

tions to better their lot.

The thundering herds of buffalo that Leigh saw are gone, but he
/

continued to paint from his memory and older studies until his death. All 

three men left contributions in natural history museums, either by painting 

the backgrounds for habitat groups, or by bequest of valuable antique Indian 

artifacts, or both.

They were loyal to the American scene, and inspired by America's 

natural beauty. The following poem seems appropriate in describing what 

drew so many artists, as well as these three, to the American Western 

frontier:

And not by eastern windows only,
When daylight com es, comes in the light,

In front, the sun climbs slow, how slowly.
But westward, look, the land is bright

377Fragment of poem by Arthur Hugh Clough.
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Louis Akin, 1868-1913

Louis B. Akin was born in Portland, Oregon in 1868. He studied 

art in New York City and specialized in painting American Indians, especially 

those tribes inhabiting the area around the Grand Canyon of Arizona. He lived 

for a time with the Hopi Indians of Arizona, and painted many scenes of the 

surrounding plateau region.

His impressionist painting, The Temple, Grand Canyon, shows an 

inner canyon view of Zoroaster Temple, as seen from the west face. This 

painting was made around 1911 (see Fig. A).

The trees bending in the wind form a pattern of light amidst the 

rugged rocks of the brown-colored promontory. The temple is bathed in a 

golden light in a field of light turquoise sky and canyon depths. The reproduc­

tion, unfortunately, is much darker than the painting. This is one of Akin’s 

finest paintings.

His painting. Evening-Grand Canyon, was also painted in 1911 and 

was purchased by John Verkamp for the trading post in the Canyon Village; it 

still hangs there today. It is  a large painting and shows the blue shadows of 

evening, further darkened by the storm. It is a much weaker composition 

than the preceding one (see Fig. B).
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Fig. B. Louis Akin: Evening—Grand Canyon 1911 
Oil, 5 x 7  feet.
Property of John Verkamp, Grand Canyon.



Fig. C. Carl O. Borg: Hermit Camp, Grand Canyon ca. 1912 
Oil, 30 x 40 inches.
Santa Fe Collection.

Fig. D. Photo of Hermit Camp,
Tonto Platform , bottom of 
Santa Fe T rail, Grand Canyon. 
Compare to painting.
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Fig. E. Carl Hoerman: Afternoon at Grandeur Point ca. 1925 
Oil, 26 x 40 inches.



Fig. F. Louis H. Sharp: The Gorge From Plateau Point ca. 1920 
Oil, 48 x 36 inches. Looking west toward the Tower of 
Set.
Santa Fe Collection.
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