- . . - .
_\\\A . _.,‘_,.._‘.‘..: e e ., - - . P {
S e
) - N - o0 T " ) o
. N i .’N
. ‘ * . ) )
< * , | . P
, P AT
- . 7 . /f"
) Qe N ' THE MURALS BY GEORGE A. REID ;o e
& IN THE TORONT® MUNICIPAL BUILDINGS, (1897-1899) j'
‘ . 4 . i. : '
. . 2 . 2 . ™~ .
‘l“ - - . 5"
\ LY
: - Rosalind M. Pepall o b
s . - " . ’ ‘L . ‘a
. « . . ' N v ‘ ’
. . A Thesis in The Faculty of Fine Arts, o '
? N 1

. . Department of Art History'

: ; . - R 4 kT
- - . . . A “
i e ‘ . ) - ) R ¥ ¢ K R ‘
- . .‘ ;
- : Presented in Partial Fulflllment of the Refuirements Y
: ‘ for thé Degree of Master of Arts gf
B Concordia University , »> 3
A . 3 Montreal, Quebec, Canada ' v 2
- N - . ) ‘ ‘ - 3
o v ": - l
b R v S
] . ’ - .
fi 0 * ' A of
3 \ , i
1. N r
B L. ) . ; . ‘ .
~E R

M
ERE R M e B e T o

\ " - \ .' . ' -

-



JA

o ¥ oo, o ddd

ABSTRACT

» .
# ®

THE MURALS BY GEORGE A. REID IN THE TORONTO MUNICIPAL BUILDINGS,

‘" (1897-1899) ' *

[

Rosali'nd M. Pepall : i

»

Of the different aspects of the career af George A.

< »

'Reid, this thesis concentratesmon,his early mural painting .

and presents a stylistical and iconographical study of the |
panels he executed for thg Toronto Municipal Buildings com-. ,

prising the City-Hall and Court House from 1897 to 1899.. An

examination of Reid's Ontarioc background, art training,'and

tra@els glves an insight intoc the subjects he- chose to decht

in the murals and the reasons for his attraction to mural

[
.

;-
painting. Reid's Enthusia m for mural decoration and the
parels in the Mun1c1pal BuiXdings provided.an impetus for
Other Canadlan muralists and placed Reld in the forefront of

thg efforts to encourage mural palntlng in Canada.
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. i : . INTRODUCTION : . -
2 A ’ -
2 { o
., , N ) . . .
> . With the exception of entries in general art
. / anthologies,  the work of George Reid (1860-1947) has been
: given little special attention by Canadian art historians.
ﬁ At the turn of the last century, however, Reic}' represented Y
a major figure in the art community of Toronto, aqtidg first :
s ‘ B .
8 ’ as President of the Ontario Society of Artists (1897-1901) .
- - . jand then as the President of the Royal Canadian Academy of -

Arts (1906-1909). 'After 1915, his reputation was perhaps

eclipsed by the xise of the Group of Seven artists, and 7

1Reid's genre scenes so popular in the late nineteenth century

went out of fashion in the 1920s and 1930s.
3 1 &
- ' Although Ceorge Reid's name has usually been

} "~ “as3ociated with his well-known anecdotal baintings of country

o . 1life,. his work ywaE more Yaried. His interests led him to

afchitecture, mural painting, book illustration, landscape
“ - painting and even furnitu.lre design. ,Reid's role’as an art
N educator absorbed a great deal of his life, as he tauglht at
the Omrtario College of Art and its predecessor, the Central
o . ° . . " ) !
§ Ontario School of Art and Design, for thirty-eight years.
He was appointed yrincipal of the latter in 1909 and -
Jf continued o;},,a':n that role when the Ontario College of Art o
‘}‘ \ +
; was incorporated in 1912.l However, Reid's ‘impo@ant role
e as an educator will not be examined in this thegisi, as his :
] \ . \ R
T\ . - .
SN - " . Zf'
) ‘ \ 4 » 3 ?g
L \ h - ’*’?
1 ~, ‘

|
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contribution to the training of‘xxt students and his theories

v

.

on the methods of art education would require a separate
study. - ' '4

» Reid began his career as an artist with portrait - .

.
RS S UCe

4

. "commissions from clients in his native town of Wingham, o
k¥

Ontarip. 1In the 1880s and early 1890s, he concentrated on ’

genre paintings which drew many admirers and established his’

‘reputation. A highlight of his early years was the success-—

. ful exhibition of his work Foreclosure of the Mortgage (1893,

‘destroyed 1919)_at the World's Columbian Exhibition in Chicago
in 1893." According to Canadiah reviewers, this scene of the

3

hafdships of early pioneer life attracted a great number of .
spectators at the faiutz Reid also painted landscapes, '
especially later on in his career from aboﬁt 1925 to 1935.

After 1890, however, his main .interest was mural painting,

even‘thouéh he did not always have the Qppbrtunity to carry

out his ideas for decorations along this line. Inspired by :
the mural revival in France and in the United States at the
end of thé'ninétéenth century; Reid becaﬁe Fhe major pro?onent
of ﬁural painting in public institutions and private |

: ’

residences in English Canada. : . a

At that time in Canada the art of mural decoration

had been ignored by most Canadian artists except for a small
number of Quebec painters who created religious murals for , . Yk
church interiors (see pages 23-25). There was little interest

¥

. H
in secular mq{al‘painting until Reid and his colleagues. i
. o~ ’ ' . 3
. . . . i 2

turned their attention to it. Thus Geoxrge Reid's interest %

¢
A .

in Murals was not nurtured at home but rather develdped out
. A%




" to mural decor?iion,kqnd from the time of his return to

- R . ° ~
LY

‘of his travels ard study in France and the United States.

v Ip
Reid travelled widely and drew upon his observation of the

worK of artists in other countries. He was £ypical of the

generation of Caﬁqéianfborn artists who turned to Europe{for

inspiration and for.the "finishing" of their art education. .

Reid's year of study in Paris from 1888 to 1889 awakened him

Canada, he becamhe an ardent promotér of .the art.

v

s part of his campaigh to introduce mural painting

¢

to banada, Reid published articles andlgave lectures on ‘the’
subject. He became éhief spokesman for tbe Soéiety of Mnral
Decorato;s (founded in 1894)‘and with hié collea?ues pro-
posed vast mural schemes far public ipstitutions, such és

the @ntario Parliament Buildings in Toronto and.the Parliament
'? -
Bujddings in Ottawa. In his capacity as President of the

v

0.S.A. and thé R.C.A.,/Reid held an influential position-‘in _
B ‘
the Canadian art community centered in Montreal and Toronto,

. . L
and he used these positions as forums for his crusade to have

]

mural decoration accepted in Canada. In these efforts the
ultimate act was his offer in 1897 to paint free of charge

two panels of the  recently built Toronto Municipal Buildings.
’ N . , :
These murals entitled, Hail to the Pioneers, Their Names and

{
Deeds Remembered and Forgotten, We Honour Here, and completed

-

in 1899, are the focus of this thesis.
/ Acéording to Hugh G. Jones and Edmond Dyonnet, authors

of the History of the Royal Canadian Academy.of Arts, George

Reid's City Hall murals represented "the first important

."3 Reid and his
Y . .o

secular decorative painting in Canada

.



‘govefnment sponsored projects. The paintings themselves

"illustrate Reid's awareness of the work of nineteenth century

: )

N v

supporters intended it to be the first in a movement towards .
1 N 3

mural arE modelled on the French and American examples of

muralists in France (notably Puvis de Chavannes) and in the |
United States, as well as his preoccupétion with the Canadian

heritage. .

' s/'Th'e two panels‘and four spandrel decorations were
Reid'd f

irst mural paintings eéxecuted in a bublic institution,

-

aXthough not his first attempt at mural work. Earlier, he .
had inclyded a decorative panel entitled, Harvest, in the

1894 annual- R.C.A. exhibition.? For a later group show at

1
the American Art Galleries in New York in 1894, a mural .

¢
i

painting, Rest, was listed among Reid's entries.5 This same

-

paintihg he entered again in the 189§hR.C,ﬁ. exhibition.
Finally, whilé he was in(Paris in.1896, Reid worked on the

design for a mural~i% a private summer residence in Onteora,

»

New York.6 However, it was the panels in the Municipal

L

/™S a

Buildings which represented the achievement éf George Reid's
garly dream to decorq;e a public building in'Canada. .
..The saga of the effort to place murals in thq'Toronto
City Hali & Court House is.allong one. 'The plah wés the -
forerunner of other unsuccessful and frustra?ing struggles ‘
by a\group of artists to interest the politicians in beéuti-
fying their buiidings with mural paintings. Whilé‘Ceorg;
Reid's attempts'ﬁo launch a mural movement were not succgss—

ful, the City Hall panels led to further commissions for the

artist in the p@ivate residences of admirers of his work, in

I
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libraries, and in institutions of education such as Queen's

L]

University, Kingston (1903), Humbeﬁ&ﬂaéiéollegiate, Toronto

(1919), and Jarvis Collegiate, Toronto (1927-30). This

. paper, however,  concentrates on Reid's first public mural

which is still in its original location and can be viewed

'

unimpeded. This thesis does mnot attempt to .examine later

murals many of which have been lost or’deQ$royed or others,

like the Royal Ontario Museum series of 1934-38, which were

executed when he was past his prime.
The ,mbst noteworthy years of Reid's prgductivitj‘were

Al
the early ones when he was eager to searxrch out the latest

ideas in the art circles of :Europe'and America. Although he

did not'a}ways favour the newest approaches’' to art, in his
[N .

early career, Reid was open to recent developments in

painting. He even-experimented with the Impressionists®

’

concern for colour and plein-air effects'

f light, interests

\

reinforced by a two-month visit to Paris jin 1896. However,

. . .
Reid was to remain a figurative ‘painter in the academic
e

tradition. Opposed to the "art for art's sake" slogan of,

the followers of the Aesthetid Movement) Reid delighted in
' : . A ) .

repeating his own motto "art for life'd sake," To him.art

representation of’

or images from the

was the expression of life through th
people, scenes from daily activities,
historical past. For George Reid the format of the mural

offered the ideal means for thisie ression of the frieze

-
{

of life.
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THE DEVELOPMENT OF REID'S INTEREST IN MURAL' PAINTING

a

y N . z
. . : . I .
George Reid's interest in mural decoration developed

while he was a young student iﬁ‘garis from June 1888 to
.October 1889. He enrolled in the Académie Julian undetr the '~
instnﬁééion of the poﬁul;r teacher Benjamin Constant (1845~
,1902) and in the Académie Colarossi for costume and life |
q}as;es. The students at‘tﬁe Académie Julian admire
‘Conétant because he ‘was not as rigid in his adherence'éo the
principlés of ‘academic art training as other French academic
artisgs and ingﬁruéto}s. Although Con%tant is primarily

known for his scenes of Oriental subjécts and portraits, in

1888, he painted some decorative panels for the Sorbonne.l

More because of his reputatidn as a painter than as a muralist,

I

he was chosen among the participants in the project for the
—

.

interior decoration of the HOtel de Ville in Paris.2 In the

year 1889 this commission was one of the main’' topics of

‘ ‘conversation in Paris art circles. The municipal government

selected over ninety artists to decdrate the wall spaces in

»

' the prineipal rooms and halls of the Hdtel de Ville with

scenes commemorating the history and development of Paris.

Reid was obviously impressed'by this vast project in which

so many artists were to cooperate, as he saved the newspaper

clipping from Le Raggél announcing the commission.3 Reid later

N
.
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referred to fhe influence this event had on young art students

at the time; o )

The allotment of spaces for the decoration of the

;- walls and ceilings of the HGtel de Ville in Paris to

90 artists in 1889, besides the general encourage-
ment of mbnumental painting and sculpture in France
at that time, inspired many foreign Art Students
then studying in Paris, some Canadians among the
number .4 -

As a result of the widespread destruction of buildings

during the various social upheavals and revolutions, France

f

\ underwent a period of rebuilding in the nineteenth century.

—

\The HGtel de Ville project was typical of the commissions
ranted by the government to artists to decorate the new
! structures with appropriate scenes relatiné to the glory of

France. In their study of the patronage of the arts in

\ * .
France in that .period; Harrison C. White and Cynthia A. White

)
\
commént that "nineteenth century France exhibited the most
widespread, comprehensive government involvement with art of

5

any %t%§e}" George Reid may have observed this and wondered

‘why the‘Canadien goyérnm%pt could not be encouraged in a
similar pursuit. |

. ile Refd was stiii in Paris in 1889, the mural
painting by Puvis de Chavannes (182471898) in the Sorbonne

was officia ly unveiled on_  August 7th. This work

Sacred Grove\Beleved of the Arts and of the Muses (Le bois

¥

sacré cher aux arts et aux muses), impressed Reid as a

student, and hé was to revisit it on a 1ater trip to Paris
in 1896 Reld\probably would also have taken note of earller
examples of mura&s in Parls, far example, Paul Delaroche's

(L797-1856) hemicycle in the Ecole des Beaux-Arts, compiShed

by
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in 1841, as well as the decorations from the 1850s: &homas
Couture's (1815-1879) decorations in the chapel of Saint-
Eustache, Paris, begun 1851; Eugdne Delacroix's (1798-1863) -
ceiling painting for the Apollo Gallery of the Louvre, fBSOH
51. Other mural paintings available in Paris for Reid to
see were ;hqse by Paul Baudry (1828-1886) in the Paris Opéra
(1864-76x and the Panéhéén murals undertaken Ey a number of
artists, the most celebrated being Puvis de Chavannes, Jean-
Paul Laurens J1838—l921), and Baudry. L

During his year of study in France, Reid had another
chance Fo visit England. He had made a previous trip to
Britain in 1885 with his wife.. On the whole, mural painting
ih Enéland had not achieved much success after attempts to
paint frescoes in the London Houses of Parliament in the

7 There was little public encouragement ;or mural art,

. although some British artists did undertake murals, most

notably, Sir Frederick Leighton (1830-1896), Edward Burne-~
Jones (1833-1898), and Ford Madox Brown (1821-1893) .
' The spirit frescoes by Sir Frederick Leighton,

entitled, The Arts of Industry as Applied to War, 1878-80,

"and The Arts of Industry as Applied to Peace, 1883-86, were

the most ambitibus of the few murals he executed.8 Their

location in the South Kensington Museum made them easily
7/

available to the public. George Reid would probably have
been drawn to these two works by Leighton, not only because
of his interest in murals, but becaluse of‘the British artist's

influential position in the Engligh art community as President

1
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“art.

.George Howard from 1872 to 1881.

&

of the Royal Academy, a place he held for almost twenty

'years from 1878 until his death in 1896. Leighton's
: ] ’ RN
biographers claim that the artist was keen to, promote mural

' 5
painting, but that few opportunities presented themselves.

to ‘him.° -
The mural project by Ford Madox Brown which attracted

much publicity was the commission for twelve frescoes in the

10

Manchester Town Hall. Brown worked ;? them from 1878 until

1893, and a Canadian publication, The
11

eek, referred to these
wall paintings in 1890. The murals illustfated the history
of the town of Manchester froﬁ the Romans to the present day.
The first éight paintiﬁgs were spirit frescoes, and the last

four were "toiles marouflées" after the French method of

painting on canvas and then fixing it to a wall.12 Although

1

theré is ho proof that Reid ‘actually saw Madox Brown's

Manchgster decorations, we know that he admired them, for in

1898 &qid pronounced Brown's murals together with Sir Frederick

Leighton's South ‘Kensington frescoes "triumphs of English
w13 |

The Pre-Raphaelite artist Edward Burne-Jones con-—
centrated more on designs for stained glass and for tapestries

than for murals. His commissions for decorations were few,

among the most notable, a frieze entitled Cupid and Psyche
which he painted with Walter Crane for the London home of
14 In one of his lectures,

Reid refers to another commission by Burne-Jones, a series of

wall paintings called The Seasons executed for thé dining-
oy 15

room of F. Leylands in 1869-1871.

¢
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show that England takes the first place in the world of

Both Edwafd Burne-Jones and Ford Madox Brown had

been involved with the effort to reform aesign in the 1870s and

e e e

18805 "in England by reviving the handcrafted arts.
Labelled later as the Arts and Crafts Movement after the

Exhibition Society of that name founded in 1888, the central

“rAGAnL

1

figuxé of the revival was William Morris. An architect,
painter, craftsman,, and writer, Morris not only promoted a
return to the handcrafted art object, but he fought to improve ‘

the social conditions. and the status of the craftsman-worker.

Morris blamed the advent of the machine for the debasement

of the worker who was 1ef£ to carry out boring, assembly-
line taské“and who thus became incapable of producing any-
thing of quality and bea,uty.16

' The teachings, writings, and designs of Morris and

his followers were acdmired on the Continent, and their views

soon spread to the United States and Canada. George Reid

)
4
s
H
s
d
17
!
i

had observed the results of the Arts and Crafts Movement at

first hand because his visits to England coincided:.with the

b,

beak years of the movéhent.l7 In a-later article ofr1898,
Reid stated that "the recent arts and crafts exhibitions

18 The ideas that Reid presented in his lectures

design."”
and writings on the need for integration qf the arts and for
reform in design derived directly from the teachings of

William Morris. In an article on mural decoration Reid

echqed Morris when he stated:

)

Wt m wad Mk a% we
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It is gquite plain that from the.lack of appreciation
of the individual initiative in art resulted the
system which robbed the workman of.all credit, and
that it was but a step further to substitute work
produced by mechanical processes for work produced

by the artist and skilled worker. Thus the
architect, left with but .few skilled workmen, is
limited in his power to buildi.and it is now not only
impossible to erect a building which displays the de-
light of the workers, but the taste of the patron has
become so debased that ostentation is the principal
quality which it exhibits.

Reid firmly supported William Morris' pleas to close
the division between the fine arts and the useful or de-
corative arts. Reid's interest in mural decoration stemmed
from his belief derived from Morris' philosophy that archi-
tecture was central to the arts, and that it should be the
aim of the painter, sculptor, .and designer to work together
to make a building a work of art:

Indeed the formative arts are so nearly one that it
is only for convenience we speak of painting,
sculpture and design as separate from the general
term architecture; painting and sculpture would un-
doubtedly be homeless without the art of building,
and architecturé would be little more than mere

building without decoration.

Throughout his life, in his various roles as President of the

.Ontario Society of Artists and of the Royal Canadian Academy

and as principal of the Ontario Collgge of Art, Reid emphasized
the need to bring together the differeqt branches of the arts.
gis empathy for architecture may relate to his having trained
briefly with an architect in his early career beforé art
schooﬂﬁ In reminiscing about his youth he claimed, "I was
fond of building and during the building of a new house on

the farm, I had a little practical expeéience with masons,

21 L

carpenters, and painters.” Reid seemed to have a natural

i
g
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~ in Toronto and the new wing of the Ontario College of A}t,

\ 12
feeling for architecture for he was called upon to act as the
architect for two churches and about twenty summer houses in
the community of Onteora, nestled in the Catskill mountains

u ¢ k]
of New York state (fig. 1). The houses in this summer town

represent an eclectic display of architectural styles;

however, Reid's understanding of speqe and such features as

I O i e

musicians' galleries and fireplace inglenooks made his de-
signs popular and accounted for the demand for his archi- "
tectgral talents. In these houses he often incorporated a
muEﬁf into the design of the main living rooms, and to rea- ot
lize further his belief in combinimg the applieé and fine |

arts, he deéigned simple, functional‘fﬁrﬁiture for the re-
sidences; The second of his scrapbooks (B) is filled with /
his drawings and glueprints for buildings as wekXl as furniture \
designs for Onteora residents. .

The little Onteora Memorial Church perhaps best dis-

T teme W Gl 4w L
.

plays the union of the artg that Reid advocated (fig. 2).
He acted as the architect and building supervisor for the :
stone church built in 1894—1895.22 The light fixtures, two

» \ ;
stained q&yss windows, and some of the Church furniture are

7
e NI

after Reid's drawings, and the artist painted a series of

trumpeting angeéls above the altar (fig. 3).23 Reid's other

L4

archltectural achlevements were his ‘own Wychwood Park house

(

wat‘i:iw_&hn::w e AT A

completed in 1921. 24

In the area of the applled arts Reid offered his

s

support by acting as Vice~President of the Arts and Crafts &xﬁet{

of Canada, founded in To%ehfo in.1903.25' Reid ekhibited‘his
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e - mural decorations and furniture designs in the Society's

iy \
exhxbatlons. Included in their exh%ﬁition for 1904 was .a

P
v

AP A T LI

piano designed by Reid’ and bull}/s/’REld Brothers along with—

a4
g
~

sketches of panel decorations .for the piano (figs. 4 and 5)."

The follbwﬁng year Reid exhibited a music cabinet with painted

panels designed and decorated by himself and made by E. 4

Cha..llener.26 Painting scenes on furniture had been a \ .

R TPU

favourite form of decoration among William Morris and his

70 Adee wat

friends early in the Arts and Crafts Movement,27 and their-

EpaT T N x SRR - S TR ST R ey T S

: example had perhaps inspired George Reid. This integration

T

'\ ' M » . 3
of painting with furniture was carried out on a piano by

Morris' colleague Edward Burne—Jones.ZB' N
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"In his own right, therefore, George Reid combined

. the wqu of the archgtecé, painterﬂ.aﬁd designer in the
spirit of th%,British movement to unite the fine and applied ) ;
arts. Reid must have been referring to himself when, as

Preiidenﬁabf the 0.S.A., he wrote these words in an article . i

preéareq‘during the organization of the Q.S.A. exhibition of
o J A

& O

. applied art in 1900:
. 3
/ -

. It (the exhibition) is intended to show also that
the artists who are usually thought of as painters
f of pictures which may sometime find a temporary and *© - e
; possibly an inapproprliate place on the walls of a . .
Y private residence or museum, Aare not satisfied to
3 occupy such a narrow groove in the world of art, but
; o instead are chaﬁing under the limitations of -the
! © position they are supposed to odcupy, and are fully '
aware of the debased condition of art about them.
They know that the architect, sculptor, and palnter
should work hand in hand to produce true archltecture, !
which is _only worthy of the, name when it is so ~ -
treated.?2? ‘ ?

- 5,

_ Reid's referende to the debased condition of art was

Bl
T S T
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intended to meaﬁ*%he deterioration &f design caused by machine

»
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production and the decline of the worker from artist/artisan
' vy o { T
to “mechanical drudge."30 These words again reeall the

laments of William Morris who finally turned to socialist

‘polltlcs in his efforts to 1mprove working condltlons and

[

the state of design in England. Reid concentrated h1§ ,
energies in the sphere of art. Even thowgh designs for
stained glass, wallpapers, and furnitupe'£ook precedence

over mural painting irfithe British Arts and Crafts revival,

it was the philosophy of this movement which influenced Reidl‘

¥
* 1

in his belief in the iptegration of the arts. As he con- L

sidered himself above all a 'painter, he 'looked to mural
painting as a means of carrying out the idFal of the re-

formers to unite architecturé, painting, and the decorative

.

arts.

AftgrQQié return to Torénto féom Europe in 1889, Relid
was Fortunate\to become friends with a fellow believer ip the
reform of the arts alohg British lines. THis was James Mavor,
a professor of polltlcal economy at the University ;f Toronto.
A native of qlasgow, Mavor emigrated.to Canada in 1892, and.
he provéd to Be'a great asset to.the Toron£ogcu1tural‘com—

munity. nfwledgeable in both art and 11terature, Mavor had

been the - edltor of The Scottish Art Review which carrled

artlcles on the rev1val‘of the arts and crafts, on mural
decoration, and municipal art, among other features.3l‘ Mavor

had been a friend of William Morris ‘and supported the aims

< , . -
of the Arts and C‘rafts'Movement.32 Once in Canada Mavor

o

continued to write and lecture on the appreciaﬁion of art,

- %
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.art,like Reid, Mavor was.dedicated to improving the acceptance

~

15

and with his direct link to British artists, he helped to
transﬁort the ideas of the British movement to Canada.

* James Mavor would have helped'to inform Reid of

-

British ideas,.and they both shared an interest in promoting

1

art and culture in Toronto.. Having travelled extensively,

Mavor had contacts q&l over, the world as is evidenced in his

_autobiography, My Windows On The- Street Of 'The World. 1In

it Mavor gives his impreséion of Canada at the tu;n~of'thé
century, and he does not hesitate to label Canadi;;s as
-provincial and insular in outlook. Therefore, in matters of\
and the position‘qf art in Toronto through educational means,
exhibitions, and support of Canadian artists. An advoc;te of
municipal art, James Mavor was one of the foundi;g members of
the Toronto Guild of Civic Art whiéh supported George Reid in
his attgppés to introduce mural paiqting to Toronto.33 As
friends Mavor and Reid served on the same commidttees, and
"they were both loud voices in the promot%on of municipal
art.34 Although Mavor did not fee®that Reid's successful

genre paintings were the artist's best works, he admired

his talent and en¢ouraged Reid's efforts in mural decoration.35

Besides keeping an eyg on events in English art,

George Reid must have watched American developments in mural

v

degoration with keen interest. Reid had spent three fears
at the Pennsylvania Academy of Art in Philadelphia from 1882
to 1885, so that he was not unfamiliar with the American art

scene. During his years of study there, Thomas Eakins had.

been the director of the Academy. Eakins had gained a

®

»
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rephtation as a superior art instructor, although his methods
of teaching were considered radical by some.36 Eakins had

trained in Paris under the most academic of the French
artists, GerdOme, and he passed pn his admirafion of the
academic:ideals to his pupils. There is little record aof

any inte}est in mural painting on.Eakin's part. He was dréwn
t§>the perfection of éetaLl and technique in the work of
Gerbme and to the reélisqbog the'Spanish painters such as
V’elasquez.37 ‘Eakinsuhoﬁld probably not have b?en impressed
by the grandiose works of the French muralists &ith their

historical and classical content. Nor were there any murals

of note in Philadelphia to inspire Reid in those years, before
his Paris sojourn. One ma¥ conclude that Reid's Philadelphia
years gave him a solid grounding in French academic methods

of painting which He continued to follow by completing his -

studies in France. EaKins probably inspired Reid's enthusiasm

for Velasquez and perﬁaps influenced the style of his early
portraits, but Reid was not drawn to Eakin's pursuit of the
' study of nature through scientific method. ' When Reid reached

Ffance, he became impressed by the work of the French mural-

ists and followed a different”path from that taken by his

L 4 . 1

former Aﬁerican teacther. "
The mural paintings in France also attfacted certain

American artists such as John LaFarge whouwas one of the

first to introduce mural decoration to the United States ‘with

ﬁis’church decorations, notably those in Trinity Church,

The first mural’commission for a

Boston, completed in 1877.

. civicybuilding in the U.8.was undertaken by William Morris

X
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Hunt in the Assembly Chamber of the State of Albany, New

38

York, completed in 1878. However, the turning point in

the American mural revival:was the commission for the 1893

v

World's Columbian Exhibition in Chicago when over twelve .

, i "
artists decorated the exhibition buildings with murals.39 ¢
The Columbian Exhibition provided the impetus for the ex- o

2 . -
tensive mural project in the Library of Congress in Washington,

D.C. Nineteen artists were commissioned to paint 112 murals

in the library from 1895 until 1897. At the same time, murals .

%
¥
Y
i
1
i

-

were being mounted in the Boston Rlblicﬁ Library by Edwin

Austin Abbey, Puvis de Chavannes, and John Singer Sargent.40 '

George Reid had visited the Columbian E:»chibitio,n41
and the Boston Library and, if he h?d not seen the Washington

project, he was aware of the murals through'reptoductions and

: ' . .
: o articles in contemporary magazines which gave extensive

0

B
.

coverage to these mural projects.“12 Reid himself refers to

the murals at the Chicago Exhibition, Boston, and Washington -

in his article on "Mural Decoration” for The Canadian Magazine

in 1898.43 The interest that the Americar} mural movement

aroused among artists as well as the public was reflected in

@

~ the enthusiasm of writers at the time. Scribner's journalist

¥a

-

. ¢
Russell Sturgis exclaimed: "that the demand for decorative

painting as one of the necessary elements of any scheme of

T BT TR MEAER Y I SR D Ay
0 El . -
.

lofty architecture will become universal and that.we may. be
‘ { N ’
on 'the threshold of an epoch of decorative and imaginative .

Y. . T

VB b e e

painting of the highest type.

.

H

Engravings of the decorations in Washington and

)
-
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Boston were made and commercially reproduced by Curtis and

. .
“
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Cameron of Boston in 1896 and 1897 and referred to as'the

Copley porints.45 An exhlbltlon of ‘these photographic prints

was held in Toropto .at the rooms of the (;ntarlo Society of
Artists in April 1898, sponsorgd by the Toronto Guild of
Civic Art.46 As alre?‘ady noted (footnote 3%), éeorge Réid -
and James Mavor»were‘ on the organizing committee for the
exhibition. Ceértainly the American pl':ojects confirmed Reid's
belief that mural decoration in public buildings was t'ne
best way to bring art to the people and to instil in the
public anvappreciation ‘for art. . ‘

Besides his knowledge of American murals, Reid had
personally encountzred a number of thé prom;inent artists in
the American mural movement. Among the’artists who participated

in the mural decorations at the Chicago fair was Carroll

. . \
Beckwith (1852~1917). He, like Reid, spent his summers in

L4
s A

the Catskill town of Onteora. Beckwith and Reid must have
known each other, since they were active in running the -

Y { . !
affairs of the Onteora church Reid had designed and decorated.47

Writing in May 1895 the art }eviewer for Toronto Saturday

Night, Lynn C. Doyle, tells Qf her/his V181t to the Reids’ in

Onteora.48 She/He lists Carroll Beckwith among the artists - '

who frequénted the community., and she/he also includes the

-

artists Will H. Low and Mr. and.Mrs. Sewell. Will Low (1853-

1

1932), a director of the National Soc1ety of Mural Painters

in 1895-, was responsible for the decoratlons in the Waldorf,

the Plaza and the Astoria Hotels in New York, painted before
1899.49 Amanda Brewster and Robert V. Sewell were both
painters, and'their work'was_exhibited with George Reid's at

L
y
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the American Art Galleries, Ne'w York, in December 1894'.50 Robert.

Sefv“ell- {1860-1924) was a member of the Arerican Society of Miral

. T A . . 51’
Painters and executed a number of private mural commissions.

Reid himself included another muralist, John W. Alexander

‘(1856-'1915) , in his recollections of the Onteora art

52,

community. Alexander was noted for his mural series on

.-The Evolution of the Book in the Congressional Library
53 ' B .

in Waéhington .

Another artist involwved in the Colurf\bian Exhibition

as well as in the Library of Congress commissions was Robert

Reid (1862-1929) whom George Reid had met when they were

54

fellow students at the, Académie Julian in Paris. " Although

there is no mention of a close friendship between these two
artists, George Reid may have taken note of the progress of

“his former colleague who by 1899 had also undertakq‘rydecora—

t:ions in two churches and a hote‘l.55

r One of 'the senior American artists intereste in
murals at that. tirﬁe\ was Elihu Vedc}ef (1836:1923)‘.56 An ex-
.patriéte, Vedder returned‘\to‘the U.S. from his home in Rome."
-to work on his contributior\ to-’ the Chi‘cago exhibition project. ?

However, overwhelmed by the vastness of the prbject and by

the pressure of the public's expectati'on, Vedder gave up the
Chicago commission and turned to murals for private p;atrons
.

and later for the Library of Congress. Although George Reid

did not singie Vedder out for special .mention, ‘he would have

probably been aware of Vedder's work, since they exhibited¢
N

"together in a show of six artists held at the American Arit

57 *

Galleries, New York city, in December 1894. In that year

‘' -
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Vedder had instdllea his first murals for the Collis P.

-

1~. '
Huntington House in ¥ew Yor3 and the Walker Art Building
58

P ' 14

Among the American muralists the one who probably
4

\
mural for Bowdoin College, Maine.

v

‘most impressed George Reid was Edwin H. Blashfield (1848-

\

"1936) whose name dominated the:development of mural paintilg

59

in th United States at tMe turn of the century. One of
ﬁ - i

the few experienced muralists involved in the mural commission
, R ) . , , A
for the Columbian Exhibition, Blashfield emerged the star of -

the movement with his decoration &f the collar dome in the

¥

Library of Congress ih Washington. Blashfield was older than

Reid, but he_had alsp studied in Paris at Bdnnat's atelier.
He too had been inspired by the French mural paintings, and
throﬁgh Bonnat, he had eveé met Puvis de Chavannes. Reid
may have known Blashfield persdhally, since the American
artist had also spent summers in Onteora.

Réid referred to Blashfield as a member of his summer

\community,so however, it is difficult to confirm that Reid’

ahyﬁ;\ had met Blashfield before the Toronto Municipal Buildigg's‘

commission.61 Certainly Reid would have known Blashfield's

work which had been well-publicized in the reviews of the

" Chicago fair and Washington library projects.
Edwié Blashfield became an'elohuent crusader for the
cause of mural painting. In a number of articles and a book
on the subject publiéhed in 1914, he defended the status of
the mural artists and pleaded for more financia; support for

murals in civic buildings.

In‘a later speech,

sl it
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Blashfield empha.sa.zed over and over in his wrltmgs

—_—

!
the instructive qualities of a. mural painting:

'The artist is teaching'the lesson of intellectual de-
velopment; teaching it with brush and chisel to the”
child who has not yet learned to read and to the

'/ peasant who is too old to learn. Wise and ignorant
allke can study the great picture-book 62

Public and municipal art is a public and municipal
educator. The decoration of temples and cathedrals
.and town halls has naturally taught patriotism, morals
and aesthetics, .in a far larger sense than has that

of private palaces or houses, admirable;as the latter
has often been. ‘

If a mural were to be displayed in a public buildin'g,
Blashfield étated that it should have meaning for the viewer,
be the éubject a reference to a;n histori'cgl event or an
allegorical rendering of a such virtues as "Indust;ry" or
":J"gstice.“ Both types of -subject were depici:ed and repeated
by mngriéan muralists. Also Blashfield stressed that the,
theme of a mural should relate to the specific function of the
buillding.’;n which it was placed. He also iecommended that

a pﬁblic m,ur‘al refer to the history oir past of the people
whose cultural heritage it was designed to reflect. The
artist wrote:

A public decoration is sure to be in Rart, at any
rate, a commemoration; in the publlc building the
.community celebrates itself and is preached to;

L4

and in William Morris tones he claimed that mural painting

- was:

an art which is of the people, for the people, by

the pecple. It is of the people, for i brates
their annals; it is for them for it isg/spread upon

the walls of their buildings...; it i§ by the people,
for it is created by the mgg who were{born on our .
prairies or in our cities.
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Blashfield and his colleagues wanted to develop a national

o - 2,

art_v{hich"s/poke' to the public and was ‘accessible to ‘then, as

——

"y 66

he said, "good national art is a good national asset."

This was a goal that George Reid aimed for as well.
Blashfield's commitment to the development of mugal painting
and to the imp»rovemerlxt of mv_.xrii:cipal art must have provided an
example for Reid.

Decoration of buildings was to Blashfield just one
: &

/ ) . Co
“daspect of municipal art. As an outgrowth of the cooperative
\

spirit shown among painters, sculptors, and architects working
at the Colﬁmbian Exhibition, more emphasis was placed on the
‘need to beautify American cities. Proponents of municipal

art ralriied together to form the New York Municipal Art

Society which Edwin Blashfield addressed at their first

meeting in 1892.67 This society served as a model for a

similar group of laymen gnd artists, the Toronto Guild of

Civic Art, organized in Torgnto in 1897 (see p. ‘34) .
American artists and~cr'iics at the turn of the

century had confidence in the role.of mural decoration'as

the art of the future, and their statements reflected this.

a

The prominent mural artist, Kenyoﬁ Cox,) referred to mural

68

decoration as "the highest art of all," and he predicted

that "the day of the isolated easel-picture" was over.Gg

~

The writer, Charles Shean wrote:

It is a safe and reasonable forecast that the future
great art of this republic as far as it is expressed
in painting, will find its complete and full develop-
ment on the walls of our public buildings....
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In an article on "Mural Painting in America"  Blashfield later

3

summed up his attitude to murals:

...the decoration of public buildings is the most
important question in the consideration of our
art of the future, just as it always has been in

the past of any and every national art from the time’
of the pyramid builders down.?’

This expression of confidence would have encouraged George
> Reid, and the examples of major public and private American
mu&:al commissions undertaken in the 18%90s would have con- -
firmed his commitment to the art of mural decoration.
Since in Paris the execution of murals had becom‘e a
major artistic event at the end of the 1880s, in the United

States the European example had inspired an enthusiastic group

. '

of young muralists, and in England the most prestigious British

artist eagerly sought mural commissions, George Reid must have

rd

felt that he was struggling 'to bring one of the most contem- .
- porary artistic developments of Europe and America to Toronto.

L . . .
In Canada, little interest in murals was evident at this’

o

time except in Quebec where the European tradition of mural

. : | . .
decoration in the churches "had been tarried on in the nine-

. ] .

teenth century, usually by artists of European origin.72

The only significant Ganadian muralists working in the second

half of the century were the Quebec artist and architect,
Napoléon Bourassa (18‘27—1916) and his pupil Frangois-X.
Meloche (1'855-1917). Two of Bourassa's achieyements were
the decofations in the chapelle de Nazareth, Montéea (1870~
72} and in the Church of Notre-Dame-de-Lourdes, Montbeal,
which he built and decorated in 1872-1880.’° 0Ozias Leduc

(1864-1955) was another Quebec artist who undertook church

e Tl 19529‘15'1«-135&,%«5” L R w M e
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decoration first as an apprentice from 1888 and then on his

own in the 1890s. He was completing the decorations of the

St. ‘Hilaire church about the same time that Reid was working .
on the Toronto Municipal Building marals in 1898. Leduc

Fg

went on' to other religious mural projects throughout his

lifetime . "

A major church commission in Quebec at the end of the '
nineteenth century was the scheme to decorate the Chapelle
'Notrev—Dame—du.—-Sacré—Coeur, in the Church of Notfe—Dame,

Montreal. Five artists were involved: Ludger Larose (1868-

1915), Joseph C. Franch&re (1866-1921), Joseph Saint-Charles !
(1868-1956), Henri Beau (1863-1949), and Charles Gill (1871-
1918), and their works. wex;fa‘ all completed and mounted by

1895. These artists were sent to Francé and I’taly to study
mural pair&ting and the works of the European masters in order
to prepare for the commission. However, mural commissions
were not the main concern of any of these artists, even
though Joseph Saint-Charles executed decorations in the
chapel of the Grand Sé&minaire in .Montre&l,75 and both he and

Henri Beau were involved with the mural project for Quebec's

Legislative Assembly. In Quebec, outside of church decoration,

‘there was no conscious effort to develop a mural movement in

civic institutions in the way George Reid and his colleagues

proposed.

Y S

The only secular commission for a public building in

Quebec at that time was ‘the offer b_y the/Quebec government

B Bty i 0 el e ¢

for the decoration of the Legislative Assembly Chamber in .

Quebec city. Although plans and proposals began as early as .

v



PR

o s o o S T LT A P £ 4 e SR T A o TP
.

1Y

25

1883, financial problems and disagreements over the

suitability of submissions delayed the mural project.76 It -

as not until 1910, eleven]ears after Reid's City Hall
L hairles Huot (1855-1930) was

urals were mounted, that,
granted the contract for the large mural painting, Le débat

sur les langues: séance de l'assemblée législative du Bas-

Canada le 2] janvier 1793, completed in 1913. Although Reid

must have been aware of some of this activity in Québec, -
there is no record of any contact between him and the Quebec
muralists before 1897. Iieid did not go to Quebec until 1907
when as President of the R.C.A., .‘ﬁe organized an exhibition
of paintings fgom the Universit& Laval to be sent to Toronto.T]
The one major secular wall painting which did predate
Reid's City Hall panels was Robert Harris' (1849-1919) large

painting of the Fathers of Confederation, executed in 1884

for the Parliament Buildings in Ottawa. More a painfing than

mural this work served a documentary purpose and may be con—

'sidered a large scale, composite portrait similar to the

large individual portraits commemorating polilticians, which
so often -grace the walls of public buildings. The mural is
unique in Harris' output which usually consisted of portraits
and genre paintings, with the exception of ¢hurch murals for

All Souls Chapel, St. Peter's Cathedral, Charlottetown, begun

in 1897.78 ~.

P,

. J . )
Thus George Reid may be considergd a pioneer in the

gfvelopment of secular mural painting in Canada. He maintained

t

that the idea of proposing a scheme of mural decoration in

Canada took form in his mind after his year of study in France »

>

[
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Although Reid continued to paint his.popular genre scenes
and landscapes, after 1890, he directéd his attention to the
study and promotion of mural painting. In an article on the

é&bject in 1898, Reid expressed his views concerning the i

R S R A RS T 5T

importance of mural painting in the field of art:

The points to be emphasized in any treatment of
mural painting are its wide scopé and great power as. i
a form of art expression; its philosophy and history i
cover the whole domain of art, and as in music the -
symphony is the most elevated form, or ih literature

t the epic poem is its supreme efforté so decoration

' \ is to the arts of form their crown.

et me e d G

Examples of government sponsored mural projects in ) \ :

France, England, and the United States ’Eoﬁfirmed Reid's

4@-.,,‘,\( TR,

belief in the need for public art. He sought to place

m1‘1ra1s in buildings where they would be seen by the person

PR R e

ho had not the inclination nor the finances to buy art for . ;
his home. Reid aimed to place mural paintings in universities,
schools, libraries, hotels, and government buildings. To him

the mural was a public monument which should take its place

beside large sculptures commemorating events and individuals.

%
1
{
!
;

Indeed the adjective "monumental" was ‘frequently used to

describe mural paintings. Reid felt that murals would serve

r

PR

to enhance a building not only aesthetically but in its

T,
£

s ol

significance as a architectural monument. Reid deplored the

Ll

state of decoration of buildings at that time and hoped that
mural painting would offer an opportunity to improve interior
™

design: ,
Harmonies of colour and line are more than ever the
, ~ necessity of modern decoration. These, connected
. with the demand for more important subject matter
in our mural decorations, promise to elevate that
branch of painting from the trivialities of stencilled

¥
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and wall- paper designs, especially in our public

. buildings, and cause the term "decoration" to mean
more than the thoughtless, tasteless jumbling of
things which at present makes the interiors ?f our
buildings. more like museums than dwellings.B

In some of his attempts to promote murals Reid was i
successful, but a constant disappointment to him and his
‘colleagues was' the indifference shown by public officials.
Throughout his life Reid'étrove to bring art to the public

) - oL n T
. and kept up his e?%ortsxto interest civic and private '

1
° ‘ L/ﬂi\ - ’
'; officials in mural painting, an art he was to refer to as i
: . "the highest form of Art expression for the Painter."%? He- -
displayed his persistence in encouraging this art by his : . i
‘ ' o = T
) role in the promotion of mprqiglfor the Toronto Municipal 4
i \ . 3
; Buildings. ' L .
t s . -
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THE DECORATYON OF THE OLD TORONTO CITY HALL AND COURT HOUSE

&

* } N »
‘) ' - -

Inspired by the activity in mural painting in France,
George Reid returned to Toronto from Paris in November 1889
. * with the idea of introducing mural decoration to Canada.

K . Just at this time a building to incorporate a city hall an

5 - court house was being planned ¥or Toronto. There could not

a = ’havre been a more appropriate building in which to begin a
N scheme for mural Qecoration, and Reid did not miss the
f « . ' [ ‘
opportunity. )

. From the very~ beginning, the project for the building

* - N >
"

. "'was plagued with financial problems causing much controversy
wl}ich continued even After t~he:-_\_4 bitilding's completion. In .
| 1886 the Toronto-born archigéct Edward -James Lennox (1855-
' 1933) had won the competition for the design of a court house.
After some ﬁdei'ay, in 1837, Lennox was ésked to revise his
plans so that the {buildin:; couid accomodate the functions of
. a city hall as well. Lennox's designs called for a; buildiﬁg
Y,

in a style ,inodelled after the Romanesque Revival buildings
E‘\of the ‘Chicago architect, Henry Hobson Richardson“. Richardson,
was at ‘the height of his career from the mid 1870s until his
~death in 1886, and his grchitecturme influenced a number of

Toronto architects working in the early 1890s. : Lennox's g\

. \design for the city hall is one of the earliest examples in
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Toronto of this. so-called American Romanesgue style, and it

features such characteristic element? as heavy rock-faced

masonry in contrasti.ng buff arnd réd tones, recessed, low
round entrance ar'ches, and intricate foliage decoration and .
grotesques carved in the sandstone (figs. 6 and 7). The City
Hall is now co:nsi;iered the ‘high point of Lennox's archi-

t;ectural career, :31lthough at E‘;x"e time, the building was re- -

3

garded as écandalously expensive, and its cost probably

accounted Eor Reid's troubles in promoting his mural pro-

LN ,’ ‘

Actual construction of the City:‘ Hall and Court House,

located at the corner of Queen and Bay streets, dld not

start until September 1889 and brogressed slowly.l The

_ delays gave Reid time to”think about his plan for murals

and ‘to arouse the interest of his fellow artis_t;,s. The event
whlich strengthened Re‘:‘id's determinei‘tion to go ahead with a-
scheme to ‘decorate public buildings was thé World's Columbiap
Exhibition at Chicago in 1893. Reid visited the exhibition

where his painting Foreclosure of the Mortgade was included

among the Canadian entries and for which he was awarded a |

a

bronze medal.2 At the fair Reid was greatly impressed by’
|

the combined efforts of architects, sculptors and artists
in the decoration of the exhibition buildings. Without a

doubt the example of the Chicago exhik;ition ingreased Reid's

desire to initiate mural projects in Toronto.
In order to get up a formal basis for the promotion

.of mural painting in Canada, an organization of mural padinters

/

was formed. To use Reid's own words:

.
%
M
%
s

H
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. holding exhibitions and instigating laws 'to regulate pro-

<

i

In February. 1894, seven figyre painters of Toronto

who weére interested in wall decoration, came

together to devise some means of concerned action

to influence municipal art, especially to guard the

new public buildings from any inadequate interior
decoration which might be adopted and to initiate,

if possible, a scheme which would emulate the many '
notable examples of decoration in parliament houses, )
municipal buildings, and public librairies of Great
Britain, France, the United States and other coun-
tries. The result of these meetings was an organizacg
tion calling itself the Society-of Mural Decorators .-

&

Although Reid did not list the seven painters, the Toronto

£

Saturday Night art columnist, Jean Grant, named the members )

of the society: George Reid, William Cruikshank (1849-1922),
Wwyly Grier (1862-1957), Frederick Challener [1869-1959), : |
Curtis Williamson (1867-1944), Sidney Strickland Tully ' .
(1860-1911), and Harrxiet Ford (1859—1938).4 ' )

I+ is interesting to note-that'while the Canadian
group of,mural paihtefs was inspired by American initiatives
in the decoration of public buildings; their society was ,
actually founded before.their American counterpart, the

N

National Society of Mura} Painters, organized in March 1895

e T xS,
o,

and incorporated in May~of that year. The American society
which had grown out of a.loose association 6f interested
artists drew up a constitution with a list of aims Wwhich

included the urging of decoration in.public buildings,

“
A

. s 5 ‘ . . . . .
fessional practice. A more formal organization with wider

goals than the Canadian group, the American society consisted
of both professional and lay members,6 but their ultimate

purpése to encourage mural art was the same as that of the

small, less formally established Canadian society.

. /

A
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The first project of the Canadian Society of Mural

Decorators was to decide upon a scheme for murals in Toronto's

* Union Station which was being enlarged.'7
° 7 ’ 5 )
Trunk Railway Station built in 1873 was doubled in size by ;

T

The earlier Grand,

the addition of a building in 1893 1895. In the heart of %

v _ . the city, this bulldlng through whlch many people passed

. every day represpnted the ideal location for a series of

paintings intended to reach the public. The muralists chose

a

as a subject the history of transportationg,an obvicus theme

to suit .the purpose of the station. According to Muriel

e o g

4 P

Miner: "After working"out and submitting plané and sketches

for this project, the artists waited for the report of the

wlO

railway officials. If there were ever completed sketches

for the murals, they appear to have been elther lost or

.

destroyed. In any case, the Society's proposal for decorating

1
i

'

v *. .Union Station was rejected, and the actual_building was

.
T I e

levelled by fire in 1904.%% : o

- Uhdaunted by their unsuccessful efforts to place

" :muraléxin Union Station, the group turned its attention to
the blank walls of the new Municipal Buildings. , They were

able’ to obtain plans of the building through the Property

~ Committee in 1895.12 As announced in the newspapers, G%?xge

4

J s Reid, on behalf of the Society, made an informal proposal to

/ city Alderman Lamb snd other members of the Council.13

.

Reid and his coll

rgue$ must have been encouraged by the
¥ public support they received in the newspapers of the time.

A note in Toronto Saturday Night stated, "If good wishes had

any value or any force we would utter volumeg of them to

&
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, , further the plan for decorating the new City Hall...."
? An anongmous reporter wrote- with nationalistic fervour in -
the Mail and Empire of February 1, 1895: h ) '
i
The proposal of the Canadian artists and more N
especially those who reside in Toronto, to undertake f
the interior decoration and mural painting of the 5
new city and county building is one that ought to i
meet with the approval of the Council. The substan= -

tial structure now in course of eXection will stand
for centuries, perhaps, as a monument ‘of the present.
No more suitable place could be selected to show the’
progress which art has made in Canada at the close
of the nineteenth century, and there is talent in
Toronto today to prove the artistic ability of our

r people to generations to come. .

ronto has now an opportunity of showing her.
appreciation of the"efforts of her own artists. Let
the interior decoration of the new building be the’
work of Canadian artists who have already shown
by their achievements at home and abroad that they- .
' hold a pl th ' inters of time,15
o a place among e premier painte of our .

' N I ’

.
S e e R

c o wta we aan

' | - The verbal proposal was followed by a more formal

.

! \ . , offer to the architect, E.J. Lennox, in the form of a 1étter,' -
dated March 26, 1895,'from Reid, Grier, and Cruikshghk, on

behalf of the Society of Mural Decorators.16 Citing the

W oTamede

g e

examples of the Chicago, exhibition murals and of those by

e

artists in France, the group suggested that they concentrate

4
“

P

on a scheme of deco;ation for the Council Chamber, the

¢
*

. entrance to it and part’of the stairway leading th it.

T

Although little has been recorded concerning the relations

P S

B e R
.

. -
(— between the Society of Mural Decorators and E.J. Lennox,

~ v
v »

‘ the architect apparently agreed to their mural proposal,

! . and he even made a few alterations to the height of the dado ' i

£y \
: to accomodate the muralists! designs.l7.

" [
For the other panels in the buildi‘nhg, of which there.

were about one hundred, the Society advised holding a

rp
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competition open to Toronto artists. Realizing that they .
would neéd more outsidg.suﬁport if their ideas were to be -
successful, the murél decorators further recommende@ that

their work be supervised by an ogganization of "artists,

L]
architects, and public spirited meh of taste and knowledge."lB

The Society gave as an example of such a group, the New York

Art Federation whicb consisted of artists and laymen- who

advised the city of all projects of an artistic, nature, such
as statues, parks, bri33és, as well as paintings. A Canadian
organization, the Soc%ety hoped, would eventually "become the

. 1 -
nucleus of a permanent league having control of future

- 1

decorations and by degrees extending the. scope of its work

to all municipél.art.“19

’

Having made their proposal, from 1895 to 1897, the

artists went to work on the sketches for the Municipal

®

Buildings project. In the meantime, to further the“cause of

. mural painting, the R.C.A. devoted one room to mural decora-

tions ip its annual exhibition in April 1895.29. This was .

noted by the Toronto Saturday Jight art reviewer, Lynn:C.

Doyle, and she/he continued to comment on the state of mural
decoration boéh‘at home and abroad. In December 1895, she/he
referred to the work of the New York Municipal Art Society

which it seems $ﬁ§ported artists financially as well as
1

4

-

horally: .

6
The New York Municipal Art Society, it is announced
intends to continue ¢its work of decorating the public
buildings of the city, so happily begun in the Oyer
and Terminer courtroom. The panels in this room were
by Edwatrd E. Simmons. They cost the society $5,000,
and were given to the city. They have been greatly
admired and competent judges pronounce fhe room the

|

\

v
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- et
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handsomest court-room ‘in the world. By the time
the Toronto City Hall is decorated there may be
another verdict!

In 1896 Doyle noted that éeorge Reid was at work in Francd

on a decoration for a summer house (the Russell mural for . ¢

Wt ] W e Em B b

Onteora); that Frederick Challener was painting a wall

ey

decoration of "a woodland scene in autumn," and that Reid's

¢ student Rex Stovel was undertaking a series of decorations

for St. Matthew's ¢€hurch.in Hamilton.22

Doyle's reports on mural decoration and those of

\

oo ]
: her/his successor, Jean Grant (from mid 1897) became more \\,

frequent in the years 1897 to 1899, as they covered the

% e

American mural movement and Canadian developments, fol}owing

Reid's progress tarefully. It seems that Reid and his 2

-

supporters made a point of informing the reviewer of Toronto

L]

Saturday Night(;nd other Canadian ﬁournals such as The Week

[ )
%ﬁd The Canadian Architect and Builder, in their campaign to

v - \

promote Canadian murals. . >

<o PRGN W el T

Also in 1897, in response to the Society of Mural
3 .

Decorators' wish for a citizen's group to represent and

. maRBa

x

support them, the Toronto Guild of Civic Art was formed. In

Reid's;words:
While sketches for the Council Chamber were under-
way, a number of laymen became interested in the
proposal, and a body named the Toronto Guild of
Civic Art was incorporated, with powers to enter
into agreements with the Municipality of the City
of Toronto, corporations, or private persons, to
act in a purely supervising and advisory capacity -
in matters perta%ning to works of art or of an ‘
artistic nature.
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The Guild which held its first meeting on May 21, 1897, wds

composed of architects, artists, academics, writers, and i

businessmen.24 Its aims we;7, as its constitution stated: )

FYSEWe T

To act as a purely supervising, cgnsulting and
advisory body to promote and encourage c¢ivic art,

‘ in¢luding mural painting and decoration, sculptures,
fountains and other structures or works of art of
an artistic character; and to arrange for the
execution of works of art by competent artists, to
be chosen by competition or otherwise, and to hold 1
exhibitions from time to time of works of art more o

. especially connected with mural decoration, archi-
tectural anp stained glass designs, sculpture and
kindred subjects.

e A e
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The first step for the Guild was to turn its atten-

tion to.zhé Sociéty of Mural Decorators' proposal for Toronto's
Municipal Buildings. The written proposition and sketches
for mural decorations in the Council Chamberiwere presented
™ in person to the Mayor and Board of Control of Toronto on
™ March 19, 1897 by the members of the Society and a delegation

*

i ' froﬁ\tZe Toronto Guild of Civic Art. In the.proposal written

#e

.
AR SRl W 2
B

The sketches have been prepared By four members of
the Society;- G.A. Reid, R.C.A., E. Wyly Grier, X 3
R.C.A., W. Cruikshank, R C.,A., and F.S. Challener,

A.R.C.A. They are on a scale of .2 inches to one- s
foot of 1/6 the full size and show the panels in
their relation to each other and as they would
appear in the Chamber.

by Reid on behalf ofithe applicants, he wrote: "The Society
é . of Mural Decorators is pleased to state that the above _
%v mentioned Guild fully endorses the plan as here outlined; ' \\f
% ahd their advisory boérdband some of the members are‘aeré to i
% support the’abobe propositions."26 The document continues: 3
%.
:

3

The largest panel is 16 x 17 £t., the medium sizes

'y 16 x 14 ft., and those at the entrance 8 x 20 ft..
The whole would contain nearly 1, 800 square feet of
surface.

4~
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The nature of decoration of this sort, requiring a
complete harmony of parts, a whole room must be
undertaken at one time and designed throughout with
a view.to unity of effect in line and colaur. This
would require a harmonious colouring of the walls
between and around the windows, of the gallery, with
the spandrlls (sic) of the arches, and of the ceiling
"as shown in the designs submitted. The decoratlng of
+ the nels at the entrance of the Coucil Chamber 1s
cons*deredfnecessar¥ as an introduction to the hlghly
] ., finished interior.

'h

A lenet i & o wrretiee o
'
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% - The Council Chamber, for which the mural decorators
had executed their mural studies, is located on the second

" ’ floor of the Municibal Buildings. (See floor:Iplan, fig. 11)

i \ It is approached from the corridor running pffvthe main :
second-floor hall or from a set of stairs directly opposite ‘ . §

(fig. 12). For either side of the entrance outside the .. ;

N

Counc%l Chamber, the artists proposed the subjects Science
armtl Art designed by Reid and Grier, respectively (figs. 13 and
'3

15). As the hallway is a paésage area, the subjects Science

and Art were appropriate universal themes not related to the

T ey

4
4
&
%
function of any particular room and subjects understood by ' ‘?

{

everyone. The muralists felt that a classical treatment was
suitable to depict the pursuit of knowledge and culture -

ideals of western civilization which sprang from the teachings :

28

of the ancients. The mural studies. show groups of figures

. L " in classical Qress’arranged across the panel. As suggested
by their title,ighe scenes include objects connected with
scientific‘experimgnt or with artistic creation.29 That the
entrance murals were considered necessary "as an introduction

to the higﬁiy finished interior" (see quotation above

indicates that the artists were perhaps more concerned with
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visual appearances rather than the relation of the hallway

subjects to the histori

decorations. ' Fye x>

cal allegories of the Council Chamber 3

The mural desfb@é for the #nterior of the Council

[EPRSCRE PSR B

_Chamber were intended/for the south and west walls of the

PRI S

e room, the north wall being taken up by an upper public g
gallery and the éast wall by lafge windows. On each wall
the woodgn panelling of the dado rises up about seven feet,

o leaving'é large horizontal expanse of flat wall space (fig.

-

l6). The muralists chosenﬁo divide each wall into three

- P ﬁ,,,,w_‘ B it Al At

rectangular dreas. The two colour studies submitted'by the

e des v

artists measured about four by eight feet, and each included
thyee scenés of the pione%r days of Toronto. 30 s;;,
' The murals intended for the soutﬁ wall of the Council
Chamber symbolized the motto of the city of Toronto, "Industry,
Integrity, and Intelligence." (fig. 17) Each word was printed
. v in a cartouche under its correspondinéypaintiné. The scenes
by William Crﬁikshank, Reid and Wyly Grier, respectively, N
illustrated the activities in the early days of the town:
forging metal, weighing and selling grain, building homes,
and unloading boats moored in Toronto harbour. For the west
~wa11 the artists proposed another three paintings reprgseﬁting
"Peace, Government, and Prosperity." These designs by
Cruikshank aéd Frederick Challen€r depicted idyllic peace

N ~
time pursuits such as spinning wool and watching over sheep.

The central panel by Challener entitled, Goveérnment,

T — . t - N T P e PR P NP SO LY . O SRS



B ik ]
—

38

'

Qo

’ illustrated a group of officials called in to help settle
31 - . i

—_—

prou

a land *dispute.

. Wi%h the presentation of their sketches to the Mayor,

the artistsesubmitted the calculation of their costs amounting

to a salary of $1,000 each to execute the eight murals. This

- By RENT”

PR

‘rate, they pointed out, was six times less than that paid o
for a similar mﬁral commission for the Ménbhester Town Hall

in England. Despite this argument they concluded that "in

order that the initial step may be taken in the direction of
beautifying the chamber of this magnificent building with

mural painting, the artists are willing to make the effort to

"do their part at what is_merély a living rate."

During the Board of Control meeting, B.E. Walker agted
as the spokesman .for the delegation, a number of whom presented
their views in favour of the prgposal for murals and an
advisory Guild of Civic Art. Citing examples of decorations
win France and Puvis de Ghavanﬁes' muréls in Boston, the

spegkers emphlfasized the cultural benefits for the city of .

Toronto and its artists. As the Globe reported:

PR

Hon. G.W. Allan spoke of the pride manifested abroad
in the civic buildings of great cities. The exterior

£
’

3 of the Toronto City buildings was worthy of interior

Ei decorations that would show how far the artistic :
% taste had been developed in Toronto. T
% ' Bernard McEvoy remarked that the best possible means ;
K of fostering art would be by giving the artists a '
Ly commission to decorate the civic buildings.

)

Prospective trouble arose jyst after the presentation
! . to the city gwhen the President of the Ontario Society of -
QArtists,'Marmaduke Matthews, objected publicly to the lack

of a competition for the decoration of the Council Chamber .34

t - T T T s et P T b
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As a result, a special meeting of £;;>O.S.A. was held on

- * March 25, 1897 at which George Reid:explained the aims and

makeup of the Society of Mural Decorators. The temporary
controversy enged with Matthews, who had acted on his own - "
account, and the 0.S.A. endorsing the mural decorator's

| ?

proposals.

e et Lial

Despite the suppért for the muralists and their own
enthusiasm for the project, the City’Council decided that
because of the overall enormous cost of the construction of
the building, they could not afford to finance the mural
decorations. The role of the architect, Lennox, in the © .
City Council's decision is never mentioned, but one wonders
whether he did not have some part in the rejection of the
Society's mural proposal. While the city spared no expense
for the elaborate stone carving, the interior marble wall

panelling, anq the intricately patterned mosaic floor, Lennox

"
;
4
i

k4
]
i

pleaded lack of funds for the mural decorations.35 Reflecting
upon the events of the period in later years Frederick
Challener suggested that Lennox had taken offense at the

important role of the Toronto Guild of Civic Art as sponsor

of the/ mural proposal.-"In the words of Challener, "If he

b it e T

(Lennéx) had been appro;ched and asked to handle it, I'm .
-
36

»

sure they would be hanging at City Hall today."

:
g}#\
i
¢

The six.panels on the walls of the Council Chamber
remain blank today except‘for the wide borders paifited with
strapwork designs of flowers and fruit. These were executed -

by Gustav Hahn (1866-1962) who also painted the murals of

Truth and Justice, as they appear today, in the spandrels of
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Reid's offer.

the arches over the public gallery
. {
the two panels were included in th

/(fig. 18). Sketches of
0.8.A. exhibition of
1908 (0.S.A. cat. no. 59 and 60); therefore they would have

begn mounted iq or around that year. Hahn was responsible

¥

fdr a number of private mural decorations and he collaborated '

ith the group of artists on the myral proposal for the
37 )

MY

~ 1 -
Parliament  Buildings in Ottawa in 1904-05.

The rejection of their mur%l scheme for the City

Ha%l\was a blow to the Society of Mural Decofators, especially
aftefdthree years of planning and after the failure 6f their
Union Station proposal. Thus, after some discussion over the
possibiliﬁ? of offering their sgrvices free of charge, the

discouraged members called a halt to their activities.

*
1

George Reid, however, had been the driving force
behind the group, and he was unwilling to let the’plan rest’.
In a surprise move, he offered to undertake two new murals
on his own time. The newspaper record?d his generous offer:

As I am largely responsible for\the movement, and
have given considerable time to the development of
it, I am unwilling that it should fail for want of
energy and sacrifice. In the hope, therefore, of
-advancing the cause without further delay, I beg to
submit the following offer:~ I will undertake a
piece of work at my own cost which I propose to have
ready to be installed for the opening of the civic
buildings next year, with the conditions that the
designand work shall be under the supervision of a
committee chosen by the Toronto Guild of Civic Art, ¢
and that this piece of work shall/not in any way
interfere with that proposed by the Society of Mural
Decorators, the different members of which are in
concurrence with this proposal.‘38

On December 15, 1897, the City Council accepted

39 As Reid had suggested, the Toronto Guild

! >
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of Civic Art undertook to supervise the mural project, and

—

it formed a qgmmitéée to discuss the plans with Edward
40 ot

L

Lennox.
As another form of arousing interest in their
campa#gn for public art, the Guild organized the Copley

' print exhibition of reprogluctions of American mural decora-

e g A TSR T T S R L

tions (see above p. 17-18). At the same time the Guild looked

-

into the idea proposed by the 0.S5.A. and Ladies League of

- School Art to form a Public School Art League.41 The )

)
J

purpose of such a group was to advise schopls on appropriate

("
decorations with an educational purpose in mind. As President’
{

of the 0.5.A. and a member of the Guild, George Reid was .
NV

very much a part of the organization of tPe League.
. ¢ Q‘ .
For over fourteen months Reid worked on the decora-

v tions for the two panels and four spandrel spaces at the

interior of the main entrance to thé City.Hall. Two Ph?;?f

‘ ' graphs (figs.19 and 20) which appear in Reid's scrapbook ———

¥ ’ 4

\;\ \ give an idea of how Reid tackled thg actual painting of thej

i Lf’)’ mﬁrals, by executing a large number of preparatory drawings -+

g of indi?idual figures and groups. His huge brigk—waliéd

% studio was large- enough to accomodate all the canvases ﬁounted

% _on stretchers .3 Reid worked with the model drawing of the ; ;
3 : ) ' overall layout of the three entrance arches and side bays |
; . placed in front of 'him on an easel '(fig. 20;.%4 The outline

R - /

studies for the life-size figures and composi?fon of the

murals were pinhed to the easel as well. Painting the subject /,
on canvas and fixing it to the wall had become the accépted

S

~ technique for mural decoration in France and the United States
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at the end of the nineteenth century, instead of the fresco
process. When the:oil painting was ready, it was attached to

the wall with a thick medium of white lead and var;xish.45

e hrenEe bamn e

By March 11, 1899, B.E. Walker, in his capacity as v
L ~ President b{\the Toronto Guild of Civic Art, was able to o
write te Mayor Shaw and request him to obtain the architect's

. ' permission to mount the canvases on the Valls for,.the finishing \

g

‘ touches.46 This letter was quickly‘followed by an urgent plea

F . from Reid to Alderman Dunn, Chairman of the Property Committee,

- . concerning the mounting of the murals: : '

The nature of the urgency 'is as follows.~-- The oil

s . coating to the wall spaces must have a sufficient

- time to dry. I shall require to have seven weeks to

K o work on the canvasses (sic) after they are placed, - ;ﬁf

c ’ and as I will be obliged to leave Toronto towards .
the end of April, the time is already short for the

- work.

v -

On April 29, 1899, Jean Gréﬁt of Toronto Saturday Night noted

»
hetet A s s

in her column that the mural decorations were in place
although not yet on view to the public.48, ° ‘ .
' s The finishing touches completed, on May 16, 1B99 the
murals were formally presented to the c1ty of Toronto by the
Guilad of Civic Art on behalf of George Reid with the hope"
that fthese Yine decorations may prove to be but the first
of a series of historical memorials of this'nature, illustrating
¢ -the progiess 6f our country, which may be placed in ‘this ‘and -
other builglings."49 oo . | _ i
. The‘murals‘executed by Geerge'Reid are still located a
'iﬂ the main entrance of the City Hell. After entering the
N : main doors- and climbing a:short flight of stairs, the visitor
passes through tﬁree,round arches iﬁto a large hall extending

>
by ¢ P
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the southern range1pf the building (fig. 8). A row of

columns divides the hall which is much longer tham it is

e wide and is dominated by a grand staircase which descends

] down opposite the entrance((figs. 9 and 10). In the spandrels

wd

between the arches are four winged female figures all

[ PR s S S

S, L
similarly clad in floﬁing white dresses with swirling pink-

shawls about their shoulders (figs. 21-24). Each allegorical :
figure hpids upone arm to support a banner running across the

i top of the triangle, inEerrupted by the curves of the entrance

/ arches., ng banner bears the title of the murals; "Hail to

. '~ ~ the Pioneers/Their Names and Deeds/ Remembered and Forgotten/,

N . . .
We Honour Here." Above the banner in each bay respectively,

are printed the words, "Discovery", "Fame", "Fortune", and
’ 4

"Adventure", symbolized by the four winged maidens, These .
-figures in slightléontraposto with their wings outstretched

are placed against a gold backgréund. Each decoration is

: » 50
signed at the bottom, "G.A. Rgid 1899 . 29."

¢

. On either side of the| three wide arches are Reid's .

two murals placed above the dado. The mural on the east side’~

4

measures fourteen feet, across by seven feet in height, and it

\ depicts The Arrival of the Pioneers in the land ﬁggre they

L3

i
¥ R
’% will settle (fig. 25).?1 Two men at the left carry axes, and

e

LE

one balances long poles over his shoulder. Just off centre
Ain the foreground agpther pioneer is crouched down on one

knee, tending to his packsack. The man behind h@m holds his
pack ih plafe on his back by means of a band running from the

pack around his head. A woman ijff bonnet and shawl stands

K]
> ’ 5

peside him, holding her infant. All the men are similarly

Y ’ - \EA&~> , "n ‘ et D » ) 3
’ . ' o o ) ;
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£

‘dressed in shirts and pants tucked into high boots. They

" wear wide belts around their waists and sport brimmed hats.

The group is ‘pPlaced in a narrow plane against a dense lénd—
;scapef of trees and ,,rocksv.“ A decorative gréen band'df stylized
leaf design within an interlocking gecsmetric p\attern il:l ochre

_yellow tone frames the scene. The actual names of some of
the pioneers are printed in this border/in the same ' yellow,
Ccolour: MacKenzie, Allan, MacDonnell, Ryerson, ‘and Scadding.

In each corner of the border Reid has included the letters

"YT which presumably st/and for Toronto and its earlier name, l
52 ‘ '
Yo\rk. o

\
The wall space for the mural causes a visual problem

~e

since a doorway breaks into the left side. Rather than ending

the mural at the line of the door, however, Reid has carrifed

the decorative border over and across. the door's cornice to
v

the next pilaster, possibly in order to include space for the

name of "MacKenzie." Also it would, have appeared strange to

leave. this space ‘above the door undecorated‘ when he ‘intended
. - 3

8

v B : x
Lo eventually fill all the panels around the corridor com-

* pletely. The mural is signed in the lower right corner,

"G.A. Reid 1899" and below that "1929",
. ’
The second mural, on the right side, measures seven-’
teen feet by seven feet high and shows the early settlers

surveying the land in a scene entitled Staking a Pioneer

Farm.”3 (fig. 26) A group of men at the left face the centre -«

of the mural; one carriésta rolled pack on his back; another
sits on a rock, his axe lying across his knees;,the third

stands with his right hand resting on his upfight axe.

S~
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Further, to the right,. in the background, an-Indian resting |
& his head in his hand, ‘'peers out from behind a tree. 1In the
centre towards the foreground,the surveyor takes notes in N

his pad. He stands in front of a surveyor's level while :

N ‘v wi

another crouching man to the right holds the plumb line

S P

. ‘ 'steadf. Just behind the two surveyors and to the right

o

another man holds what appears to be a link chain used in®

surveying. His face is directed toward a settler who sits:
on a fallen tree trun? and prepares a pointed stake. Another
. pioneer watching from behind holds a completed stake in the

.

left hand and leans on a-pole. This group wears the same by

v .

kind of 'attire as the figures in the east mural. Again the

Y
forest serves as an expansive backdrop to the scene, and the

=

mural is framed by a border of geometric design Including

the names of prominent figures in Ontario history: Galinée,
> //‘\

N A S

Simcoe, Tecumseh, Brock, Osgoode, Baldwin, Laura Secord,

and Strachan. The péinting is also signed and dated on the

-

bottom left, "G.A. Reid 1899.1929." ' N

’

The names of the Canadians printed around the borders
of both murals were suggested to George Reid by a committee

i of The Ontario Historical Society in Torqnto.sé Each person

-
b

referred to in the mural played an important role inwthe
ldevelopment of Toronto or the province of Ontario. The most
heavily represented group are those men who were active in
~the.political sphere, combining their talents as lawyers,
soldiers, religious leaders, and educators,with the adminis-

55 .

. tering of the country. Reid's murals preserved the memory

-~
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6f these illust;ious Canadian pioneers so that they might ‘ ;

inspire other generations to follow the%r example. \

The predominan£ tones of both murals are grey and.

; biue—green with areas of cool pink and blue in éhe cléthing ’ Yy

. )/* and yellow in the ground., All the mﬁrals wéfg painted on v

[

N

canvas with an oil and wak medium (to give a matt effect) \ )

56

. and th mounted upoﬁ the wall. _ ‘ . ‘ "

‘ Reid intended the murals to be an "initial step”

¥ toward a movement of mural decoration in publié buildings.
. ' The président,pf the Toronto Guild of Civic Art,.B.E. Walker,

‘repeated this wish in his address at the presentation of ' . ' - ;

3

the murals: ; !

. - " We have only to look at this beautiful hall, however,

g to gealize that this is a fitting time and place to N
begin'a new era in Canada for thi§ partiocular art, . - R
and let us hope that the good seed sown by Mr. Reid
-will so root itself in the minds of the people that
other artists will be able to project their ideas
upon these and other walls until a great national .

‘.;f . school of wall painting has been developed.

>
- B .
R I

\ B

P

e In contrast with the tone of Mr. Walker's addreé#s,

" the reaction of the public was not always so favourable.
&

One correspondent to The Canadian Architect and Builder of ?

June 1899 questioned the judgment of the Guild in approving
Reid's work, and his opening fgmarks suggesfed that he was
not alone in his criticism: T ¢ ».

, A

It has been a sourte of speculaiion with not a few
whether the mural decorations at the City Hall,
Toronto, are satisfactory to the Guild of Civic Art,
and if work of this quality will be accepted by them
.in the future. If the work presented by Mr. Reid to
the city meets their requirements, then it becomes
a questien whether they are to be entrusted with the
selection Pf further mural décorations.seg

n,

4
%




ai: 3

TR g

kY

ST AL AT AT S TR ST M TTE PRI T R S o g ey -,

TRy

TR

“

.
{
- B tan P UV e o e e R g TP 5 o g -
.
. .

A -

The correspondent continued to lament the "uninteresting

giouping" of the subjects, and a "lack of modelling of the

.figure shown through the clothing," and he concluded, "The

general scheme of color is good albeit rather tame - indeed

+

this word applies to the whole work in conception, composition,

drawing and.colouring." Another anonymous correspondent in
. ¢ .

The Canadian Architect and Buildef was also inclined to be -

negative. While he ‘did not single out specific details gor
Lo~ . -
criticism in Reid's murals, he, like the first critic,

{suggestedmmore'discriminatibn on the part of the Toronto

» o

Guild of Civic Art: “

It is indeed to be hoped that the Toronto Guild of

Civic Art is not going to develop into the condition

of a "mechanical postbox' that says 'thank you' for

all it receives, whether it be a- trouser button or

-a quarter. - The Guild will belie its personal taste

and prostitute its objects if its members have not

the courage of their convictions to speak and—give— — -—
their opinions openly as to _the merits and value of ‘
art donatlons to the city.

The Toronto Saturday nght art rev1ewer Jean Grant,

was more sympathetlc toward Reid' s-murals. In her article on
the- Clty Hall pangﬂs, she stressed the need to judge wall

painting by a dlfferent set of values than one would use for

easel painting, and she outlined the qualities of a successful
¥ . - .

mural decoration:

Well, in the first place it is not an ‘easel
palntlng on a large scale, painted without reference
either in technical treatment or subject, to its
future destination. Its essential essence is in its -
fitness for its surroundings, ... It should not be 7
so abstruse as to be beyond the ordinary comprehen-=
sion; it should not require much verbal explanation;
it .must not force itself upon the attention of the
viewer as though it, and not the object it beautifies,
'were the main consideration....It will harmonize in
color scheme and lines with its setting. It will

N
.

»

e [P,
oot St

g

i e

M R

9



A SR

st

SRR aE aeh e T

B R e

.

successfully cover its space with a well-balanced
composition. It must of necessity be light in
weight....s0 as to appear to rest easily on its
surface, not to leave one in doubt as to the ability
of the wall to bear its masses, as many decorations
in Paris and elsewhere do. Its comppsitign, no
matter how prolonged, must present unity. 0,

¢ ¢

Reid obviously agreed with Ms. Grant because he saved her

61

column and glued it into his scrapbook. In fact, her

discussion on the qualities of a mural were more than likely
taicen directly from the artist's mouth and formulated!into,
an "artistic Aréed" as it is ref&rred to by Muriél Miner who
attributes the identical words to Reid in her book.62

‘ While praising the subject of Reid's murals, Jean |

Grant continues her column by mentioning their educational

purpose and her belief that the mural paintings will encourage

. moral principles and the appreciation of Canadian art. She

~ “concTudes: T T T T

The cultivation of municipal art is by a long way
the quickest, safest way to permeate society with
art feeling and for teaching people geherally and
bringing up a self-respecting community, there is
noqhing to be compar%d to it except the pulpit, not
even the newspapers. 3
Other reviewers chose to emphasize the Canadian sub-
ject matter of the murals and the generosity of the artist
rather than to comment on their artistic merits.
Desp/ite the negative critiques of the completed/

murals, the Toronto Guild of Civic Art was still willing to

. support Reid's efforts to continue the scheme of decoration.

At their meeting of October 12, 1899, the Guild appointed a

committee "to examine the remaining panels suitable for

decoration in the City Hall and plapé’a value upon the

.

-y
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decorative painting necessary to fill each."
consisted of Reid, Challener,

and Cruikshank.

49

64‘ The committee ,

F. McGillivray Knowles, Griexr

At a later meeting on January 16, 1900, .

they recommended@ that the Guild conduct competitions for the

complétion of the empty panels, a few to be executed each

year. The report contirfued:

The general plan to be followed in the main entrance
hall, should be based on the panels already painted
by Mr. Reid, namely aspects of pioneer life, those
to the left representing earlier, and those to the
right later phases of pioneer work.

The panels in the Upper Main Hall should be devoted
to Historical Subjects, which the Historical Society
should choose in conjunction with the Guild. The
panels in the Court Rooms, corridors etc. could be
As there are up—
wards of 100 available panels the work would, cgger .
a long period and demands a continuous pollcy.

devoted to Allegorical subjects.

A committee from the Guild then.met with the Propexrty

mmittee of City Council on May 7,

1900 and presented their

3 i
{gelieral plan to carry on the decorations at the rate of two

66

p%\nels.a year under the supérvision of the ,Guild. They -

\

a]'}so suggested that the city provide $1,000 for the project.

A&' may have been expected, this proposal was turned down
b
be;Jq:ause, as The Canadian Architect and Builder reported

"'llj,he deputation of the Guild was met with sympathy, respect

ar‘\\i,5 even admiration, but on the money question all was dark."

67

There were even sudgestions of private contributions at the

ci
wr
re

to

~r

the city offer the necessary amount!

4

sidence in Toronto had proved profitable,

68

ty meeting. This prompted the anonymous Canadian Architect

iter to speculate that perhaps a wealthy donor, whose

would in gratitude

The funds were not,
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however, forthcorr;ihg, and the mural decorations in the

Municipal Buildings remained as they are today - incomplete.
]

While George Reid's two panels perhaps do not stand

. out as monumental works of art, would they not have presented

&

a more impressive display if they had been part of a series

-

arranged around the entrante hall? This was Reid's original

. intention, if he had not been blocked by a parsimonious City

\

- Council., .Proof o/f Reid's plans are given in the series of
small oil sketchq/s prepared by the artist for twenty scenes,
each designed for a specific wall surface in the main entrance
of the Municipal Buildings.69 The sketches have been painted

s .
in narrow, 41 inch panels of three scenes each. In the scenes,

Reid allowed for interruptions of the composition to accomodate

«

the doorways, pilasters, and staircases of the entrance hall, _
so that it is obwvious from the sketches-whexle he plann‘ed to
place each panl'el (figs. 29-'43‘) . ‘

Altho gh undated, the sketches on cardboard for the
completed murals and spandrel decorations (figs. 30-31) must
have been done before the final versions of 1899, since the —
latter différ in Small’ details. To date the other panels
painted on -‘/canvas presents more of a problem. Muri'clel Miner
:i:n the catalogue raisonné& of her book on Reid dates the
studies from 1929, the year Reid touched up the murals until
1942 (p. 211). After Reid retired as principal of 0.C.A.
in 1929 he had more time to devote to mural projects onée
a;;gain. ‘

Reid also left behind a rough sketch in coloured

-\,

pencil.' axd collage on cardboard, uridated, of the south wall

3
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of the entrance hall of the Municipal Buildings (fig.27 a,
.70 It gives.an idea of the position of scenes in the
four bays on either side of the entrance arches. Magazine

1
illustrations of the completed mural have been pa$ted in

pl’ace in the colour study, thus dating it-after 1899. Reid

also prepared elevations of the south and north walls of the

_entrance hall and titled-it: "Plan and Elevations of City

Hall drawn by G.A. Rei’_c} for the purpose of continuing his

71 (fig. 28) ‘

decorations begun in 1900."
In the colour studies for the completion of the

pan‘els in the er'ltrance hall, Reid followed closely the sub-

jects proposed by the Toronto Guild of Civic Art in their

memorial to the City Council, May 7, 1900. The suggested

subjects were, as listed in The Canadian Architect and (
Builder: - "Early Cultivation, Clearing the Land, Felling the
Fore;s,t, Building a Log Cabin, Treaty with Indians, Hunters'
Camp, Long Portage (extending over‘ three panels), Early
Missionaries. n72 ¢

On the west side of‘i:he entrance hall Reid planned
scenes of 'Indians and pioneer scouts looking for suitable
land to settle and farm‘. The north-west wall of thrée bays
(fig. 32) shows the Indians at a time before the settlement
of the white men (fig. 33). Since the missionaries were
among thé fi.rst to encounter the Indians, one scene shows a

priest in front of an assembled group of Indians. The tents

in the background suggest that the priest had visited them

"in their village.. The other two sketches are difficult to

‘
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make out, but they seem to represent a continuation of the
Indian groups. )

The next panel of three scenes intended for the west
wall (fig. 34) i'llust‘rg“tes the men who act as advance scouts
checking the terrain by canoe or by foot with their packs
on‘th.eir backs (fig. 35).

On the south-west wall in the three unpainted bays
(fig. 36) the explorers have set up camp, docked their canoes
and strung up their meat supplies (fig. 37). The lak;a in
the background would be Lake, Ontario. For the other two
sceﬁes Reid envisaged .a—n encounter between the Infiians in a
semi;cir-cie and the white men sitting along a log. The
assembly of Indians is carried over into the adjoining scene.
. Mhother panel is a preliminary study for the com- .

pleted mural of tﬁe surveyors staking the land and the’

spandrel figures Fortune and Adventure (fig. 31). The above.

four panels have been recently mounted on a single board. *
A\

On the eastyside of the entrance hall Reid continuved

the series, alth:)ugh perhdps not in a logical sequence. The

murai study fo'r the south wall illustrates the Arrival of the

Pioneérs and the spandrel figures, Discovery and Fame (fig.
30), as Reid execut‘ed them with very slight changes.

The scénes intended for the opposite wall on the
north (fig. 38) also concentrated on the family with the.

women tending the cooking pot in the camp (fig. 39). The

men in the other two scenes are felling logs for houses and

opening up the land. The last .sketch of loggers-is almpst

>
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identicg;l in composition to the painting L'o.‘gging (fig. 68)
that Reid painted while he was a student in Paris in 1889
(see p. 90-91). - o

The studies for the east wall (fig.'40) depict four
men in the process of assembling a log house (fig. 41). \
This scene carries over into the next as the corner of the
house is evident. A man 6n the right is sowing grain. A
drawing in Reid's Scrapbook A, p. 12, illustrates a study
for the abowve scene. The third scene in the panel shows a

man ploughing among the tree stumps left from the clearing.

The wife and two children look on. Similar scenes are in-

'tended for the south wall (fig. 42) where men are sawing,

shopping, and gathering loés to build the houses (fig. 43).
, 0f these eight panels, only two were evér painted by
Reid'. The artist continued to hope that he would one day
fill the empty wall spaces on either side of the completed
murals with the above scenes which woﬁld encircle the entrande

hall and give the visitor a panoramic view of Ontario history.

Although the Toronto Guild of Civic Art did not give

"up on the proposal for the Municipal Buildings, their atten-

tion was diverted from that project to plans for the Provincial

Legislative Building in Toronto. George Reid was the chairman

of the Guild's committee organized in 1901 .to look into the

13 The committee

plan for mural decorations in the building.
submitted reports to the Provincial Government in 1902 and
1905;74 however, the Guild was not successful with this project
either becéuse of a fire in the Legislative Building and the

. 75
subsequent renovations. s
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Y For thHe City Hall project anothér committee was set
up.bn September 28, 1906 to concentrate on the proposed

76

decorations. In 1908 they were still meeting along with

the Parliament Building Decoration Committee, the Smoke.
Nuisance Committee and the Sign Nuisance Committee'.77
Finally in l929,‘after many intervening years during

which George Reid was preoccupied with duties as 'Principal

of the Ontario College of Art, the artist offered to clean

the murals in the entrance hall. This led to ; final attempt
\ by Alderman Carrick to ially support for the completion of
xthe mural cycle. Carrick requested $1,000 to allow Reid to

continue, but, as before, the state of the éity's finances

forbad it.'S

At that time too, Reid had become involved in
mural decorations for Jarvis collegiate in Toronto, and after-
wards he concentrated on a series for the Royal Gatario

7 As a result, the Municipai Buildings plan was

Museum.,
finally laid to rest.
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CHAPTER III

STYLISTICAL ANALYSIS OF HAIL TO THE PIONEERS

- After studying the murals 6f the French, and American

artists, and after early experiments,in .mural decoration .in—

- t

his summer residence of Onteora, N.Y., Reid was e of the

qualities necessary for a successful mural painting, as he

himself stated: . ' .

Aesthetically, the mural must harmonize in colour

scheme and line with its setting; and it must success-

fully co%r its space with a well-balanced and un- e
\ obstrusive composition which, no matter how extended
in length, must present unity. Technically it, of
necessity, must be light in weight. That is, it must
have light, not heavy, impasto; so that the picture
will appear to rest easily on the surface of the wall
and not leave the observer in doubt as to whether or
not the wall can bear its mass.. Moreover, it_should
take the light evenly from any point of view. '

-

Having formulated these principles in his mind, above all the
necessity for the mural to harmonize with its architectural
surroundings, Reid applied his knowledge and experience to ‘ ?

-~

the City Hall murals., The large format of some of Rei'.d'g.

earlier genre paintings', such as Call to Dinner, 1887 ( 72"

by 108"),and Mortgaging the Homestead, 1890 (50" by 83i"),

had given him some experience in painting on-a large scale. -

The two murals Hail to the Pioneers, 7' x 14' and -~ .

& . ®

7' x17', in the City Hall are situated between the horozon- )
o
tal band of the cornice and the dado of the wall (fig. 9).

The dado friezer of streaked yellow marble surmounted by a

3
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wide bordef of white marble, is carried around the hall

interior, leaving a-continuous band of wall space su;itable
for a mural sequence.m\ In his two fwrals Reigd emphasized
the. horizontality of this.wall space by creating a series of
horizontal bands within the composition. The standing figures
in the west mﬁhral (fig. 26) are of equal height and are

arrar{ged almost é()quidistantly and on the same plane across

the mural. This imaginary height line comes just below the

~base of the pilaster capi-ta'ls at either end of the murals

t N

and may be traced in the east mural (fig. 25) along the

heads of the upright figures to the top of the door lintel.
¥ : 4 -
The boots of the sitting and crouching men in the west

side are at approximatel; the same Aevel and form another -
horizontal band. (This is less obvious in the-east panel) .
This horizontality is further 'stressed by thé ribbon of day-
light. seen throug}} the trees and arranged across the back -

ground of the paintings and also by ‘the border of leaves

[

stretching along the top. This composition of forms placed

in a horizontal band suited the site of the murals'- an
B
entrance hall which is a pla\ev of passage. ,LPeople entering

continue qulckly to their destlnatlon Therefore the mural
A

is nqt viewed from the front as a unit but rath'er the
o

spectator sees one figure after another as he passes by. 7

IIP] the architectural compositfgon of th‘e' City Héll
i;?:eripr, the _h;)ri.zontj.al elements are broken by the segies
ofypi],.asters in each Bay of the ha11,<by the tall‘ verticall
~dqor surrounds, and by the free: standlng columns in thqi?

centre of the hall. 1In a sxmllee}; way the horlzontal bands

°
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in the mural are interrupted by the vertical lines of the
upri,ght fig{.nres ‘and by the trees, like columns themselves,
which repeat the vertlcal of the pllasters flankmg\the
murals. ~

This horinntal/vertical opposition is also evident
in the arrangement of the winged figures th:.ch fit snugI/y

into the spandrels between the three entrance arches. The

two centre figures, Fame énd Fortune, (figs. 22 and 23) '

especially, extend the vertical direction of the stunted

N
supporting columns of the arches. At the same time their

wings span out fbl\lowing the line of Q% arches. The horizon-

tal banner they hold up breaks across the top, and it connects

the spandrel decorations wi’th the other murals by carrying
. . ' “

over the line o€ the cornice from one. side to the other over

" the entrance arches. For Discovery and Adventure (f'igs. 2)l¥and

24) at the two ends, rather than attempting‘to squeeze the
complete form into an impossibly small space, each figure
. A

emerges out from the arch, her bo'dy and one wix% following
P

its line, the other cut off by the pilaster. The heads turn

in the c}irection of the larger miral decorations.

Thus the composition of Reid's murals did indeed

3

harmonize in line with its setting and followed one of the

dictums of mural painting, as Edwin Blashfield wrote in his
4
book on Mural Painting in America:

o

To the true decorator the circumscribing lines of

any wall or ceiling space cry aloudl announcing their
own peculiar decorative needs, and it is at once his
‘serious consideration and great ple re so to compose
his lines and masses within such waﬁ;fces that they
shall re-echo the framing and in a delicate way repeat

ment which’ lies about or near them.2

Y
‘ // ‘ l some of the ,impoftant lines of the architectural orna-

. . f~ SN
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1

. A In addition to the division of the murals into a

series of opposing horizontal and vertical bands, Hail to the

4 Pioneers is further divided into rectangular sections within

A ) two largest tree trunks divide the composition into three

\\ groups of figures all on the same plane. It may be noted too

their rectanqular frames. In the west mural (fig. 26) the

%

FUNPOPORIPIIY NN

G
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"that the groups are divid%d according to their functions or : {

duties, emphasizing the didactic nature of the painting: the

three men on the left fell the trees and carry the supplies;

"

the three in the centre act as surveyors; the two at the right

prepare kthe wooden stakes. Reid has concentrated gttention

on the central actibLty which is the subject of the west

-

mural, by having the men on the left depicted in profile and

turned toward the centre, and the two figures on the right

turned in the direction of the
taker and tripod together make
’ fallen log and the line of the

knee draw the eye back to the

thus bring more in?erest to *the central portion of the mural.

/

é ) .
two by the position of the large central'tree. The two men

3

LY

,/Tén in front 1inking the two grbups. The lines of the poles .
. x 5

and the woman's gaze seems to direct the movement towards the

- °

right side of the painting, to a space above the crouching

> . man. ,This focus to the right ﬁas perhaps meant to counter-

8

The east mural (fig. 55) is similarly divided into
%n the left turn towards the family grouﬁ with the crouching

\ .
over the pioneers' shoulders and the direction of their heads

bflance the jarring interruption of the door on the left and

surveyors eas well. The note- |

up the &entral motif. The

AFRURE SR R P -

axe across the left logger's

Indian in the backgroupa,andﬁ~
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" to carry the mural beyond over to the rfext scene, on the

right, of the'bioneers surveying the land. The rhythmic
grouping of- 2 3 / 3 3 2 of the figurés in the two p;nels
taken together helps to create the continu;ty of composition
from the left over to the right.

Not only are the figures in each panel divided into

groups, they also seem to be cut off from each other. Each
fig&ie is either absorbed in his own activity or with
expressionless face gazes off into the distance, oblivious
of his neighbour. The pioneers appear as isolated forms
locked into their positions in the structure of the painting.
They do not connect together as a group even though tﬁgy
stand side by side. The pencil éketches by Reid for these
murals support the idea that the figures were separate forms

which Reid, like a construction could move about and rearrange

to suit the composition. As shown in a photograph (fig. 20)

Reid worked from .these outline studies of the individual

models, pinned to his easel or coméiled in, a referehce file.
Not just the individual forms but also the groupings could
be reorganized. For example, a faded outline study Eh
pencil of a group (fig. 44) shows how Reid

reairanged thq group in the final version so that the man
sitting on-a sack has been moved_to a log away from the
surveyor taking notes who has been shifted to a central
position in the composition. 5
The intersecting of the horizontal §nd vertical lines

in the two murals forms a grid-like structure and gives a

feeling of rigidity to the composition. The horizontal and

\
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vertical grld is 1nterrupted by dlagonal elements such as

the lines of the tripod legs, the position of the guns against
the‘tree in the west mural, and the axe and logs carried by
the men in the east mural, The intersection of these opposing
lines on the sTrface of the painting increases'?he sense of
flatness and the decorative‘patte:n that Reid wished to
achieve. The only suggestion of depth is in the movement

toward the Indian, as mentioned above, and thig progression

backward is arrested by the screen of trees in the background.

This flat, planaﬁLquality of the mural was another major

distinction betwebkn an easel painting with its_modelling of
form and creation of space within the painting and a mural.
As Frederick S. Challener, one of Reid's students and fellow

mural decorators explained in an article on "Mural Decoration”

-

in 1904:

In order, too, to be in harmony with its settlng, a-
mural painting must, in artists' parlance, "cling

to the wall." There should be no attempt to disguise
the fact that the painting is on a solid wall and
level surface. It must neither seem as though it
were modelled in relief nor make a hole in it, but
should lie quietly and flatly in its place.

A decoration, therefore should not be stereoscopic,
for the moment you introduce depth -of .atmospheric

- perspective, and focus an effect in one place only, \

as is done in picture painting aenerally, you at
once do break through the wall.

To achieve the desired flatness, Reid has minimi;ed
m:t:he background eetting of his murals. The figures dominate
the'cenposition, and the trees and landscape behind are not
interesting iﬁ themselves. They deflne the comp051t10n and

act simply as supportlng elements in the structure of the

paintings. The pile of rocks lumped together on the side of
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both murals and the carefully positioned log in the west
panel resemble theatre props in a dull and unimaginative
‘setting. Reid, however, was capable of concentrating on
‘the landscape in his mufals, even in some detail, if he felt
the location of the mural required it. "

One example is his early attempt at mural decoratibn»
in the summer house of lawyer Charles Russell in Onteora,
New York. Reid painted mural scenes completed in 1899,
depicting the apple blossoms and frolicking sheep of Spring
(fig. 45}, the fielas of daisies in Summer (fig. 46), and the
apple harvest of Autumn (fig. 47). The view of the Catskill
hills in the distance seen from the verandah of the house is'
repeated in Reid's ﬁurah;which are about four feet high and
encircle thé living room just below the line of the roof.
Each mural stretches across the length of the wall it is on,
and once again Reid has composed horizontal bands of land-
scape. Thg hills and meadows form bands acrass the back-
ground of each painting. Figures are’placed in the foreground
" of each mural, but to ome side. (The other half 02 Sumner,
\the longest of the panels, could not be shown in the‘illuStra—
tion because of its size). The centre of each mural is devoid
of figures so that the eye is drawn past the foreground into
the fields. This gives the paintings somMe depth and creates
a feeling of space in a room which is not huge, and where the
murals are mounted on adjoining walls.
- Since the sympols of the seasons represent the main
theme for the panels, Ehe hay field, sheep, and basket of

apples are as significant as the figures. Thus the human !

1
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the background of all three scenesand ends in a diagonal line

62

A
forms are not as imposing as the pioneers in the Municipal

Building murals, who commemorate former heroces and are of

more monumental proportions. . »
The earlier proposals for the Council Chamber by

Wyly Grier, William Cruikshank, and Reid offer an example of

Reid's use of the landscape to unify the composition (fig.

i?). The wall is broken up into three paintings placed on

the ﬁpper half of the wall. Therefore they are to be viewed

at a distance and as a group. The shoreline is carried across

at the right, somewhat reminiscent of Puvis de Chavannes'
use of a diagonal line of a cliff or shore to finish off the
side of a painting. The groups of figures in the Council
Chamber mural studies are scattered throughout the scene,
some as small indistinguishable forms in 'the background,
others more prominent in the foreground, none as large as

i .
the more static life-size figures in Hail to the Pioneers.

[y

The many groups and positions of figures in the former mural
sketches suggest activity and industry (to borrow from the
title) in a scene representing the pioneer days of early
Toronto. The lake in the background is historically important
to situate the scene on the shores of Lake Ontario.

The carefully composed structure of the City Hall
murals was also a feature of Reid's earlier proposal for thel ~/»
panel éntitled Science, intended to go outside the Council :
Chamber (fig. 48). Within a similar long rectangular space,

Reid has arranged his figures in horizontal succession across

the canvas like a classical frieze. They take up the front
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plane, and behind them the landscape is composed of simple
flat forms and shapes. The opaque clump of trees in its

decorative role denies any sense of perspective and.recalls

the function of a similar mass of trees in Puvis de Chavannes'
L]

Q7

Summer in the HOtel de Ville, Paris ( fig. 49). In!%igyﬁ as in

Hail to the Pioneers the standing figures are approximately

4

the same height and form a horizontal line across the painting.
At the same time these vertical figures and the straight lines
of the tree trunks challenge the horizontal band of the sky

' and land mass.: The trees also divide the mural vertically

N

into divisions as ‘they do in Hail to the Pioneérs. This

o

diiﬁsion ii more evident if Reid'gmétudy for Science is
taken together with its companion study for Art by Grier
(fig. 15). The trees in each painting break the overall
com 951t10n into three sections contalned within the limits (

of tgé vertical, pillar in Grier's mural on the left and the

tree on e right of Reid's sketch.

The groups of figures in Science are not as sharply
divided as ﬁhey are in the pioneer murals. Reid has positioned
the forms across the canvas in such a way that an imaginary
line drawn Jalong the height of each figure in succession,
following /tthe general outline of tge forms, undulates across
the pain¥ing and carries over into Grier's panel (fig. 14,
-linz/;l. This rhythmic motion is further defined in Reid's

study by the position of arms which similarly creates a waving

line across the canvas (line b). 1In certain areas, the lines

A

H
4
5
3
y
3’
%

of the drapery also contribute to this internal rhythm, for

example, the diagonals of the o0ld mens' robes on tpe far left.

N
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*
Therefore in Science the groups of figures flow together as
a procession across the wall, and the composition, while
carefully structured, appears less rigid and perhaps more

successful Ehan Hail to the Pioneers.

As both murals were to be located in areas of passage,
the horizontal, progressive movement of the composition was
suitable. Science was intended for the upper corridor running
from the south to the north, so that the viewer would be
moving/es he looks at the mural. However, Science together
with Art were to flank the Council Chamber entrance and would
have been seen from the front by someone climbing the stairs.
Therefore, Reid has reduced the figures giving them more space
within the composition of Science, so that the scene can be
viewed as a whole from a farther vantage point.

Reid's arrangement of his forms in a horizontal band

in both Hail to the Pioneers and Science harks back to the

murals of Puvis de Chavannes whom Reid acknowledged as a source
of inspiration to him.. The rhythmic succession of groups of
figures across the canvas was a characteristic feature of
Puvis's murals. As Jacqhes Foucart points out in his introduc-
tion to the, Puvis de Chavannes exhibition of 1977:

Puvis's ‘Childhodd of Saint Genevieve, The Pro-
visioning of Paris, The Inspiring Muses (Boston) and
The Sacred Grove (Lyons) yield their secret in the
-way they unfold laterally - unhurried and majestic,
like slow-motion film, where movement is suggested

by figures which succeed each other, recur, musical-
ly echo one another, move and yet remain motionless -
figures which carry a beautiful and assured poetry.

As a student in Paris from 1888 to 1889, Reid had a

chance to see at first hand Puvis's murals executed before 1889
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%n that city. Later on Reid became familiar with the series
I3

L6f murals by Puvis in the Amiens Museum. They were all in
place by 1896 when Re{d returned to France and made a special

trip to see the' Amiens cycle for the first time.5 In addition,

he was able to renew his knowledge of the Panthéon and Sorbonne :

o~

RN

murals and to see the complete series of mural paintings in

the H6£el de Ville. Thus/he was able to draw on these examples
when he began to férmulate ideas for the City Hall plan.

To take the example of the mural by Puvis de Chavannes,
Ludus Pro Patria, 1882, in the Amiens Museum (fig. 50) the

.

figures have been arranged on a narrow plane in the foreground

and, in the same way, Reid aligned his piobneers all along the .
front plane. {The placement of standing vertical figures and
straight trées agafnst horizontal bands of landscape was a key
element in Puvis's compositions, more obvious in later murals
such as Inter Artes gt Naturam (Rouen, 1888-91) (fig. 54) or

v
The Inspiring Muses (Les Muses inspiratrices) (Boston, com-

pleted 1895) where the horizon line of the land is an absolute-
‘ly straight band running across the background. The division

of the mural into three groupings aided by the positioning of

_trees is also apparent in Ludus Pro Patria which Louise

d'Argencourt refers to as a kind of triptych.6 The left side
of this mural is reserved for the domestic activities carried
out by the women, the javelin throwers take up the central

section, and the family groups are placed on the right side.

Another example of Puvaﬁ's work, The Sacred Grove (1889)

(Le Bois sacré&) in the Sorbonne, is similarly divided into

B

three, both thematically and physically.

™~ \ ‘
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It is obvious that George Reid had studied Puvis's

mural Ludus Pro Patria in the Amiens Museum, for ‘he borrowed

certain forms from the mural. The figure of the bearded man

" with a staff beside the tree on the right of Reid's study

for Science could have been modelled on the man with a beard,
leaning on his staff in Puvis's mural (fig. 53). Both figures
turn towards the centre and, with the tree, close off the
painting at the right. The group of youths leaning on their .
javelins (fig. 52), looking towards the protagonist, compare
in stance with the pioneers shown standiﬁg at the left side

of both City Hall murals by Reid. In the Arrival of the

Pioneers, the figure of the mother holding her child bears

-
a relation to the pose of a mother and child in Ludus Pro
Patria, (fig. 53) and it is a frequent motif in other murals

by Puvis de Chavannes, such as Ave Picardia Nutrix left side,

Inter Artes et Naturam (fig. 54), central figure reaching up

to the apple tree, and St. Genevidve at Prayer (Sainte

Genevi&ve enfant en prié&re) (fig. 55). The latter mural

" suggests another borrowing of a motif by Reid from the French
master's repertory. The pose of the Indian looking out from ;

behind the tree in Hail to the Pioneers, west side, recalls

the ploughman in the background peering out at the praying

child, Saint Genevieéve, in Puvis's Panthéon series (mounted

i
]
3
1
i

in 1877).
In addition to the aconcern for spatial arrahgements
and for fitness to the surroundings, another primary concern

for a mural painting was the use of light. As George Reid

notes in his own statement, a mural "should take the light

me e e em ae



2 i) & R e & o e

i,

e

B e

A AL, P BTN Sown e

i

67

evenly from any point of view."7n In Hail to the Pioneers,

the light does not focus on one area but falls evenly across
the canvas, casting small, hardly noticeable shadows.‘ Unlike
an easel painting, there is no obvious focus of attention;
.ho one afea is highlighted. Dark outlines or contrasts of
colour are used to define the forms. The patches of light
4in the distance between the trees serve to bring the back-
ground forward to create a bidimensional effect. In the City
Hall entrance, natural light comes from a row of windows
rizghing to the ceiling opposite the mural. They ?rovide a
certain amount of daylight to the hall, but the distance
across the hall is such that no direct light falls on the } -
murals. Originally there were low-hanging cHandeliers in
the three bays inifront of the entrance arches;.8 (Neon lights
have been added along the ceiling and have thus changed the
original effect of lighting in the hall). To tone down any

gliﬁmer caused by the oil paint, Reid mixed wax and turpentine

with the 0il colour. According to a book on Mural Painting,

published in 1887 and written by Frederic Crowninshield, "the
best contemporary mural painters" used this method for creating
a fesco-like matt surface for mural paintings on canvas.

For, as Crowninshield mentions, "Nine times out of ten the
7z

mural painter wishes to avoid gloss - the delicate, airy and

“ dead tints.being the great charm of his work."?  The paint

Y

was laid on as thinly as possible to the paint surface.

The subject and site of the Municipal Building murals

’

required a different treatment of light compared with Reid's
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mural paintings in the Russell homé.in Onteora, New York state.
Fof example, in the decoration entitled Spring (fig. 45), 1899,
there is a definite division in the composition between the
shaded foreground and the lighted area behind. Reid created

a window effect with the silhouettes of the trees and the
shepherd boy acting as a frame. The eye of the viewer is
drawn past them into the'dazzling sunlight of the field in
the centre of the mural. The viewer is then lead furtherﬁ'
back intq the painting by the prancing sheep at the right

which run diagonally.back. The flat line of the hills behind’
the wide horizontal band of the field break the movement into
depth.

The lightness of the pastel colours and the brightness
in the Russell paintings is in contrast 'to the cool tones of
Reid's Municipal Building murals. The Onteora decorations
are outdoor landscape scenes filled with light and were

appropriate for a summer, "shingle style" house in which they

¥

were placed. 1In the actual room, the murals do not receive a
lot of natural light, and thus the lightness of tone also
makes up for their position below the ceiling.

On first impression, the City Hall murals appear
grey and bland, partly due to their yellowing ovef time and
a lack of cleaning since 1929.11 However, it was Reid's
intention to use neutral shades that wduld not compete with
the surrounding architecture. The greyish-white marble and

the grey sandstone arches set the tone for the coolness of

the colours in the murals. There are no areas of high

e
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intensity, no bright vivid hues to attract thé eye to one
area of the painting. Mural painters working with oilwon
caﬁvas often emulated the quiet tones of traditional buon
fresco, which se¥®med suited to mural decoration.

The varlirs subdued tints of Reid's mural are arranged
across the canvas in Broad, flat colour masses of even inten-
sity. In the west k;ural the grey-pink of the sﬁirt“on the
left man is picked up in a lighter version in the pants of .
the next standing figure, to be caught again in the belt of
the surveyor, and finally carried over to the shirts of the
adjacent pioneer and the standiﬂg man at the right. ~In the
original colour sketch in the London Regional Art GaLlery,Xffg.3l)
the latter sported a white shirt which Reid changed, probably in'l929,.for a
less startlihg rose shade in order to unify the colour com-
position.12 Various hues of blue are similarly transported
across the canvas, always subdued so as not to rival the
sombre greys and browns of the surrounding areas. Reid
rcduced the intensity of certain bluesyfrom the oil éketch
in the final version. The siénna shade of the ground, wﬁile'
brighter than the other colours does not seem out of plaqe :
"in the colour range, since it matches the yeliow striations

in the marble of the dado below and yet éppears moré.subtle
than the golden yellow of the halls's free-standing columns

13

nearby. This more vibrant tone has been carried over to

the mural in the deep ochre of the border pattern.
It is obvious that Qgid did notw?verlook the major
) 4 ;

L. L.
principle in mural paintinghthat the decoration harmonize in

colour scheme with its architectural setting. True to High

[
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Victorian architecture, theé Toronto Municipal Buildings are

alive with variety of colour and ¢ontvast of materials. Reid
' .

picked up the pink tones in his murals from the rosy marble
of the hexagonal bases of the columns in the hall.and from -
the pink‘tesserae in the mosaic patterns of g&;e fdoor (fig.

’ 56) ile repe'a@ the warm, golden tones of the dado, the

P i o

free standing col,umns, and the running- 1eaf pattern in the

iy

floor mosalc. The greys vary in shade from the almost black
Lt "streaks in the dado smarble ‘to the milky grey of ‘the white _
. r"‘ marbl-.e. .The grey-brown sandstone of the entrance archesa is

repeated in the grey-browns of the clothing, boots, and trees

x . . ’ %
.1

LS Reid's use of colour and light was guided, as was his

- in the murals.

compositional structureﬂ,@ by the exampie of Puvis de Chavannes.
AN

R i .
’ The pale tonalities of Puvis's murals caused a sensation in
his day. His intention was to efploy subtle sh@aéf which

- blended with/the overall tones of the architecture. Puvis

v . - . . . ’

.\ - deliberately, used white, chalky tones which sometimes gave
his figures, yith their lack of modelling, an unreal,

-~ -

phantom-like ap{pearance, espec:Lally in hisg later murals.

~ . ‘ Placed againgt a darker background, the forms became flat as

[}

» paper, for example 1n’such$%lworks 3,8 The: Sacred Grove, Beloved

of the Arts and of the Muses (Le Bois sacré cher aux Arts et

s ’ aux Muses) (Lybns), Inspiring Muses (Les Muses lnspiratnces)

- in Boston, or his earlier Repose (Le Repos) , -(Amiens). * The

e AR da b b PG FrP Il o=
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(\ (':rtt;ic‘Hilton‘Kramerh_expressed_l’uvi,s de Chavannes' %ms_: . oy
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For him, the art of painting consisted in fllterlng

) ouﬁ‘all chromatic contrasts to a point where every, .
tone enjoyed an equal visual weight and the, surface
of the picture became-a flat, contigxous, unbroken
plane bathed in an;unéaf&?ly light. " .

e d
. In Hall to the Pionelks George Reid did not emulate

-
v ‘ .
the d?b{SEFe, ethereal quality of Puvis's forms. Rathetr he

~
relied on dark, earthy colours more apprgpriate to the
o B . - » ’ '

Canadian bush froftier. In his mural study for Science (fig. 48)

(1896-97) Reid came closer ,to the colour tonality of Puvis

%

de Chavannes. In this'early proposal for the Council Chamber

entrance, the scene derives from classitdl times, and the ™~~~ ,

‘an

tones‘saggest the cool colours of ancient freé%ot] Each robe
% of tﬁé\figures is of a different hue; theére is a stronger -
b ' blue iA the centré, a résg—pink, touches of yéalow,wall pale,
 : | soft shades in a wi@er range of tones than Reid employed in

r

the Pioneer murals. ‘
. t

B g A

Tde winged figures in the City Hall decoration are

painted in the same restraihed shadeé of rose, blue and

white. Réld darkened the lines dellneatlng the archltectuﬁil
\ /
space of the spandrels and in 1929 he palnted over the yellow—

ochre background with gold.15 This addition increases the

o g —— I

flatness of the ‘spandrel mq{als‘énq,brightensqand defines

2 the ‘'space’over the archi?. They are‘located under the secgnd
1 . floor gallery, of the Clty Hall entrance,. and therefore

receive 1ess natural light from the-w1ndows._

; ' . For the actual procesé of palntlng the City Hafi

A
) _murals, Reld was fortunate to .have a huge studio in which he
- * could view the murals in thelr ‘entirety mounted on s&affolding
. ‘ A L) v * - \’
v " ‘~ ) N N ‘ ] . ; . * & Y ' . ‘\ i ,
. . . . .

“vs uha-t oS




g

-

L

e e e

' ‘ 5 L 72

-

--(fig. 19). Before reachind‘;his stége, he had to go through

the preliminary steps in designing his mufals. In the photp-

“ta
graph of Reid attending to the finishing touches of the
: . ‘

murals in his studi% (fig. 20), one may observe 6n the lower

part of his easel, a series of outline studies of the

‘individual fiqures in the composition. Some of these charcoal

Fig ) ' >
and pencil sketéhes have been pasted in to Reid'@ scrapbook

§

"(figs.57-61). 1In these preliminary studies, the outlines are *

dark and there is little shading except in areas such as the
creases of pants and the booté. ‘He does not suggest volume,

but rather concentrates on the lines of the clothing and the

s

silhouette of the figure. 1In transposing the figures to the -

canvas, Reid maintained the emphasis on dark outlines to-
define the forms which in a mural are usually seen from a
distance. Reid folioﬁed these sketches faithfully with only
a few al;erations to édd details or to eliminate awkward

lines, for example, the upraised arm of the man standing

beside the tree on the left of the Indian in the west mural.

" (Cofipare fig. 57 and fig. 26).

Other hastily exeguted skepcpes of the composition
illustrate how-Reid rearrangéd %he‘groupings, eliminating
unnecéésary figures or avoiding crowded groups (fig. 62 and
63). In the pencil on paper study (fig. 62) thg division of
the panel into three distinct groups is evident. In another
pencil study, (fig. 63) he avoids such é_cleaé—cut division
and: spreads the figures across the panel. In the final'

veréion of the west mural, while retaining the divigionvof

three g’roupsg ‘Reid has spaced the figures out to giimx?less
" ) N . . - ’ .

¢
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+« crowded effect, and he has introduced more variety of pose
and activity. In both drawings Reid scribbled light Aiagonal
lines across the forms to emphasize their flatness. Another
ﬁreparatory study of the composition of the egst mural in
faq?d brown outline has been squared off for transferring the
final version to the.canvas (cat. no. 16).
. Tokdetermine the placement of the tones in the murals,
Reid made the small oil sketches on board (figs. 30 and 31).
In these studies the detail is left out; the broad brush

-‘
strokes of colour are arranged to achieve an evenness of hue

across the mural. Reid planned the juxtaposition of the flat

o

patches of colour so that the forms of the,mural would be’
defined not only by line but by areas  of colour. In the finpal
watercolour version of the entrance arches illustrated in the
photograph of the artist in his studio (fig. 20), Reid was
able to judge the overall structure of line and colour within
its architectural setting. This framed sketch is likely the

Y { .
watercolour entitled, Study for Mural Decoration, Entrance

. | l

Hall, New City Buildihgs, Toronto, which Reid exhibited at

the Royal Canadian Academy exhibition in 1898, and which was

illustrated in the Canadian Architect and Builder of April
16 , ' 0
g ‘ ’ +

é \ The photograpEJof the artist in his studio also

reveals the presénce of samples of the marble or stone from

1898.

the interior of the City hall, propped ﬁp against the d%ﬁvas
of the murals. .These samples would enable Reid to compare’
the tones of his mural with the attual tongs of the marble

w

surrounding the works in situ. Thus even Reid's working

e T o T C R Y
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methods reflect the influence of Puvis dé Chavannes who had

requested that examples of the stone from the staircase of

\

the Boston Public Library be sent to him while he was
o

preparing the series of murals for Boston.

Reid's preparations for the final work of the mural
reflect his early art training in the academic style. His
method of drawing croquis or &tudes of each bf the figqures
in the mural was the usual preparatory step for academic
,painting which emphasized good draughtsmanship. Louis M.
Fink describes the process in the creation of a painting in

the achemic tradition:

During the 19th century, in creating a large
composition.of many figures, the artists habitually
began with small sketches of the whole as he imaged
it, small enough to be seen at a single glance. Each
figure was then drawn from the nude model, whether
the character would later appear clothed or not.
Drapery and costume were studied with similar care.
At the end, the parts were assembled and unified in
the final work, which was thus a compilation and
refinement of many observations and judgments. In
this kind of, paintigg, improvisation and spontaneity
have little value.

-

The painted colour ggetches (figs;'30 and 31) as noted
above, were executed to give an idea of the composition,
colour tones and light and dark values for the final pginting.
Preparing preliminary éolour studies was again stapdard
academic procedure in painting. In Reid's early sketches
details are not important at this sé;;z, but the emphaéig
on outline is evident - a feature of a mural where clirity
of silhouette ié necessary for a‘’‘large painting to be viewed-:

from a distance. An even more obvious example of Reid's

¢oncentration on outline ig apparent in the painted étudy for
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Science (fig. 48) where the colour is lightly applied within

the forms defined by dark outlines.
A mural painting demanded a different concern for
Fr s N
light and space and careful attention to the place in which

it was destined to be mounted; but, similar factors came to

play in the creation of a figurative mural work and an easel

i

painting of the academic tradition. In a comparison of one

of Reid's earlier genre paintings, Mortgaging The Homestead,

1890, (fig. 65) with the ‘City-Hall murals, it becomes evident
how certain concerns in Reid's easel painting relate to

characteristics in the mural. Mortgaging The Homestead was

-

painted after his return from France, six years before Reid

started the City Hall proposals. The work, a fairly largi
0il painting (128.3 cm. by 212.1 cm) portrays a rural family
scene"typical of many of Reid's genre subjects. The composi-
tion is carefully arranged so that the figures are placed

across the canvas, creating a. horizontal en‘)bphasis that is so
1

" apparent in the murals. In the easel painting, howeyer,

the figures are not éligned on the same plane. Reid. has

¢ K o
created three-dimensional space within the painting  with the
2

diagonals of the furniture and walls of the room. The viewer
is 'drawn back throl;gh the door of t;he room into the background
of the paini:in;; to the wool-winder, an object recalling the
domestic activit;es of the rural women. -The éurved posture

of the mother and child and the outline of the men bent over
the cricial document highlighted by white creates.a central

focus for the painting. In a similar wéy the surveyor and

tripod are the cientral figured in Pioneers. .

&
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In Mortgaging the outline of each figure is well
defined, either silhouetted against the light wall behind or
by a contour of contrasting colour. This physical isolation
of the figures who are absorbed with their own thoughts or
gaze in different directions recalls the pioneers in the

o

Municipal Buildin? panels who are devoid of personality or
emotioﬂi However, the narrative quality of the genre scene
required that Reid give the members of the family some feeling
and ,emotion as expressed in the arresting look on the face
of the mother with babe in arms and thevhopless gestures of
the elderly couple on the right. In Pioneers this individu-
ality is lacking since the human figures are given a more
decorative, albeit symbolical, role.

The use of light of course contributed to the more
dramatic scene of the .family mortgaging their home and
represents a major difference between £he two works. In the
easel painting the contrasts of light and dark are often
stark. Light éggm a window or otherllight source flows
from the left of the picture and highlights areas such as
the child's fa;& and hair, thé bearded man, and the side of
the woman's face, placing the other haif dramatically in
shadow. In the mural Reid did not intehd to model his forms
by a play of light and shade to crea&e spatial depth.

While the use of light differed,‘the tonés of

Mortgaging the Homestead recall the browns, greys, dark pinks

and blues of Hail to the Pioneers. 1In the easel painting
these drab colours contributé to the glgomy‘mood of ‘the ‘

figures. The touch of pure white of tHe document ehphasizes

-»
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its importance as the cause of the despair in éhe family.
scene. Reid employed the same tones in his mural pa;nels,

but for different reasons: on the one hand to create the
atmosphere of the dense, dark, bush country, but principally
to blend the paintj!,}}g with the surrounding architecture.

Thus his fn!ekof. colour was influenced by external considera-
tions for the mural and by the internal, so to speak, narrative
considerations of the easel paintfng.

In both the mural and tl;e easel painting the presence
of the artist"s brish is not apparent. There are no h’asty
strokes of the brush loaded with paint. Spontaneity v{as
shunned by the academic painter, and likewise, the muralist's
success depended upon the control of his brush. The careful
arrangement of the composition, the emphasis( on line, the
lack of painterly texture, and the controlled brushwork were,
aims of academic painting, and these characterisfics'were

fully developed in Reid's mural panels.

g
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Zodiac Salon and Vigtor Hugo Offering K'is‘ -Lyre to thdé City
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CHAPTER 1V

ICONOGRAPHICAL STUDY OF THE MURALS IN THE MUNICIPAL BUILDINGS

In the Toronto City Hall and Court House building
decisions concerning the running of the city and the applica-
tion of justice on a municipal level were carried out. This

building was the centre of city administration and, as in any

small town or city it was the dominant cultural and historical

landmark. Upon entering the hall of the building through the
imposing arched entrance, one is reminded g€ Toronto's begin-
nings and pioneer history by Reid's mura%s. Geoxge Reid's

choice of suitable ‘subjects for the Municipal Buildings was

S

based on the example of French and American muralists who

. k3

relied on historical themes as well as on mythological and

allegorical subjects which had universal appeal. In the Paris

Hotel de Ville, for exanple, the subjects depicted in the vast
mural commission announced in 1889 included scenes from daily

Paris life, a series of paintings on the politigal history of

Paris, for example, The Reception ‘of Louis XVI at the City

Hall (La Ragception de Louis XVI & 1'H6tel de Ville), or

Voluntary Enlistment on the Platform of Pont-Neuf in 1792y

(Les Enrdlements volontaires sur létterreﬂ-plein au Pont—Neuf

en 1792). :Then.there were more alleégi‘ical_ subjgacts"such as

Puvis de Chavannes'  Summer (Et€) and Winter (Hiver) in the

-

<
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of Paris (Victor Hugo offrant sa lyre 3 la Ville de Paris)

for the grand staircase ceiling.

0f the French muralists at the end of the nineteenth
ceAntury, Pierre Puvis de’Chavannes was the most revered by
American artists, and his influence was further extended
across the Atlantic when he was asked to paint the series of
murals for the Boston “Pub,lic Library which were completed in
1895. American muralists, looked to Puvis as a modell as did
George Reiq who referred to the French artist as "the prophet
of modern decoration.?'2 Reid included illustrations of Puvis's
murals in his articles andlectures on mural decoration,
and the inspiration Réid derived from the ‘French master's
work is evident in the City Hall paintings.

Not only were Puvis's paintings an influence for .
Reid, but the French academic traditiop out of which Puvis
had developed was impressed on Reid tthugh his early art
education. The academicians stressed the need for the artist

* to display his knowledge of‘ literature, classical myths, or

religious themes in his choice of subject. Reid prefered
to be regarded as an educator by ’portraying the historical
background of Canada. ‘For the murals in the City Hail, Reid
deliberatfe,aly chose a subject in Canadian history which was
familiar to the spectator. Also he wanted to depic;: a scene
which would be easily read and understood without the
symbolical references and allegprical vocabulary. found in ‘ 0
Puvis{de Chavannes' work. At the same time . his murals

achieved the academic ideal of a subjegt with narrative intent,

% A - ‘ s . v

v

which aroused noble sentiments from its viewers.
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Most of Puvis de Chavannes' murals concentrated on
abstract themes, often with subjects which presented an
opposition to each other, for example his early works

Concordia and Bellum, 1861 and Work (Le Travail) and Rest

(Le Repos), 1863, now in the Amiens Museum. In this respect
Reid and Grier's ‘proposals for Science and Art are ciose to Puvis.
(Reid did not contrast his subjects but in his City Hall
panels he represents a continuous theme, a progression not

only of figures but of an idea carrying over from one panel

~
.

to the next). Another of Puvis' later allegorical works = -

was executed for the Boston Public Library, The Inspiring

Muses Acclaim Genius, Messenger of Light (Les Muses inspira-

trices acclament le génie, messager de lumi€re). In these

murals the figures appear in classical dress to deny their
identification with a specific time or event and to better
represent the universality of ‘the theme. When he chose to
depict an historiéal sub’ject, it was a mythical past perceived

through his own imagination, for example, The Childhood of

Sainte Geneviéve (L'Enfance de Sainte Genevi&ve)(fig. 55) or

1

Charles Martel Victor over the Saracens (Charles Martel

.

vainqueur des Sarrasins), Poitiers City Hall, 1874.

- In one of the murals by Puvis de Chavannes painted

for the Amiens Museum, entitled Ave Picardia Nutrix (18655,

. -

the artist commemorates the fertility of Picardy, as the <
title sﬁgéests (fig. 66). Puvis illustrates the activities
of the inhabitants as they gather the harvest of the 1land

v &

and the rivers. The building of a house, the gathering of the

produce, the mothers with their children are all images found

.
»
-
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in Hail to the Pioneers or in Reid's proposals for a continua-~

‘tion of the cycle for the Municipal Buildings. Reid similarly
portrays the cooperative efforts of the people who are
labouring to render the land@ productive. Puvis de Chavannes
declared that ‘the construction of the building in the back-

[

ground of the right side of Ave Picardia Nutrix represented

"civilization on the march" ("une civilisation grandissante").
In the same way George Reid's depiction of the settlers
building log houses in the hinterland takes on a broader

significance. The Canadian pioneers were settling a land

that had been regarded by the mother country as uncivilized,

«~and their log houses symbolized "civilization on the march”

in the North American frontier.

The earlier proposals for the Municipal Buildings by

Wyly Griex, William Crdikshank,. and Reid suggest that the

‘members of the S.&é)ciety of Mural Decorators relied on Puvis's

example in their first proposal as well. Since neither

. . . 5 .
Cruikshank nor Grier pursued careers as muralists,” .it may

A
"be surmised that it was Reid who provided the direction for

the first City Hall sketches and who encouraged the others

to look to Puvis for inspiration. The title of the mural

proposal, Industry, Integrity, Intelligence recalls the’

%
abstract titles of Puvis's allegorical scenes symbolizing

the virtues of Paris, Patriotism (Le Patriotisme), Intrepidness

(L'Intrépidité), Generosity (La Gé&nérosité) on the ceiling of
the gradd staircase in the Paris HGtel de Ville. Enthusiam

(La Renomm&e) and Industry (L' Industrie) ‘g‘raced‘ the corner--

"pieces of the ceiling. In.the sdme way, Grier, Reid and
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Cruikshank's work symbolizing the motto of the city of
Toronto,.stressed the virtues of industry, integrity, and
intelliéence. These were appropriate references for a
Council Chamber where municipal decisions were made. The
emphasis on moral principles as frequent in French and‘
American subjects for mural décorations which as a public
art were intended to be uplifting to the viewer, |
Not only the titles, bu'/;he actual type of work
g;Cruikshank, Reia and Grier

R ,

(fig. 17) bears a relation to the activities of the figures

depicted in'the three scenes b

in another Amiens mural by Chavannes, entitled Work .(Le
Travail) (fig. 67) which,as noted aboveeRéid had reproduced
in his article on "Mural Decoration“,“January 1898. The men

xhammering at the aﬁ%g% and pouring the molten metal in

MIndustrX recall the forgers in Work. However, Reid's later
pioneers perhaps come closer to achieving the heroic quality
of the muscular, idealized figures of Puvis's workers. The
cart and oxen, the family group in the middle ground of
Integrity find their counterparts in Puvis's mural. Also the
motif of the house under construction at the right of

Grier's sketch, Intelligence, is reminiscent-of Puvis'

similar background scene at the right of Ave Picdardia Nutrix

&
(left side ) (fig. 66). Chavannes use of-a border of devices
| ' »

around each painting in the Amiens group has been borrowed

’

by Reid and his colleagues in their use of wide frames with

bound laurel leaves and ribbons as a border for each scéhé:

v

In another mural by Puvis located in the Amiens

Museum, Ludus Pro Patria (fig.VSO) the main themes ielaféjto

/ ‘ . ‘

B
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those Reid introduced in Hail to the Pioneers. Louise . /

d'Argencourt, in her study of Puvis's murals in the Musée
de Picardie in Amiex'ms,6 concludes that the three main ideas

proposed in Ludus Pro Patria are: work, family and father-

J

J)land, the traditional values of the French middle class and
common themes in French nineteenth century painting. In
Reid's series the eofforts of the pioneers to explore, clear
the land and to /b'uild upon it, well represent the theme of
wovrk.' The father, ’mother and child, illustrated‘in the east
mural corres‘ponds to the family groupings so typical of
Puvis de Chavannes' ppintings, and especially evident in

Ludus Pro Patria on the right side (fig. 53). As d'Argencourt

says, "Le groupe homme-fermme-enfant motif qui pourrait &tre
maintes fois repris par Puvis, avec comme titre: fatmille.,"7
Finally, Chavannes' young javelin throwers who stand ready to
defend their fatherlank:l have in Reid's murala‘become the
pioneers who face the hardships and danger of an unknown
land, ! }

Of all the early proposals for the Mclpal 'Build’ings by
the Society of Mural Decorators, the ones whléh most closely
relate in subject to Puvis de Cﬁavannes' themes are those by
Reid and Grier, entitled Science and Art. Science (lfig. 13).

4

by Reid depicts learned men with beards, the fathers ‘of

9 ”

science from antiquity, giving instruction to students ox
working out the principles of science. Certain devices

suggest sc,:ienti‘fic knowledge and research: the globe, the

‘books the figures are consultiﬂg, the nﬁrtar‘ and pestle, the

human skull. The horizontal/frieze of gxroups is carried over
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into Grier%s mural of Art (fig. 15) in which‘phé“figures

-

I
display objecﬁatconnected with ﬂhe arts of flusic, ﬁoetry,
¢ -
sculpture ana/archltecture. \ 4
Allegories of Science and Art were traditional

subjects for painters and sculptors and were popular among

t ¥
the late nineteenth century muralists, both French and

-

‘American. The muphl for the Sorbonne by Puvis, de Chavannes,

'-/’

unveiled in 1889 is appropriately an allegory on therature,

Science and Art.- The figures dressed in robes;of classfcal

antiduity hold objects to symbolize the discipline they
v

»

represent; the old instruct the young in a.similar juxtaposi-
tion of the génerations as we ,see in Reid's mural of Science.
In the later murals for the Boston Public Library, another
institutign of learning, Puvﬂs agaip chose to represent the
individual Sciences, such és'Philésophy;'Physics, Astronomny,

w

as well as Poetry. As in the Sorbonne mural, Puvis drew h%s

*

figures from Greece and the origins of western education. O

In comparing Reid's early proposals with the comgieﬁed
murals in the~City Hall, it would seém EPat his first subjects
and those of his colleagues relate closely to Puvis de
Chavannes' mural themes. By the tihe‘Rgid submitted his

studies for Hail to the Pioneers, he had possibly taken ‘more

opportunity to reflect on the contributions of American

B

muralists. .

-

el

< In the middle of the nineteenth century, the theme of %
the farmer and his contribution to the building of America

had beéQ\a frequent image in the,iandsqape paintings of

eastern artists such as Thomas Cole, Frederick Church and

{
/} ' ! ‘ ) “ /

o
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Sanford R. Gifford. 1In the second half of the century,
R ' .

artists barelxﬂhad time to reflect 3n'thd&r pasé, so pre-,é?
occupied were they with the development of the towns and
the opening up of the West. Thg\psintings concentrsted on

" the wagon trains of settlers to the West, the squirmishes
with the<Indians, the great buffalo hunts, and the miners in*

&search of gold ~ a different frontier frdm the agrlcultural
c?ncerns df‘George'Reid's early pioneers.’ Those artists who
didhtunn to colonial daysg usually chose 29 reconstruct

specific events from the history of early settlement. Among

the titles of genre paintings of the Philedelphia/ExhibitiSH“
' . . . ‘A

of 1876 were: United States Frigate Constitution Escaping

from the British, July 1812 by S. Salsbury Tuckerman, Boston;

Signing of the Compact on Board the Mayflower, by Edwin'White

of New York; Sons of Freedom: Rising of the Colonies by
Edward A. Goodes of Phi“ladelphia.8 Pahricia Hills, hovwever,
points out in:her study of_themes in‘American'paint;ngs that
after the Civil War ended.in 1865 in the U.S:, "the majority
of artists ;nd especially youngeslpaintens turned to the
urban environment for pictorial themes’."9

The ATerlcan muralists, on the other hand, so often

the products of French academic +training, were influenced by

fhe French example in their choice of allegorical and

symbolicai subjects that were intended tol.uplift the spirit )

of the V1eWQ Patr1c1a Hills summed up the change among
’v
Anerican, figurative artlsts at ‘the end of the century in

.

their choice of Sub]éct matter: 1

AN
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large murals grew out of ‘his early‘interest in Canadian

.four large winged figures.,‘This choice was in keeping with

¢ 86 .
The artists returhing from Europe in the late 1870s )
and 1880s were cosmopolitan and ambitious analogues( 7~ A
to the financiers jockeying for power in the world .
of ‘international-banking. To meet the new needs of’ < ’

cosmopolitan capitalism, the! subject matter and the

; style had-to change. The subject matter of art

' should not be particularized and geared to venerating

- local tradltlons but universal and idealized, re-
flectﬁgg a consc1ou§hess that was cosmopolitan and
interffitional. Hence, those figure artists drawn -

" to mural palntlng chose anti-realistic subject
matter - idealized women, personifications of civit
and religiocus ideals, or scenes drawn from cla551ca1 . ’

history and mythology. 10 4 - ’ /

Although Reid's choice of a pioneer theme, for his two

-

subjects, in the‘apaﬁdrel decoratibns for the entrance archeé,

»

he represented Discovery, Fame, Fortune and Adventure with

- L]

American mural painters' use of such éllegoric%l fiqurés to
¢ « N A
- ’ : .
fill awkward pendentive, lunette or spandrel spaces in” the

architecture. Leonard Amico in his study of The Mural »

Decorations of Edwiy Howland Blashfield (1848-1936) points
0 .
ouatk: ' ; . , .7 .

Y

. A
Triangular pendentive ‘compositions of a large central
figure, sometimes winged (Hudson County Courthousé)
or, aided by a lesser figure (Mahoning County Court—
house) were Blashfield's forte. His first were for

“

one of the domes in George Post's Manufactures and 4
Liberal Arts Building at the World's Columbian »
Exposition.

- The identificatidn of the symbolical nature of Reid's’
spandrel figures ks evident by the titles p;inted above sach P
oneé. This featur® again appears in Blashfield's work for )
the dome of Eﬁe Library of Congress, Wéshingtonq-in which he

relied on similar érinted banners to identify the winged

figures in his great work on The Evolution of Civilizationg ,

. SR
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1895496. In adeﬁtion tq a titief each female figgre in .
George Reid's decoration bears 8r¢wears_an accessory to
fndicq}e’her specific symbolic nature. The one in the.left
corner hol@s a flaming torch of discovery (fig.  21).}) At her
waist, Famé carries a scroll presumably qontaiqfﬁépthe'namegi
of famoué Canadian pioneers (fig. 22). A pouch slung from

her "belt indicateé Fortune (fig.'23). Both FortuneAapé-Famé
blow trumpets in celgbration of the prosperity of good fortune

thaé came to the settlers. The fourth figure carries a flag

symbolizing adventure' and exploration (fig. 24).

e .

These same themes may'bé found in thé pepeftory of

. American mural paintings. Again to look at the Library of

Congress, George Maynard who-is credited with a long list of

~

mural comﬁiséiong for hotels and private homeé,12 depicted

the four épochs'of America: Adventure, Discovery; Conquest’

and Civilization in the form of four female figures each
%

- 3 * ) 3 -
bearing symbolical accouterments. Inscribed on the panels
. ’ . .
are the names of famous explorers, humanitarians, and

. s . 13
"pioneers of civilization."

This spelling out of the names
of those to be remembered sdited the coﬁmemorative ro}e called
@oi b§ a mural.

The Lib;gry of Congress_proVideé other éxamples of -the
abstract, noble subjects favoured by the American m;ralistsé

-

The Evoldtion of Civilization, The Nine Muses, Gabernment,'

- Good Administration, Peace and Prosperity to name a few.

The themes of Science and Art ‘recur frequently in the
) J
commission, appearing -in Kenyon Cox's two large murals, in

s

B i B o e
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_a



' Blashfield's dome collar, and in murals by the less known

"William L. Dodge, together with Art and Music. The repetition

' of the same subjec& elicited a criticism from William Coffin,

a critic who wrote at the time regarding the Library of
Congress murals:

In the sculpture theé subjects do not repeat one
another, but in the mural decoration there are, if
not too many abstract themes, at least too many
similar ones. The arts and sciences, for example,
have been used pretty frequently in the decoration.
The point had no bearing whatever on the®merit or
effectiveness of the decorations in the, artistic
. ) . sense; but concerns only the whole of the work from
the literary point of view. Historical subjects of
a certain class would seem to be well fitted for use
4 in the decoration of a library if the abstract themes
do not suffice to give variety to an extensive sclieme
of decoration.

O ¢ .
¢ . George Reid, in his final proposal for the City Hall
. entrance murals, may Rave considered this type of criticism.

Reid's dé,cisioﬁ\to il1lustrate early pioneer life.was in
keeping with his interest in Canadian themes _dnd it allowed

him to bortray a scendé that was easily understood by the

viewer not}familiar with mythological or literary references.
’Although the names of well-known figures in Ontario
4 .

- history are listed around the border of the two completed

-,

'+ murals, Reid did not intend to present portraits of these

.
Pl

individual's, nor did he want to illustrate a specific scene

[

¢  from Toronto's history. Rather he chose to illustrate the
life and work of the anonymous pioneers who settled in
e

. Ontario and from whom many Toronto citizens had descended.

Through Reid's mural the visitor to the civic. buildings would

. be able to see depictgd before his eyes the stages involved ‘

ih settling the land and certain aspects of the life“@\f his

; @

~ 4]

N



. W

. . ‘ .
‘s “aw . ( \89
N . ’ ” ' .
- o
-

ancestors. Reid's’art would thus serve an educa,éional

-

purpose, illustrating apart of Canadian history not only,

to the citizens of Toronto but to other Canadians who shared

a similar pioneer background. The printed names of illustrious

Ontario figures would also be a reminder of the achievements
of these men and women.

A tribute to the early work of the settlers was a
fitting mural for a new City Hall and Court House which in
itself celebrated the prosperity and growth of the cqrmnunity.
The Toronto city council was spending vast amounts on the
building to ensure the:t it was a monument the citizens would
admire Qﬁd respect. The city of Toronto had developed
rapldly in the boom period of 1867- 75 The progress_wﬁas

_slowed down by the economi¢ depression, of the late 1870'5:5-

l@BO s; but by 1890 Toronto was experiencing.a period of

\growth anci prosperity as the main commercial centre for
y \}1 A
‘Ontarlo. Despite the effects of the depression, people of

‘Toronto had faith in the .future prospects of their city
with its potential for industrial development, its busy .
harbour, its position as a centre for railway transportation
and bit;s increas&ng/,“'population which-had doubled in the 1880's

to reach the figure of 181,200 by 1890.15

The new' immigr\antﬁs
usually came from England, Ireland, and Scotland, but there
was also an influ}; of settlere from. t.he surpéac\)unding wyural
areas to the city. Tl;is may have been one reason for Reid's
- choice of commemorating the rural life that was rapidly being

left behind and becoming only a memory for many Torento

inhapitants.

, .
. » B )
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As the title of the work Hail to the Pioneers, Their '

[y

3 + Names and Deeds Remembered and Forgotten implies, Reid felt

. 4

‘,fjthaﬁ Canadians needed to be reminded 6f the hardships of
'cleériﬁg the lang w?ich involved long hours of labour and

the cooperative efforts of all the settlers. On the east
side, pioneers arrive in*search of a suitable place to

settle. On the west panel, a group helps to clear an? survey .
"the land and to set up stakes to dgiimit the boundary limes. .
The two panels illustrate the rigours of frontier life; th;re
are.no perﬁanent shelters; the men'cafry their sleeping gear
on their backs; ‘their main tool is the axe to chop down trees
and clear a plot in the dense forest. The abundant growth of

)
L the forest is suggested in the murals by the opaqueness of the

_.‘ *_lower bush and the mass of the tree tops hanging dyer
the settlers' heads, and only a ribbon of light is visible
in the éistance.

The themes of exple#tation, clearing and settling the
land are carried over in the continuation of the mural cycle
prgposed by Reid and illustrated by the series of small oil

" . sketches now in The London Regional Art Gallery. In the

studies Reid - 'presents more scenes of scouting parties and

» ~

develops the subject”of fhe building of log hoﬁée§ and the
farming activities of the settlers. geid must have felt
that the logging scene (fig. 39 panel C) was an especially
good image of Candda’'s pioﬁee% past for, as noted p. 47) it

was copied from his earlier painting of Logging, 1889 (fig.

16
¥
“w="» Of this painting in his scrapbook, Reid wrote:

68) In a note dated October 7, 1941, beside a photograph

’
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This picture represents a phase of the development

of Canada, which in its main aspects ended about -
seventy-five years ago in old Ontario, where the -

farms were cleared by the heaping together of the

great and small logs and brush and then burned....

Gangs of men came together for the purpose, and s
"Bogging Bees", so called, were among the many

types _of collective labour common in the early

days.l J

Ironically the 9a/l’n?:i/n'g was executed not in Cana‘ha' but in

France when Reid was a student. He used French workers in a
) ,

lumberyard ‘to recreate a Canadian ldgging scene.18

The covered wagons in scenes (fig. 43, panels A-C)

suggest that the homesteaders have travelled some distance

! \
and are accompanied by their families and household posses-"
. 1 .

sions. A mother and child ncluded in the east completed

City Hall mural are representative bf the families who went ~
Voo ) '

with the men to the frontier. 'The, pioneer women and chllc{ren

are also the focus of attention\ln the sketches (fig. 41

N
_Ppanel C, and fig. 39 paneX A). It would be the ch\i\ldren who

\

would benefit from the labours of thei\‘;‘ parents and who wou'ld
take over the homesteads in future years.

¢ George Reid himself had descended from‘hom‘esteaders.
His father had emigrated from S'cotland and set ub a farm near
Wingham, Ontario. Reid's maternal grandfather came from
Treland and settled in Huron County around 18140. Both-Reid's
father and grandfather passed on the stories of the galrly days
to young George. Reid was proud of his heritage and in later
years recalled: |

I wad™born in the log shanty of a pioneer settler in

the County of Huron, when the o®team was the means .

of conveyance throught the blazed “trail of the bush

with no bridges across the streams and the market
town of Goderich 25 miles away.... -

\
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Because of his childhood upbringing in the country, Reid

was familiar with the activities of rural life, and many of
his paintings evoke the days of the early settlers in Oﬁtario.
Among hié most popular and we\ll—rec;éived genre works vere

Mortgaging the Homestead, 1890 (National Gallery of Canada,

Ottawa), and Foreclosure of the Mortgage, 1893 (destroyed),

depicting the plight of the rural family in debt. Other

'scenes of rural 'life were: Call to Dinner 1887 (McMaster

‘University Art Gallery, Hamilton), The Blacksmith Shop, 1887 °

(owner unknown), Logging, 1889 (Canada House, London, England

(.fig. 68), and Famil¥% Prayer, 1891 (Victo‘ria College, Univer-
sity of Tloronto). For the City Hall, therefore, Reid chose

a subject he knew well and for which he had gained recogni.-
tion. 1In :iater years he continued to depict pioneer life

and scenes from Canadian history, foi’ example, i’ioneer /
Ploughing, 1909 (Peel Memorial Collection:, Brampton, ‘Ontario),

»

The Homeseekers, 1909, which now hangs in a prominent place

in the entrance of the Ontario Parliament Buildings, Toronto,

Shinglemakers, 1930 (Ontario Provincial Government), and the

-

Jarvis Collegiate murals of 1927-30 which include various
scenes ‘of early Canadian explorers and their encounters with
the Indians.
The white man's relations with the Indians is another
theme suggested in the completed murals and expanded in th‘é ’
proposed scenes for completion of "the panels. George Reid
20

did not forget these original residents of the Toronto area.

In the seventeenth century a Seneca village stood at the
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mouth of the Humber River, a little to the west of old York.
: )

The Mississauga Indians replaced the Seneca, and then in the

middle of the eighteenth century, a fur-trading post, Fort )

Rouillé, was built there by the French. Reid did not depict

the battles waged between éhe Indians and settlers, a

favourite subject in American paintings of the frontier.:Zl

[
Rather Reid portrayed the early meetings between the Indians

and white missionaries. The priest in the”s4ke‘tcl:1‘ (fig.

b

33,panel A) may refer to the Sulpician missionary P&re Joseph

Mariet who was one of the first to settle on the site of

-~

Toronto in the late seventeenth century.22 Or it may perhaps
be Galinée, one of the names printed around the mural. He
was another Sulpician missionary who became the first to

C . . . |
explore Lake Ontario in the same period as Mariet ( see

Appendix I, p. 1l11). ‘
Treaties concerning the land were exchangéd between
the British and the Indians at the end of the eighteénth
century, but the site of Toronto was developed very little
befi;re 1793 when York became the centre;of government for
Upper Canada. 1In the completed City Hall mural, the Indian,
possibl;/ a guide for the pioneers, is ot a brominen‘t figure.
He looks out from behind a tre® in( the background and watchgs

as the pioneers survey the landkt ight be said that this

Indian represents the position of hig people at the end of

the nineteenth century. Through treaties the white colonialists
had taken over the laér;d which had once been free to -the Indian.

In the mural the Indian is shown as an indistinct figure in the

-

{ﬁ'y‘iﬁﬁéﬁ%&uw—mﬁ. “,__
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backgfdund, on observer of events which he no longer has the

-

Reid's deliberate choice of a pioneer theme for the

o
. murals reflected the awakened interest amdng Canadians in *

their past at the end of the nineteenth century. As the

turn of the century drew near and the country was enjoying

prosperity, writers, poets, and historians made efforts

\. ~

. through their work to preserve the historical” foundations

of the young nation. Ontario was a major centre of English

N
cultural expression, but in other parts of the country as

well, Canadians were reflecting on the role of their early
Gl ‘ L :

ancestof@\ o
As a sign of the growth of this historical conscious-

ness in Ontario, the last two decades of the century saw the

establishment of a number of important historical societies

still in operation today. One example was the Ontario

Historical Society, founded in 1888 in Toronto and originally
called the Pioneer and Historical Association of the Province
of Ontario. It was'reorgénized on a wider basis in 1898 as
an umgrella organization to unite the smaller historical
societies in the province. At its annual meeting on March
30, 1898, the Chairman, Dr. Ross, then Minister of Education,
addressed the society and referred to its aims in education
and qgholarship, stating, "it should reach the masses in its
results - it should appeal to our domestic affections as well
as to our national pride and our patriotic aspirations."ii//,

The Royal Society of Canada was incorporated in 1882

to promote literature and_science, and it published articles

L
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and research on Canadian subjects, in their journal, Trafsact

tipns of the Royal Sociéiy of Canada. Other institutions .

such as the Canadian Club of Hamilton, Ontario (1892) were
founded for "the encouragement of the study of Histéry,
Literature, Art, Music, and Natural Resources of Canada, the
recognitioh of native worth ;nd talent, and the fostering 6f

24 Similar clubs were formed

a patriotic Canadian sentiment."
in Toroﬁfd and Montreal in response to what the writer Sandford -
Evans felt was "a strong and constantly growing spirit.of
Canadianism."25

The province of Ontario demonstrated its pride in
its political ogxigins with a celebration held in Tor;nto in
September 1892 to commemorate the centennial of representative
government in' Upper Can;da under Gevernor Simcoe.z.6 Onta;ioa

residents curious about their ancestral background could

peruse Ontario Families Geneologies of United-Empire-Loyalist -

and Other Pioneer Fémilies of Upper Canada by Edward Marion
Chadwick, published in 1894.%7

In literature, there were efforts to arouse the
Canadian spirit, often-ky means of extolling the endeavors of
a past generation. New impetus emerged among Canadian writers
and poets bgrn argupd Confederation who found.éheir~nmteria1
in . the country's ﬁistorical past as well as ‘its present.28
Canadian magazines featurea articles on the Canadian land-
scape, on famous Canadian figures or historical incidents,
and on Canadian art.29 Thus as the country prospered, so did

S

the awareness of its past. L ,

W xd



P

TIPS s

bt e

& - i ./. B
. 4 ' - . ‘ 96
. . 4
A compéris§3~of the City Hall murals with a poem ' "
s T )
published .in the Week of October 12, 1894 (p. 1093) demon- /

strates that Reid's mural cycle sulted _the mood of hlstorlcaff“
.~ /
consciousness of the tlme in Ontario. '~ The poem, entitled The

York Pioneers' Log Cabin 1794-1894 by S.A.C. was read ata

meeting of The York Pioneer and Historical Society, a Toronto
Group formed in 1869.30 The meeting actually took place in the
Society's log'cabin which hag originally been the home of
Toronto's pioneer John Scadding. The poem evokes the memory of

Scadding and of Lieutenant-Governor John G. Simcoe who chose

the site on which to develop the City of York. Both names aépéar

0}

) in the border around Reid's two mural panels. Certain passages

in the poem recall the visual images in Reid's murals, for ex-

. T
ample, the dense forest:

Where towering elms, like sentinels, o'er-topped
Great oaks, and darkling pines shot up like spires.

the family:
® And all the forest land, vocal with song,

JTeemed with wild life, the settler's hope and fear. ~
0! how the fine and fragrant air he breathed

Glowed in the young man's blobd and thrilled his nerves,

_And set him dreaming! - as a youth should dream - «

Of a fond home, and woman's love and care ’ ‘

To bless and crown with lengthened happlness ) '

A pious life of patient duty done; ‘ .

Of sons and Daughters strong and beautiful,

In whom his' name, should live, and honoured be;

and the Indian: “"Where but the Red Man roamed a city stands."”
)

®. The scenes of the pioneers clearing and settliﬂg;the

.
land in Reid's two murals and in the sketches for the comple-

tion of the cycle might have been inspired by the foilowiné;

lines: , . e
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And soon the merry awxe-
Sets. all the vales a-ringing; laugh and $hout
And human cheer and song fond Echo wake,
The pioneers of York come hastening in - .
For all gere brothers then ~ and egch fan bares
A willing.arm to help his neighbour.
Strong men and true bring down the umbrageous oak,\
" - Square the tall pine, and lower the towering elm;
And some the broad axe wield, and Some the saw A
Two-hahdled; others 'the hea ox -
Patient of load and foddered easily -
- "Put to the chains and draw the logs in place;
And some the mortar mix of river clay,
Others the stones draw from the, shelving bank,
- Some gather moss for chlnklng, some the bark
To shingle the new .roof. Thus rises soon,
With hospitable hearth and chimney wide,
A pioneer's log cabin snug and warm.
0 hearts were merry on the éusp1c1ous day
John Scadding stood within his open door
and welcomed all

\

Reid hoped totinstill in a younger generation the same sense
of moral purpose found in such lines as: )

..., a man to help
In"building' up the State on . stofies secure -
Truth, Justlce,{Loyaltyl Far-reaching aim. -

a < "~

or.. ! - .

Order and Law and Learning have high, place,
As witness these surroundings, where man's brain,
And energy, -and muscle, schooled& by Rule,
Show large results. A
o ' ’ e
Just as the author of the poem hoped that his vef%e would

eh%ure,.so would Reid have dedichted the closing couplet to

i3 . / ! A
his murals: - - ' r

And here long may it stanﬁ, a memory

0f brave old times, a spur to ney. /

b ‘In art, the cry in the 1880s and 189%0s was td_deveiop'

the "national spirit in art", as W.A. Sheryood called it in

1893,31

art institutions. Although there was a controversy vver what

'

by supporting Canadian artists and building.up Canadian

s G

s g
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determined a “Cagédian" style ;n painting, many artists like
Reid consciously cho$e Canadian subjects for their paintings.
Among the first Canadian artists to depict the early
life of eastern Canada were the topographers from Europe who
gave us some, of ths/;are‘views of the‘early settlers. Their
intention was to record the geographical layout of the country
as well as the customs of its people. Other artists who‘chose
to paint themes of e;rly settlement were similarly attracted

o.
to the picturesque quality of the Canadian rural scenes.

. Newspapers such as the Dominion Illustrated News of tﬁe_18705

.and .1880s and the publication of Picturesque Canada in 1882

with contributions from various Canadian and American artists
served to increase the interest in Canadian landscape and

32 even though the style of the painting

subject matter,
reflected the European tréiniﬁg of many of the artists.

Thomas Mower Martin (1838-1934), an Englishman who settled

‘in Ontario in 1862, was a staunch promoter of the use of

Canadian subjects in painting.” Although not an outstanding

/

artist, Martin was a well-known figure in the Toronto art

circles as a foundiné member{of the Ontario Society of

#

Artists33 and as the first director of the Ontario School of -

4

Art from 1876 to 1878.3 Martin was among the artists who,

inspired by Confederation, expanded their activities beyond

Ontario's bounYaries. Martin was one of those fortunate

~

” . :
artists who was sent by the Canadian Pacific Railway to paint
35 Y

. /
As a result of his wanderings, in 1893 Mart{n gave a

the wonders of the West between 1886 to 1889.

A

. . . . N
series of lectures on his trips across Canada which were
\



published in the Week under the title, ™ganada from an

36

Artist's Point of View." Martin extolled the visual
2,

- ¢ \
opportunities of the Canadian landscape and stressed the"

. pisturesque (a word he used frequently) "Canadian"‘quality

of the homesteads of Quebec, Ontario and the Maritimes, as
. .-
well as the marvels of the mountain vistas in the Weﬁt. , In |

referring to the early rural scenes of the East he noted:

But times change with men and manners, and in order
to preserve what is left of the picturesque life of
old Canada, it is necessary that the present
opportunities be not lost, but, that before the
changes come that will introduce one dead level of
excellent monotony, instead of the o0ld picturesque
habits 'antecedent to perfect ‘civilization, the
artist (should) immortalize or at least perpetuate
the best features of the old regime.

Even though George"Reié wouldgperhaps have considered Martin's
style of painting as old-fashioned he would have supported if

not been influenced by the elder~pa;nter's efforts to promote

C‘Janadiér; subject matter. ‘ g

Indeed T. Mower Martin became known as an interpreter

of Canadian life and scenery as demonstrated in some of the

o0

i

titles of paintings he exhibited, at the R.C.A. between 1883

and 1893, for example, Logging, 1883, A Back—ngﬁtry Road,

1886, 01ld House at Ancaster, Ontario, 1887 and A Farm Yard

in North Ontario, 1893. These works concentrate primarily

on the landscape, portraying scenes of a rural existence

which the artist knew would change drastically with the

e

expansion and growth of the towns.

Another elder artist with whom Reid shared an interest
13 : ' ' )
in depicting early Canadian themes was William Cruikshank.
H n~y v

Cruikshank preceded Reid as a teacher (1880—1899) and _ £

et
* -

- .

s
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principal (1884-188%6) of the Ontario School of Art, and “he

and Reid became‘colleagues in the Society of Mural Decorators.

Like Mower Martin, Cruikshank was not native-born. He came

-from Scotland and was trained in London and Paris. Although

he spent time as a youth in Toronto, he did not really settle

38 Perhaps because of

in that city'permanently until 1878.
his teaching commitments, xCruikshank did not leave behind a
large quantity of paintings, but many of his works portray .

themes of pione®ring and rural life. ‘Because of his back-

ground as an illustrator in New York, he was hired by

Canadian magazines such as Toronto Ssturday Night'to chronicle
panadian events both past and prese%}.39 One séries of - ]
drawings depicts town and country life in pntario in the years
1876 and 18?y.40 Cruikshank'g most famous painting, Bfeaking
a Road, o§/i894, (Nationgi Gallery of Canada) gives an
objeétive commentary on.pioneer life in Ontario without the
appeal of some of Reid's work. J.E.H. MacDonald (1873-1932)
singled out Cruikshank and Reid when he acknowledged the
Group of Seven's debt to these earlier artists who painted
Canadian subjects: "There was a real stirring of Canadian’
ideals. 014d Cruikshank .for instance, with his Breaking A
Road, was a more direc% Canaaian,influence among us than
Krieghoff, and Reid's City Hall Murals meant much to us.,"41
Certainly artists like Reid, Martin, and Cruikshank
did inspires a younger group of artists as well as their own
contenporaries as evidenced in the work of the Toronto Art

Student's League. (In 1888 the word "Student's" was dropped

from the title). The League was formed in 1886 by artists
? v PR
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. L
whose common aim was to stress Canadian subject matter.42
From 1893 to 1904 the League members published a series of
calendars with drawings of life in Canada with an emphasis

on the past.43

George Reid offered a figure 1n landscape vignette in
the 1895 caandar. Other artists such as Charles Manly,'

F.A; Brigden, D.F. Thomson, and Reid's former student C.W.
Jeffreys, were frequent contributoré to the cal%qdars.
Canadian poem7/or quotatiogs were inqiuded beside scenes of
building bees, log cabins, Indians, and the early seﬁtlprq
(fig. 69). As they entered a new century, thé League became
.,even more cpnscious of the past, and the calepdaf for 1900
featured "Not%s and Pictured Things Suggesting the Impress

of the dentu;y on the Land and Its People."44

Another a;tist with an eye for the Canadian landscape

was Homer Watson (1855-1936). A coﬁtempor;py of Gﬁofge Reid's,
Watson élso descended from an Ontario pioneervfamily.45l
Despite years of study in Eﬁ%lqnd and peridds of residence in
'Torpnto, Watson was always drawn back to his roots, and many
of his paintings depict the countryside around Waterloo County,

N 46 - ;
the region of his birth and death. In Watson's paintingsy

however, the human factor is usually gi&en secondary importance.

_ The figures are small, engulfed by the setting of dramatic

-

sky effects, majestic, towering tree's, or picturesque cabins

_\and dilapidated mills. The mill, a recognized symbol of

<

<

pioneer life, was a favourite subject not only with Watson

but with many of thé-artists exhibiting in the 1880s and
47

1890s.
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. At the same time that Reid was working on his murals,

Watsbn was painting specifically pioyﬁei:ghemes such as .
J

Pioneers Crossing the River, 1896, éléaring the Land, 1897,

and A Canadian Farm, 1898.48

-

'He, like Reid, chose to depict

pioneer life to preserve the memory of Bygone days, although

Watson concentrated more on the land than on the people.
Paihted‘from memory, Watson offered his own idealized_ version

of old mills, country ands,‘and the‘fa;mef'é battle against .

the elements. ' ,

i

- ‘ Another‘contemporary of Reid's who also painted the

diéappearing ways of early rural life was Horatio Walker

49

(1858Jl938). He achieved astounding success- as a painter

1

in the United States with his depictions of Quebec farmers
' i

-

on the Ile d'Orlégné. ‘Even though his subjects were similar
. to those of Reid and Watson, Walker was not intending to

evoke the pioheer spirit of the early settlers. Rather,

his choice of subject was inspired by the example of the

French Barbizon school of painters, especiaglly Jean-Frangois

-

Millet who favoured themes of peasant life/which became the

50 i

vogue in the United States in tEgAIBGOs and 1870s. Thus

- Walker's choice of sudbject wad dictated by the fashion for

the Barbizon Schoql in the U.S. and the public appeal of a

sentimep£a1 handling of the subject.
‘There is thus a 6istiﬁétion, between an artist such
as Walker wﬁo w;s attracted to the rurval scenes reminiscent
of Barbizon‘baintings and George Rei wﬁo_chose to portray
the early days of rurgl ‘settlement tio inspire future genera-

J /
tions with the memory of the past. While Canadian artists

.

1 {j f‘




ot

. , : < 103

su;h as Walker or William Brymner and a dozen otherg painted

N

their quaint rural subjects "on the spot," seeking contempo-

rary examples of a vanishing style/of life, Reid recons-

htructed his version of the past from his memory and from the

stories he had been told as a bby of the pioneer beginnings

of the province. In this approach, Reid comes closer to

‘Homer Watson and to his early teacher Robert Harris who

developed a strong atfachment to .the area of his youth.

Harris relied on his association with the rural life of .

Prince Edward Island to produée such works as The Meeting

of the School Trustees 1885. Reid's nostalgic genre works,

Mortgaging the Homestead and Foreclosure of the Mortgage &
¢

»

are given the same anecdotal treatment as Harris' work, an

>

: s
attribute admired by the patrons of North American paizring

v

in general. 1In Harris' work, The Fathers of Confederatfion

(1884), the monumental scale of the painting and its aim to
immortalize prominent Canadian historical figures would have
been appreciated by George Reid.

fhe repertoire of Réid's narrative painting, his
sentimental portraits of the elderly and of «hildren find their o
relation and perhaps inspiration in tﬁé works of British
nineteenth century artists such as William Powell Frith
(1819-1909), and Augustus Leopold ﬁgg (1816-1863). Their
narrative paintings carried moral implications and éffered
paéhetic, sentimental sgudies oflhuman life, similar tq Reid's
depictions of rural families in trouble. Reid's®scenes of
boyhood life are also reminiscent of the works of British

artist Thomas Webster (1800-1886). The themes popﬁlar in so

it e
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} many English paintings were taken up by American artists

w9rkin§ in thg mid nineteenth centﬁry as well, painters
uch as, Winslow Homer (1836-1910), Eastman Johnson (1824-
1906) and Thomas Hovenden (1840-1895). 1In a review of the
a;F“section at the Columbian Exhibitfon in Chicago of 1893,
the Week's writer, Fidelis, claimed that the major}ty of
,paintings‘represented human and animal scenes "with the most

vivid presentment of the pathos of life."51
\

\\ The one earlier painting by Reid entitled Logging,
1889, (fig. 68) comes close to the objective in his depiction

of Hail\ to the Pioneers. Reid shows the men tackling the

énormOUS\;ogs while they clear the land. The setting is
t

sparse; e main attention of the painting is ceﬁtred on the

strength OE the men in their efforts to move the heavy timber.
i ) 1 Y

The narratike element is there, the nostalgia as well, but

the Viewer i% drawn to the heroic image of these hard-working

¢

men who prepa%ed the way for the settlers, he is not side-

!

tracked by sen%imentai drama. Reid's representation of Hail
\

.

" to the Pioneers\similarly avoids the displéy of pathos and

sentimentality o%\his narrative genre works. Instead the
anonymous‘pioneer become heroic symbols of the past. ‘A
sense of history i& imparted to the mural wﬁich in his genre
scenes was overlook%d by'tﬁe spectator enthralled by the

\
drama being acted out in front of him.
' \

\

\

\

.
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CONCLUSION

S

George Reid and his supporters hoped that the

execution o"f the Toronto Municipal Building murals would hail the

L}

- beginning of a movement to place wall paintings in schools,

failway stétions, municipal and provincial buildings where
they would be availqple to the public. After the completion
of the City Hall mural decorations, Reid continued to promote
mural painting. He.spearheaded the proposal for murals in
éhe Ontario Legislature (1902-1905) with the backing of the
Toronto G‘uild'of‘civic Art (see p. 53), and, as a member of,
the R.C.A., he rallied a group oflartists to lobby for a
mural scheme in the federal Parliament buildings in Qtyawa
(1904—1905).1 Despite the efforts of Reid and a few 6f his
colleagues, the movement to introduce murals into public
buildings in Ontario was not a success. Rather it was a

series of disappointing rebuffs by municipal, provincial

and federal governing bodies who pleaded lack of funds for

such projects.

Private commissions for murals in houses, schools,

and commercial entréprises were more forthcoming. George

v r'd
Reid himself kept busy with decorations for private residences,
notably the murals for B. Edmund Walker's own library in 1902,2“

and he also worked on a mural for Queen's University in 1903.3

- Reid's colleague and former student, Fregderick Challener,
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gained a reputation for his theatre and hotel mural decora-
tioﬁs.4 Othe:\frtists turned their hanﬁs to mural decoration
as a sideline éﬁ\zﬁéir\easél work. For example, William
Brymner who joined with the group on the Ottawa project,
attempted murals in private residences in 189§ and 1906.5
Even 'some members of the Group of Seven painted murals in .
the summer cottage of Dr. MacCallum in the winter of 1915-
l6. Tom Thomson,{J.E.H. MacDonaldIand Arthur Lismer decorated
the living room wall, with landscape,’figurativgland even
historical scenes.® .

The mfral movement gained some momentum again in 1924
when the Royal Canadian Academy held a céapetition for the
best mural painting in a public building.7 Reid received
the top award for his mural of community life in the Earlscourt
Branch of thg Toronto Public Library, a scene consisting of

five groups of figures in a pastoral landscape sétting and -

représénting The Family, The Community, The Story Hour, .

Philosophy, and Nature Study.8

Reid and his Folleagﬁes in the Society of Mural :
Decorators were noEJthe only would-be muralists whose
proposals were rejecfeg.gyﬂgublic institutions on account
of financial problems. Eﬁakhe long tale of the efforts by
Quebéb artists to have their designs for tﬂe decoration of
the Quebec Legislative Assembly accepted, both the offers
by Napoléon Bourassa in 1883 and by Eugéne Hamel in 1886
were considered éoo expensive.g' Further from home, in

Washington, D.C., for the Library of Congress murals, we are

told:
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Although the painters were well .known and in the

# forefront of American art, they were paid only
nominal amounts, ranging from $2,200 to $8,000,
depending on the amount of space they were to cover.
In the opinion of most of the mural painters, the
library murals were®p patriotic effort and seed
work for the future.l0

In 1914, after the American movement had gained.a sound -

footing in the 1890s, the foremost Ameficaqcmuralist, Edwin

-

Blashfigld, still had to make urgentc§11s for more government

support of mural painting.l%

rr

In Canada the government, unlike the church in Quebec,

had no long tradition as a patron of the arts, and had to be

i

cajoled into giving adequate support to Canadian artists.

However, in following the course of the efforts of the Society

6f Mural Decorators, it would seem that the administrators

had doubts about the talents and experience of Canadian

artists.12 Reid himself expressed this bekief in his Note .

on Mural Painting in Canada, written in December 1917. After

mentioning the failure of the proposals for murals in the
feéeraL Parliament building, he claimed, "The chairman [of
the Advisory Arts Councill] had grawe doubts of the ability
of Canadian Artists to undertake such important ?nrork."13
After the mixed feelings concerning the quality of George

Reid's City Hall panels, as revealed -in the letters to the

Canadian Architect and Builder (see pp. 46-47 Chap. II), one

wonders whether Reid's paintings may have hindered the cause

’

in some respects and discouraged architects from promoting

P

mural decoration. A revealing comment in a 1911 artlcle on

Reid suggests thdt the artist's murals were ﬁot greatly

admired:’ \ ’

\

\
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.

In recent years he has$ devoted more attention to

mural decorations. 1In this class of work he may

not have reached the "popular"™ success which

attended his earlier efforts, but he certainly

inaugurated a new era in this line of work, so far

as Canada is concerned. His decorative panels in

the City Hall Toronto, are painted in a low key

and have never begn appreciated as they deserved.l4

Of those who formed the original Society "of Mural
Decorators, no-one carried on with a career as a mhralist
except Reid andrChallener. Wyly Grier became well-known for
his portraits; William Cruikshank like Reid painted rural
scenes of pioneer life and genre paintings. The two peripheral
members of the group, Sidney Strickland Tully continued to
execute portraits, genre and landscape, and Harriet Ford
settled in England.15~ Gustav Hahn, a designer by profession,
was ﬁot among the original members of the Society who submitted
their proposals for the Council Chamber, but only his mural
decbrations grace the Chamber walls. It was George Reid, the
sp?kesman of the Society, who provided the leadership as_well
as the energy and optimism in the face of continual rejection
of their mural schemes. None of the mural painters developed
a special interest in the landscape, an obvious Canadian
theme. Reid devoted more of his time to landscape in the
later years of his career, but by then the Group of Seven
were the champions of Canadian forests, lakes and hills.
Although George Reid was among the artists who pro-

tested the supp§rt for the Group of SeQen artists, he shared
with the latte£‘% similar concern for the creation of a truly -

. )
Canadian school of art. In answer to criticism that his own

-

work and that of many of his fellow academicians was too much

e b o e BERTS . i

[T

s

o e o——— N
> I L. e e A 93 ¥ RS

.

|



- DRI A

3

109

mbulded by Eur6pean painting, Reid replied: "Our artists

‘have gone and are going to the 01d World to perfect their

Art, but as long as their affection remains Canadian, 'so long
are they going to be true Canadian Artists.énd be likely to .
produce what can be truly called Canadian Art, whatever be
the method they employ in the execution of their works."16
For Re%d the way ‘a picture was painted was unchallenged, the
rules of academic tradition prevailed. A painting was |
Canadian if the subject represented thé expression of
Canadian life, whether hiétoriqal or contemporary. It was
eveﬂ more Canadian if it were integrated into the decoration
of a public building, especially an'institslion auch‘as the
Parliament Buildings br a city hall. At the same time he
felt that a distinctly Capadian art would only emerge from
a country thét was proud of its heritage and history and
that helped to support native artiéts. As he aréued: » .
' No countr§ can have a high accomplishment in the fiﬁe
arts without intelligent appreciation and substantial
encouragement.... If our patrons of art were to
spend $100 in Canada for every $1000 spent abroad,
Ege meagreness of suggort given to Canadian art would
much ameliorated. .
Through large sc&&érmural paipging portraying Canadian scenes

and ideals, a sense of nationality and civic pride would,

Reid thought, be strengthened and result in more support for
- 3

Canadian artists and their work. During World gar I when

patriotism was at a peak, Reid took the opportunity to urge

Painters, Sculptors, Architects, and Art lovers to

unite in a single continuous effort to create

worthy monuments of our past history, its ideals,

heroisms and sacrifices and to promote the expression o
of high ideals of the future of Canada.l8 .

.
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. The early interest in mural painting among the

1 - . R \ !

Ontario artists paralleled the effortd to organize an art -
. &

-

museum in Toronto and a National Gal¥lery in Ottawa. Reid - |

N
was. active if not at the centre of both developments. In

¢

' . her history of the National Gallery of Canada, Jean Sutherland
; . | Boggs credits Reid with taking an active interest in the

National Gallery which had been founded in 1880. 1907

introduced a new petioé in‘the history of the gallery, she . _\ -
5' ) states and continues: "Spearheaded by George Reid, President ‘

of the Royal Canadian Academy, serious considération was‘giveh

for the first time to the Gallery's functiorn, housing, and

T~
»

administration, as well as to its acquisitions."19 Through- - *

out his life Reid encouraged every means of educating the
publié in £heir appreciatiop of art, and he strove to bring

/ '. the-work.of Canadian artists ‘to their attention. For him

one way of achieving.these goals was to‘develop mural painting
which provided opportunities for Canadian artists”and at the

e h
same time agted as an inspiration to the spectator..
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. . v

: . 'Historical Background to the Names of thé Men and Women Listed i
1 E . 4 ‘f -
Around the Borders of the Murals in.the Toronto Municipal

’ " Buildings . ‘

. : The earliest picdneer named is René& de Bréhant de ° -

~
\

Galinée (cﬂ1645—1658), a Sulpician missionary who came to

w e
a

New France in 1668.l On a Erip'to discover remote Indian

4 .

villages, Galinée and another missionary explored Lakes
R ’ .
Pt . Ontario, Erie and Huron. Galinée wrote an account of his
L c
voyage and drew pne of the first maps of the Great Lakes area.

In 1671 he returned to France, and hlS notes and the map werer
t
preserved in hls natlve country. They were first published

in 1875 by the Société historique de MontréaL in their

‘Mémoires, vol. VI, "...Voyage de MM. Dollier et'Gallinée."2
ZEMOLIes, | ) s

: Since so much of early Canadian history involved
military Campaigns and battles, the army is tepresepted‘by o ~
one of the well-known nameg{ Major-General 'Sir Isaac Brock CyT

(1769—I812).( Brock came from the Island of Guernséy‘anda
R T . , \ . .
R . ) arrived in Quebec in 1806. " shortly thereafter, he assumed 8

[

1 . command of the military forces in Upper and Lower Canada. 0y

In 1810 he: moved to Upper Canada and, the next year was

1
- b i appointed Pre51d§nt and Admlnlstrator of that prov1nce. C |

S AL P I

/ ’ When war -broke out between the UnltedaStates and 'Canada in 4

. “

Sl

1812, Brock captured Detr01t, a.stiategxc point in the conflict.
%
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However, on October 13, 1812 he was killed while leading_ the
battle of Queenston Heights which turned out to be a major

victory for the Canadian forces. WAfter his death, monuments

were raised to his name because of his valiant defense of
4

1

~.Canada, and as the biographer’ John Dent wrote in‘1880:

’

By dwellers in this Upper.Province especially is
his name a familiar and an honoured one; for it was
here that the most memorable scenes of his 1life
were enacged and that .the greenest of his laurels

were won -
"y

A major ally of the British in the War of 1812 was
Chief Tecumseh (1770-1813), an alleged wily and physically"

imposing Shawanee. He rallied the Indians behind the British

and assisted Major-General Brock in the capture of Detroit.
Tecumséh too met his end fighting the Americans on the
battlefield at Moraviantown, October 1813. Thus the Indian

chief became a Canadian hero. As George Maclean Rose stated

in his book, Representative Canadians:

No one,..., can fully calcwate the inestimabie
value of those 'red men,' led on by the brave
Tecumseh during the struggle of 1812. ‘But for
them, it is probable, that we should pet now have

- a Canada; and if we had, we would not enjoy -the
liberty and privi%eges which we possess in so
.eminent a degree. W

Others like John Dent in 1880 praised hlm with some reserva-
tlon, clalmlng that Tecumseh never feit any great affection

for the British who were the better of two evils:

The simple truth is that Tecumseh would cheerfully

~ have tomahawked every white man in America with hisg
"own hand, had_an opportunity of doing so been
afforded him.

; I
However, the Canadian Historical Society must have felt it

“appropriate to include an Indian among Georde Reid's list of

. 'S
pioneers.
»
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‘* Another famous figure of the War of 1812 ‘and the

token woman of the group was Laura Ingersoll Secord (1775-
1868). Her family immigrated to Upper Canadé from America
after the Revolution, and Laura married James $écord- and

settled ih 'Q'ueenstone.6 .Her contribu%ion to the war was to

risk her life to bring news to the British of a pending

)

"' American attack on the “British outpost at Beaver Dams. Not

until much later, in the latter half of the nineteenth century,

did Mrs. Secord become a popular heroine of poetry, drama,

! > .

and history. This example of a pioneer woman who faced the

perils of the new 1and' with Bravery and resolution appealed

.
¥i

to the Victorian, sensibility. On June 24, 1901, the ‘Ontario

Historical Society, erected a monument over the grave of

Laura Secord. 7

'z

Reverend John Strachan (1778-1867) played an important

s

role in the history of Toronto after the War of 1812. A ;

Scotsman by birth, he came to Upper Canad‘a in 1799 and'st:a;rted
\‘nis career teaching in Kingston, Cornwall, and f'inaily York.
"The removal of the Rev. Dr. John Strachan from qunwall to
York, in 1812, i‘s an occur:ence memorable in the annals of
that place, and of .,Upper Canada.generally," wrote the Toronto
historian Henry Scadding in 1884.8~ An ambitious man, Strachan
became the Anglican Bishop of Toronto in 1839 and served until
01867; steering the city thgghgh a critical period in the
history of the church in Upper Canada. In the field of educa-
N .
tion Strachan was active and became thé first president of

A
King's College (later the University of Toronto) in 1827 and -

he founded Trinity College in 1851. Although his chief
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“ . ' .
concerns were religion and education, .Strachan served
politically as well. on the Executive Council (1817-36)-:and

the Legislative Council (1820-41) of Upper Canada.’

Another religious figure, Rev. Egerton Ryerson ‘ 8

[
(1803-82), was remembered for his contribution to educatiog

in Ontario. Born -in the township of Charlotteville, Upper ’

2 4 -
Canada, Ryerson was a controversial Methodist minister and:

writer: For many years, from 1844 to 1876, he acted as

Chief Superintéﬁhang of Education for Upper Canada. He also
helped to establish a Methodist seat of léarningbin Cobourg at
the University of Victoria College (which‘éventually moved

to Toronto), and he became its first President in 184l.lq

. Among the pbliti¢al figures lisféd around the murals,
the earliest name is that of Simcoe. John Graves Simcoe
(1752-1806) spen£ a #rief period 6} his life in Canada when
he was sent from England to be the first Lieutenant Covergor
of Upper Canada in 1791. He stayed until 1796, and his tenyre
in office was especially memorable for Torontonians, because
in 1793 he was responsible for moving the capital of Upper

Canada from Newark to York.ll This started York's transforma-

tion from a sleepy agricultural village to a thriving

A friend of Lt.-Gov. éimcoe, William Osgoode (1754-

1824) came to Canada from England at the same time. His .

’

passage through Ontario history was brief as well. A lawyer,
Osgoode was appoiﬁted first Chief Justice of Upber Canada

in,1792 and became Speaker of the Legislative Council. -Later

s
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4 .
in 1794 he assumed the position of Chief Justice 6f Lower

i

Canada until 1801 when he resigned and returned to'England.12

“ .

" The name gf the Scottish politician and rebel William

Lyon MacKeﬁzie (1795-1861) is listed because he served as the

¢

first Mayor of the newly incorporated city of Toronto from °-

1834 to 1836. But MaéKenzie gained his notoriety first as

i

founder of' the Colonial Advoéate, a political jourmal which

attacked the establishment. Then, frustrated by his. lack of
success in achieving ‘reform. as a mer.nber of the Legislature
of Upper Canada, MacKenzie became the chief organizer of the
1837 rebellion in that province. When ‘it failed he waf
forced .to flee to tle United States. After his pardon and

return to Upper Canada in 1849 it did not take him long to

’

enter the Legislative Assembly once again, where he served

. \ -
from 1851-58. Despite his participation in armed rebellion

> a

. ":’4 . . -
which he acknowledged was a "grievous,error," according to
X .

the biographer John Dent, MacKenzie became a Canadian hero.

.

In Dent's words:

The Canadian people have long ago done justice to
his memory aind have recognized the fact that among
the names of those patriots who have manfully and
conscientiously struggled for Canadian freedom, few
deserve a higher place than that of William Lyon
MacKenzie. ' ’ :

~ MacDonnell was a commén Scottish name among the early
Ontario pioneers, But the, person.to whom Reid was refeirring
[ .
in his mural was probably Alexander C. MacDonnelil (1762—1842)

wvhom Henry Scadding included in his book Toronto of 01§ as

\
"one of the company of our early worthies whom we personally .

well remember."l4 Originally from Scotland, ¢lacDonnell was

1Y
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. , .
elected as the representative for Glengarry in the Legislgtive

Assembly from 1800-1812 and 1820-23. He became Speaker of .
the House in 1804 and from 1792-1805 Sheriff of the' Home .
District of Upper Canada. In his val;ious adminis‘trative
positions MacDonnell helped with the \sgt‘tl_ement of early
immigranté to the we'stern part of the province and the Perth
area. Finall;r in 1831 he was appointed a member of the
Legislative Council of Upper Canada.®” _

One of Toronto's most eminent native peliticians was
Rober‘t Baldwin® (1804-58) .16' A lawyer who ca'me from a prominent
family in the cit\}, Baldwin was driven by his idea of bringing
responsiblé government to the cou’ntry, that is a government

formed of elected representatives of the people and responsible

to the electorate. After only a few_ months as Solicitor General

of Upper Canada, Baldwin resigned and was elected as la/teformer

to the Legislative Bssembly. 1In 1841, after the Act of Union

bringing the two provinces together, Baldwin and'the French-
Canadian lawyer Louis Lafontaine from Lower Canada formed the

Government until 1843. Under a secoﬁd term of office from

~

1848 to 1851, the Baldwin-Lafontaine administration established

\

responsible government.

17 The

a

Another old family name in Toronto was Allan.
Honourable‘William Allan (1770-1853) was one of the early
Scottish settlexrs in York. He becarﬁe‘a prominent citizen of
the town, asting as jﬁst;ice of the peace, collector of custbms,
postmaster, member of the Legislativ‘e and then Executive
Council (1836—4.1) of Upper Canada, and Pfésident)‘of,\tixe Bank

A .
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of Upper Céqada. His son George William Allan (1822-1901)
continued the family i'nterest in the affairs of the town.
He serve\d for one year as Mayor of Toronto in 1855 and was
sqbsgquently appointed to the Legislature of Upper Caffaiéa,
thé& Senate of Canada, anq the Queen's Privy Council. He even

acted as President of the Ontaric Society of Artists in 1889

as a 1az member.%g George Allan knew Reid, since he was a
founding member of the Torontc: Guild of Civaic Art..19 U;;on
All;am's death tile Guild rémengbe_aréd his contribu‘tion" to the -
city: "Mr. Allan's benevolence ;and public spirit form a

portion of the history of Toronto and have witness borne to
them in records of its public bodies for more sthan h'alf‘ a
cen,tury.“z'o The Allan whom George ﬁeid includes in the names
of pioneers nost likely refers to both members of this family
who were so active in the development of Toronto and Canada
as da*whole.

Li}£e the Allans, the Scaddings were a pioneer family
in Yori(. John Scaddi.ng (1754—'1824), an aide to Simcoe, was -
+one of the first settlers to erect a cabin 0}1 the site’ of the
new town in the year 179-','1.21 His descendant, the rector of
Holy Trinity Church, Rev. Henry Scadding (1813=1901) left his
mark in Toronto history with his writings which were probably

consulted by Reid for his murals. Afnong. the Reverend's most

noteworthy books was Toronto of 0ld: Collections and Re-

collections Illustrative of Early Settlement of Canadian Life

in Ontario, published in 1873.‘ Then he coll'éborated with

John C. Dent on Toronto, Past and Present (1884) and \;Jith'
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G. Mexrder Adam on Toronto, Old and New (1891).22 After the

}

biographical entry for Scadding in‘Henry James Morgan's

Canadian Men and Women of the Time -(1898), Morgan includes a

quote £from John Reade:

To Dr. S., Can. (Upper Can. especially) owes much,
not only for his ‘actual service in the elucidation
of its pioneer history, but also for the spirit of
enquiry in conjunction with a love of learning and
pride in things Canadian, which he has aroused ig
the minds of so many of his younger compatriots. 3

#
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APPENDIX 2

The following poem was published in the Week 11 (October 12,

+1093:

I3

The York Pioneers' Log Cabin, 1794-1894

From fair Devonia's lovely vales and chines

He came who built this cabin rude and plain.
Simcoe, his early friend, had called him here

To wview the land, and choose himself a home;

Him knowing full of worth, a man to help

In building up the State on stones secure -
Truth, Justice, Loyalty, Far-reaching aim -
Thus 'twas John Scadding saw Ontario's shore
And this fair Province. On the banks of Don,
Where the Slow rider widens to the Lake,

He stood ‘a century ago, and scanned

With eager, anxious eye, the virgin scene.
Entranced he gazed, his very soul astound

At Nature's beauty and magnificence.

Before him, southward, stretched a mighty lake,
On strong tides rolling to horizons far,

In whose deep, sheltering bays, for Peace or War,
The fleets of nations might securely ride:

And food and sustenance for million souls

Be found within its.depths, - Riches untold.
Above, the blue sky like a sapphire gleamed,
And where the slow-winged heron trailed, or rose
the circling gull, or phantom-noted loon,

The brilliant atmosphere made silhouettes, =

So clear and pure its texture. On the land
Vast forests crowried the heights that northward lay,
Where towering elms, like sentinels, o'er-topped
Great oaks, and darkling pines shot up like spires.
Wide beeches grey, and maples full of sap,

Clothed all the swelling hills; and in the vales
That downward drew to meet the flowing stream,
Willows luxuriant and green alders threw

A grateful shadow, where bright rills and brooks
Went singing mid their reeds, with fern and flower.

- And where the stream, grown langubrous, fell to pools,

The wild duck had her nest, and clouds of birds
Shook\the wild rice that rose in graceful plumes .
Among \the marshes, where the bittern boomed.

And all the forest land, -vocal with song,

Teemed with wild life, the settler's hope and fear.
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O. how the fine and fragrant air he breathed .
Glowed in the young man's blood and thrilled his nerves,
And set him dreaming! -as a youth should dream -

Of a" fond home, and woman's love and care

To bless and crown with lengthened happlness

A pious life of patient duty done;

Of sons and daughters, strong and beautiful,

In whom his name should live, and honoured be;

Of a calm evening hour, when life's sun draws

Towards sétting, and the labourer looks to lay

His tools aside and softly muse of Heaven.

~"Ha! did ye hear the demon's mocking laugh

Flash through the high-topped trees!"

And then his thoughts ranged wider than himself:

His vision saw, with Simcoe, the deep woods -
Recede before a people high of heart,

Of large emprise, and worthy purpose fixed.

He saw the House of God in honoir placed,

Order and Law installed, and Leitning set

in high estate, the land thus building up

To a large future, by the Grace of God.

And now with resolution on his brow a“‘
He marks his own. : )

And soon the merry axe
Sets all the vales a—-ringing; laugh and shout
And human cheer and song fond Echo-rwake;
The pioneers of York come hastening in -
For all were brethers then- and ‘each man bares
A willing arm to help his neighbour.
Strong men and trye bring down the umbrageous oak,
Square the tall pine, and lower the towering elm;.
And some the broad axe wield, and some the saw
Two~handled; others the heavy ox -
Patient of load and foddered easily -
Put to the chains and draw the logs in place;
And some the mortar mix of river clay,
Others the stones draw from the shelving bank,
Some gather moss for chinking, some the bark
To shingle the new roof. Thus rises soon,
With hospitable hearth and chimney wide,
A pioneer's log cabin snug and warm.
0 hearts were merry on-the auspicious day
John Scadding stood within his open door
And welcomed all. —

And still the door swings wide.
For here are we, a'group of Pioneers
(Myself by grace), and still a Scadding stands »
And welcomes .all, for this log cabin 'twas
His father built a century agone.
And all those dreams wherewith the young man pleased
A buoyant, happy fancy, are come true.
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Where but the Red Man roamed a city stands:
Where only Nature witnessed to a God,

His temples’'rise, His servants worship Him,

Man serving man, and looking all to Heaven.
Order and Law and Learning have high place,

As witness these surroundings, where man's brain
And energy, and muscle, schoéled by Rule,

Show large results-

And that fond dream of Home a
And sweet domestic bliss, and honoured name,

~ And service done the State, came also true.

(Despite the mocking demon of the trees)*
For there is none Toront¢® boasts to-day

Of men have served her in all worthiness
Stands higher in her best esteem than he,
John Scadding's son, President venerate,
Our first, because our chief, York Pioneer.
O happy dream, to come so richly true!l
Three generations knew this tiny home,
York's sweet domestic life of love and toil
(Though t'was not his that reared it),f
And then, a summet day saw a strange 51ght'
A band of Pioneers - a jovial crowd -

" Pulled down the cot their fathers helped to build.

Piled up the logs on trucks, put-to the teams
Of ancient oxen, mounted the loads themselves, ’
And waving Britain's flag in loyal glee,

Set out with shout and merriment along

The western way, and brought the cabin here.
Then set it up again, with many a joke,

And many a reminiscence glad and sad..

And here long way it.stand, a memory
Of brave old times, a spur to new.

S.A.C.
~

*

Rev. Dr. Scadding's father, Mr. John Scadding, was
killed in middle age by the fall of a tree on his own
estate. His tomb is in St. James' cemetery, and a
Latin inscription to his memory graces the stone.

+Mr John Scadding occupied the cabin only as a
bachelor, and sold it to Mr. John Smith, a builder and
an early York Pioneer, erecting a hgluse on another part
of his land near by, when he married.

v
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APPENDIX 3

Chronology of George Reid's Life With Special Reference

1860

1877

To Murals Executed in Public Buildings

4

(July 25) Born on a farm near Wingham, Ontario.

Apprenticed to J.B. Proctor, architect in Wingham, until
Spring 1878.

# 1878-80 Art School in Toronto under the auspices of the

Ontario Society of Artists.

1880-82 Portrait painting in Winghém, Ontario.

1882

1885

1888

1889
1890

1891
1892

Two months #t 0.S.A. art school.
In October, sets off for the Pennsylvania Academy of

Fine Arts, -Philadelphia, where he studies until Aprll
1885.

(May)Marrles Mary Hiester (1854-1921).

(May - Sept.) Travell to Europe on honeymoon~ Liverpool,
London, Paris, Spain (Fortuny decorations in Barcelona),
Italy (Venice, Rome, and Milan).

Becomes member of the 0.S.A. ’

Teaches private classes in Toronto.

(May) . Auction sale of Reid's and his wife's paintings,
Toronto.
Becomes Associate member of the Royal Canadlan Academy.
Travels to Europe: London

: Paris: enrolled in the Académie
i~ . Julian and Académie Colarossi

Exhibits for the first tlme in the Paris Salon.
(October) ﬁngland
(November) Returns to Toronto.

L

Full member of the R.C.A,

Begins teaching at the Central Ontario School of Art
and Design, Toronto.

First visit to Onteocra, New York. ‘ '
Degigns and builds a studio in Onteora, New York. \
(Autumn) Auction of George and Mary H. Reid's paintings,
Toronto. '

¢
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Wins bronze medal for Foreclosure of the Mortgage at
the Columbian World Exhibition, Chicago.
Reid and wife attend the exhibition.

(February) Formation of the Society of Mural decorators
in Toronto.

(December) Exhibition of five Amerlcan.Palnters and
Reid at the American Art Galleries, New York, where
Reid's decorative panel Rest was shown.

1895-95 Proposal for murals in Union Station, Toronto By

1895

1896

1897

1899

1900

1901

1902

the Society of Mural Decorators.
First proposal from the Society to‘E. Lennox for decora-
tions in the Municipal Buildings, Toronto (March 27).

.

Winter in Spain.

Spring in Paris for two months study at Acad&mie Jullan.

First mural in the Charles Russell House, Onteora.
President of the 0.5.A. (until 1902).

(March 19) Representation of the Society#of Mural
Decorators to the mayor of Toronto for the decoration
of the Council Chamber, Toronto City Hall and Court
House .

(May 21) First meeting of the Toronto Gulld of Civic
Art.

(December) Reid offers to execute the City Hall entrance

murals free of charge.
(May 16) Official opening of the City Hall murals.

Secretary of the Art Museum. of Toronto, inaugurated in

1900.
(May 7 ) Proposal to continue decorations in Toronto

Municipal Bulldlngs.

.-

Canadian representative on the Jury of Awards at the

"Pan-American Exhibition in Buffalo, N.Y. where Reid

hibits two decorative panels: Summer 'and Music.
Chairman of the staff of Central Ontario School of

Art and Design. .
Begins murals for the library of B.E. Walker, Toronto.

.Vice-President of the Society of Arts and Crafts,
Toronto (until 1909).

Plan submitted by the Toronto Guild of Civic Art for
the decoration of the Ontario Parliament Buildings.
Trip to England, takes a studio in London.

Glasgow - sees mural decorations by members of the
Glasgow Group of Painters.

Proposal for murals in the King Edward Hotel, Toronto,
‘by the mural artists. .

™ -
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1903

1904

1905

1906

1907
1908

1510

1912

1917

1918

©1919

1920 .

1921
1922

1924

1925
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2

Mural, The Homeric Method, for Queen's University,

Kingston.

(April) Reid submits memorial to Wilfrid Laurier for

decoration of Ottawa Parliament Buildings. -
Wins bronze medal at the Lousiana Purchase Exhibition,

St. Louis.

Second plan for decoration of Ontario Parliament

Buildings, Toronto, submitted.

(June) Report by Reid on plans for decoration in Ottawa.

Parliament Buildings.

President of the R.C.A. {(until 1909).

Trip to Quebec to afange exhibItion of paintings for -

Toronto from Laval University- collection. .

Moves into Wychwood Park house Toronto, gesigned by

Reid. -

On ‘Executive of Arts and Letters Club, Toronto.

Summer in Europe: Glasgow, London, Belgium, Holland.

Ontario College of Art is inconporated; Reid becomes
the first principal of the college.

'

Brief to R.C.A. on mural painting

(December) .

Ave Canada, study for mural decoratlon for Ottawa

Parliament Buildings.

Commission by Imperial War Record Board to execute

war paintings.

Beglns plans for the,design of new Ontario College of

Art building,

Humberside Public School mural decoration, Toronto.

Acts as Chief Architect overseeing the building opera-
tions of the new O.C.A. building (officially opened in

1921).

-

(October 4) Death of Mary Hiester Reid.

Memorial exhibition of the work of Mary H. Reid.
Mural in the Arts and Letters Club installed.

(December) Marries Mary Wrinch.

{April) Travels to Europe, U.S.A., and Canada to.inspect
art schools and to draw up a report of his findings.
Mural for the Weston Town Hall, Weston, Ontario.

«

Wins R. C.A. competltlon for murals for Earlscourt Public

lerary, Toronto (completed 1926).

" Trip to Northern Ontario.
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R 1926 Trip to Quebec arov:mce. ) \ -
* - 1928 Bega.ns des:.gns for\)‘arw.s ‘Collegliate Murals, Toronto
' : f _ (completed 1930). ' / o -
* 5 1929 Touihes up and cleans the Torontgo Muruc;Lpal Buuld:.ng nura.ls
res from 0.C.A. ih May." .
3 . ] 0 .
‘ ; 1933 Commences murals for the . Royal Ontérm Museunt, . Toronto.
. b Work continues.until 1938. .
H e, -
“ oo . 1942 Turns over 459 of hls paintings to.the Ontarlo .
: ‘ \ Department of Education. - "
| 1947 (August '23) Death of Reid: in Toronto. | )
y - - a [
. ' 1948 Memorial Exhlbltlon of Reid's work at the Art Gallery o
Yo _ of Toronto under the auspices of the 0.S.A. ‘ |
. o
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- APPENDIX 4

Cataloque of Existing Preliminéry Drawings and Sketches

By George Reid for the Mural Decorations in the dﬁ

Toronto Municipal Buildings

The entries are arranged in. approximate chronological order.

-

Exterior Entrance tb thq Council Chamber:

}

1. Study for Science for right side of entrance (c.1895-1896)
pencil on paper
16.1 x 25.4 cm

In this study the words, "GEOLOGY, BIOLOGY, CHEMISTRY,
HISTORY" were included above the scene.

A.G.0., Reid Scrapbook A, p. 80.

2. Sketch for Science, 189€-1897 (fig. 48)
011l on cotton

71.2 x 99 cm v
\ signed lower right: G.A. REID 1896-7
\ Bibliography: G. Reid, "Mural Dedoration," Canadian

Architect and Builder, January 1898, p. 13.
EXhlbltlonS. To Found a National Gallerz The Royal

. Canadian Academy of Arts 1880 1913, Natlonal Gallery of
\Canada, Ottawa, 1880.

A photograph of a sketch for Science appears in Scrapbook
- A, p. 200 (fig. 13) together with a photograph of Wyly
. Grier's sketch for Art (fig. 15) for left side of ’
entrance to Council Chamber, Scrapbook A, p. 201. Also
included in the Scrapbook A, p. 200 is a photograph of
‘the sgketches for Industry, Integrity, Intelligence (fig.
. 17) intended for the Council Chamber interior. /

London Regional Art Gallery

Entrance Hall, first floor:

3. Preparatory Drawigpg of Three Groups of Flgures for west
‘“mural (c.1898) (flg 62)
pencil on paper . ‘-
11.6 x 24.3 cm . . ‘n
A.G.0., Reid Scrapbook A, p. 243.

-
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R 4. Preparatory Drawing of Groups of Figures for west mural
(c.1898) (fig. 63)
pencil on paper
’ 11.4 x 23.2 cm
A.G.O., Reid Scrapbook A, p. 242.

-

v 5. Preparatory Drawing of Figures (c.1898)
pencil on paper .
12,6 x 16.8 cm ‘
’ ' A.G.O., Reid Scrapbook A, p. 244.
6.  Study of Four Men Around a Pbt (c.1898) (fig. 64)-
- pencil on paper .- . ‘ . Lo
' 20.4 x 23 cm
A.G.O., Reid Scrapbook A, p. 245. o .

7. Preparatory Drawing of Oxen and Cart (c.1898)
pencil’ on paper o N
13.4 x 20.3 cm

~_A.G.0., Reid Scraobook A, p. 245..

8. Study of Three Men for Staking a Pioneer Farm (c.1898)
(fig. 44)
pencil on paper ‘
20.3 x 26.7 cm
.A.G.O., Reid Scrapbook A, p. 244.

"7 '

9. Preparatory Drawing of Men for Staking a Pioneer Farm
(c.1898) o,
pencil on paper
20.1 x 25.4 cm
A.G.O., Reid Scrapbook A, p. 243.

4

~

10. Preparatory Drawing of\ Figure Groupings for Arrival of.

the Pioneers plus four individual studies of men (c.1898)

pengil on paper
12,7 x 16.5 cm ,
A.G.0., Reid Scrapbook'A, p. 246.

11. Study for Kneeling Man in Staking a Pioneer Farm (c.1898)

' crayon on paper
’ . 14 x 11 cm
—~— n This study is similar to the man illustrated in fig. 58.

S

v A.G.O., Reid Scrapbook A, p..248.

12. Study for Sitting and Standing Figures in Staking A
, Pionéer Farm (c.1898-1899) (fig. 57)
‘ pencil. and charcoal on paper
& 20.2 x 17.2 cm -
. R In the final version, Reid lowered the left arm of the
man standing beside the tree.

. A.G.O., Reid Scrapbook A, p. 246.
* . L] ' /
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13. Study of Kneeling Man for Staking a Ploneer Farm (c. 1898-‘
18%9) (fig. 58)
pencil and charcoal on paper
. 14.7 x 17.4 cm - . .
A.G.0., Reid Scrapbook A, p. 247. - a

L

© A S N bt s

1l4. Study of Standing Man w1th Backpack for Staking i o o
Pioneer Farm (c¢.1898-1899) (fig. 59) <
pencil -and charcoal on paper

. 22.9 x 19.3 cm i
This same flgure study is pinned to Reid's easel, fig. 20.

A.G.0.,- Reid Scrapbook A, p. 247.

15. Study of Seated Figure with Axe for Staklng a Pioneer
" Farm (c.1898-1899) (fig. -60)
charcoal on paper
23.7 x 17.1 cm
This same figure study is plnned to Reid's easel fig. 20.

. - A.G.0., Reid Scrapbook ‘A, p. 248. >

'16. Study for Standing and Seated Figures for Staklng . : .
Pioneer Farm (c.1898-1899) (fig. 61) . »
pencil on paper \ )
o , 24.4 x 17.3 cm
' A.G.0., Reid ScrapbOok, p. 249.

' - 17. Study for Arrival oﬁ the Ploneers (squared off) (c.1898- :
. e 1899) , ) / - 5
' pencil on paper . . 3
20.5 x 24.5 cm ° . ‘ :
. A.G.0., Reid Scrapbook A, p. 242. P -

AN

Sketch for Arrival of the Pioneers, east mural and
spandrel figures, Dlscovegz and Fame (c.1898-1899)

.;-\‘J
&
[
o

0il on cardboard
17.7 x 104.1 cm ‘ , :
Exhibitions: Nd&tional Ga}lery of Canada, 1980

% (fig. 30)

% \\\J/,—~7\ 0il on c¢ardboard

£ 17.7 x 104.1 cn

4 } Exhibitions: National Gallery of Canada, 1980

§ London Regional Art Gallery . :
¥ .

% § " 19. Sketch for Staking a Pioneer ‘Farm, west mural, and

o : * spandrel figures Adventure and Fortune (c.1898-1899)

% - (fig. 31) - -

o

London Regional Art Galiery.

rl
¥
£
4

7 .
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yPrgposal for Continuation of Panels for Entrapce Hall.

20. Sketch for South Wall and Entrance (c. r629 -1942)
(fig. 27) . - }
coloured pencil and cobllage on wcardboard
12.7 x 121.9 cm
London Regional Art Gallery

21. Drawing for Elevations of North and South Walls of
Entrance Hall (c.1929-1942) (fig. 28).
ink on paper '
18.7 x 47 cm % .
Inscription: "Plan and Elevations of the City Hall :
Toronto drawn by G.A. Reid for the purpose of
Continuing his decoratiQns begun in 1900"

v
e
e ™ T At ¥y I3

McCord Museum, Montrea14

22.° Six sketchfs (3.scenes each) fbr panels in Entrance
Hall (c.19£9-1942) -

oil on canvas g

17.7 x 104.1 cm <

Fxhibltlons. National Gallery of Canada, 1980

London Regional Art Gallery

(fig. 33) Sketches of Missionary and Indlan Groups
for north-west wall

(fig. 35) Sketches of Pioneer Scouts for wesgg wall

(fig. 37) Sketches of Indians and Scouts for south-
west wall

(fig. 39) Sketches of Women and Loggers for north-
. east wall

- (fiqg. 41) Sketches of Pioneers Building, Sowing and
. ] Ploughing'foreast'wall

(fig. 43) Sketches of Pioneers Building Log Houses
for south-east wall .

—~
23. Study of Man Sowing for panel (fig. 41, scene B), 1934
.~ crayon on paper
12 x 17 cm
signed "G. Reid 1934"
A.G.0., Reid Scrapbook A, p 12
In the scrapbook Reid included a number of drawings of -
rural activities, such as,-mowing, haying, and maple
-surgaring, "all dated 1934. The above gtudy is the only
one which relates directly to the colour sketches for
the continuation of the City Hall series.
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FOOTNOTES {

-

d

. 1
Introduction

A . . -
. "Art Gallery of Ontayio, 100 Years: Evolution of <
, ‘ The Ontario College of Art, ex. cat. (Toronto: Art Gallery
e ‘ of Ontario, 1976.) Reid resigned as principal of O.C.A. in

"4 1929.

"The Art of George A. Reid,"

X , .
2 Margaret L. Fairbairn,
She claims that at the

Canadian ﬂagaz1ne 22 (November 1903).
fair:

[ 4 q
"The two picdtures which drew the greatest number of
spectators, which seemed to make the strongest appeal
to the average individual were Hovenden's "Breaking
Home Ties" and G.A. Reid's "Foreclosure of the ‘
Mortgage." Considering the cosmopolitan nature of
the exhibition this is saying a great deal. The
. . deduction is not so much that either artist was in
the front rank of the world's artists, as that .he
reached the larger audience with a message that
touched the heart and moved the feelings; a message,
too, that in its technical expression gave satisfac-

tion." (pp. .4-5).

Fairbairn's statement reveals precisely why Reid's genre
work was so popular at the time. The scenes from daily life
were easy to understand and had great sentimental appeal.

v

3 H. Jones and E. Dyonnet, "History of the Royal
Canadian Academy of Arts," 1934, Montreal Museum of Fine Arts

g . Library, Montreal, pp. 6, 13. (Typescript).

Canadian Artist
dates Harvest 1892.

\ 4 Muriel M. Miner, G.A. Reid:
(Toronto: Ryerson Press, 1946), p. 213,

R

3 A .photograph of Rest appears in George Reid's
193. 1In the later years of his life, George

Scrapbook A, p.
Reid compiled two scrapbooks filled with oil and watercolour

‘ sketches, pencil and charcoal drawings, photographs,
s L correspondence, reproductions, exhibition*catalogues, magazine
: and newspaper clippings, and memorabilia. These two scrap-
books which contain invaluable information are in the

/.

P

]"‘EEKW’*' P
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collection of the Art Gallery of Ontario library, Toronto, I
Ontario. One. scrapbook of 500 pages, measuring 46.5 cm ”
x.31.5 cm x 15 gm I shall refer to as Scrapbook A to
distinguish it from the second, Scrapbook B, 130 pages,

5.3 cm x 38.5 em x 3 cm, which contains plans, sketches,

and photographs dealing with Reid's architecture and furniture
designs. “

»

6 Lynn c. Doyle, "Art," Toronto Saturday Night 9

§

-

™~

7
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FOOTNOTES ) ;

CHAPTER 1 ;

-

The Dévelopment of Reid's Interest in Mural Painting

1 Emile Vedel, "The Workgvof Benjamin Constant,
Magazine of Art, 23 (1899): 471.

2 Constant executed La Ville de Paris conviant le
monde i ses fétes in the Salle des Fétes. René& Weiss and
Nicolas Bourgeois, L'HOtel de Ville de Parls (Grenoble: :°
B, Arthaud, 1931), pp. 71 and 109.

3 wpa dscoration picturale de l'HGtel de Ville," R

-Le Rappel, -1899, in Scrapbock A, p. 138.

4 G.A. Reid, "Note on Mural Painting in Canada, !
prepared for the information of the Council of the Royal
Canad%;g Academy, " December 1917, Scrapbook A, p. 347.

i

-~

(Type ipt)

o ee o Aifes

5 H.C. White and C.A. White, Canvases and Careers
(New York, London: John Wiley & Sons, 1965), pp. 16-17.

® on January 18, 1896 the Reids sailed from New York
for Gibraltar and spent the winter in Spain. Then they
continued on to Paris for April and May where they spent |
“many hours studying the Chavannes decorations in the Panthéon,
Sorbonne, and 1'HAtel de ville." Muriel Miller Mi?7f,
G.A. Reid, p. 88.

7 The fresco process proved a failure, for the
paintings disintegrated on account of climatic and technical
problems. A. Lys Baldry, Modern Mural Decoratlon (London:
George Newnes Ltd., 1902), p. -20. .

8The method of -spirit fresco, also called the "Gambier
Parry" process after its inventor, is explained in Leon&e and
Richard Ormond's book, Lord Leighton (New Haven: Yale
University Press, 1975), p. 56:
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"Leighton painted with a medium .,composed of artist's
copal, oil of spike, or spike lavender, gum elemi

and pure white wax, using spirits of turpentine as

a vehicle.  The plaster wall was soaked in the medium
and allowed t® dry thoroughly. When the painting
began, o0il of spike was used freely in the dipper

to open up the ground so that the colours soaked
into and fused with the wall. Unlike traditional fresco
methods, the ‘work could be continually retouched, and
a wide range of colours was available."

2 L. and R. Ormond, p. 124.

10 Brown was originally hired to do six murals, while °
Frederick Shields was to do the other six. As it turned out
Brown undertoock the whole commission. A discussion of the
murals may be found in Ford M. Hueffer, Ford Madox Brown:

A Record of His Life and Work (London: Longmans, Green and
Co., 1896). ,

o

Templar, "Art Notes," the Week 7 (Apfil 25, 1890):

11
331"

12 Ford Madox Brown describes the method of "toile
marouflé&e" in his article "Of Mural Painting," published in
Arts and Crafts Essays Réprinted by Members of the Arts and
Crafts Exhibition Society (1893); reprinted, London:
Longmans, Green & Co., 1903), pp. 153-154:

"Since beginning the series (the Manchester murals),
" however, a fresh change has come over the fortunes

of mural art in the fact that, in France..., the
mural painters have now taken to painting on canvas,
which is afterwards cemented, or what the French
call "maronflée," (sic) on to the wall. White-lead
and oil. with a very small admixture of rosin melted
in oil, are the ingredients used. It is laid on
cold and plentifully on the wall and on the back of
the picture, and the painting pressed down with a
cloth or handkerchief: nothing further being re-
quired, saving to guard the edges of the canvas

from curling up before the white~lead had had time
to harden. The advantage of this process of I
cementing lies in the fact that with each succeedlng
year it must become harder and more like stone in

y its consistency.”

This method was used by Géorge Reid.

v

13 Reid, "Mural Decoration," Canadian Architect and
Builder 11 (January 1898) 14.

"1
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14 The Arts Council of Great Britain, Burne-Jones:
The Paintings, Graphic and Decorative Work of Sir Edward

Burner-Jones 1833-1898, ex. cat. (London: The Arts Council
of Great Britain, 1975), p. 42.

15 "W.A.A. Hears About Murals," Peterborough Examiner,
October 24, 1936, in Scrapbook A, p. 412. A copy of Reid's

lecture to the Lyceum Club and Wopen's Art Association in
1936 has not been traced.

16 William Morris repeats these ideas over and over
in his lectures and writings, such as "The Lesser Art," 1877,
published in Asa BRriqggs, ed., William Morris: Selected

b, Cieae

)
L3
B
e
¥

§ Writings and Designs (1962: reprint ed., Harmondsworth,

g 2 England: Penguin Books, 1973), or in "The Aims of Art," 1886,
¥ in May Morris ed., William Morris: Collected Works, 24 vols.
i (New York: Russell and Russell, 1966), 23: 81.

$

17 Tﬂé first exhibition of the Arts and Crafts
Exhibition Society devoted to reform in the applied arts took
place on November 1888. Other exhibitions were held in 1889
,and 1890 and afterwards more sporadically. Gillian Naylor
refers to ,one in 1896 in The Arts and Crafts Movement (London:

Studio Vista, 1971; reprinted, Cambridge, Mass.: MIT Press,
- 1980), p. 100.

18 George Reid, "Mural Decoration,”" Canadian
Archltect and Builder 10 (January 1898): 14.

" . 19 George Reid, "Mural Decoration,” Canadian Magazine
. 10 (April 1898): 503.

20 1pi4., p. s01.

21 Address by Reid upon his retirement from the
* Ontario College -of Art, May 13, 1929, Scrapbook A, p. 279.
(Typescript).

R

According to the Onteora church records, Reid
began to receive payment as architect of the church in
October 1894. In the column "Art Notes" in Toronto Saturday
Night of May 25, 1895, Lynn C. Doyle mentions that the church
was erected in the autumn oi\}894 and finished in 1895 (p. 9).
She does not refer to the murals. . In the Reid Scrapbook B, p.
196, Reid notes in his own hand be51de an illustration of
the church: "built in 1895 with decoration repainted in 1896
when churc¢h was enlarged.”™ Finally in 1910 the chancel was

enlarged and transepts were added, according to a plagque in
Onteora Memorial Church.
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23 ﬂr:present murals in the church are actually dated ;
1910 and 1911. It appears that Reid repainted the front panels §
on either side of the chancel in 1910 when the church was en- y
larged. Thé present front murals differ in details from those 3
shown in a photograph of the ‘interior of the church published i
in the Studio in April 1900, p. 209 and in the Canadian Magazine
.in November 1903, p. 8. The back murals above the altar do not
appear in eitM®y photograph, and therefore they must have been
first painted “in 1911.

24 Art Gallery of Ontario, 100 Years, p. 16. The plans
and elevations for the Ontario College of Art and for the
Wychwood Park house are included in Reid's Scrapbook B,
pp. 68-71 and p. 49 respectively.

25 The Arts and Crafts Society of Canada, exhibition
. catalogue, Toronto, 1904, unpaginated.

i 1

26 Idem, exhibition catalogque, Toronto, 1905, cat.
no. 180.

217 See G. Naylor, Figs. 18 and 19. : :

28 E. Burne-Jones painted décorations on his own
piano in 1860 and for a commission in 1879-80. Arts Council .
of Great Britain, Burne-Jones ex. cat., p. 71. ‘

One of the foremost American mural painters of .
\ Reid's time, Edwin H. Blashfield, also decorated a piano .
belonging to Mrs. George C. Drexel_with the aim of treating .
functional objects in an artistic way, a goal of the British
Arts and Crafts revival. ("Field of Art: A Decorated Piano, " ;
Scribner's Magazine 20 (October 1896): 517-520). For more on f
Blashfield's influence on Reid, see pp. 20-22 of this text. i
! N
.2 G.A. Reid, "Applied Art," Canadian Architect and
Builder 13 (March 1900): 55. Reid exhibited his own piano
with painted panels in this exhibition, cat. no. 120. This
is presumably the same one he entered in the later Arts and
.Crafts Society exhibition of 1904. ~

30 1pia., p. 55. .
Ll » .
31 Under Mavor as editor, volume 2 of the Scottish Art ;
Review, for example, contained articles on "sgraffito" wall :
decoration (September 1889), the Arts and Crafts annual ex-
hibition (November 1889), and a feature entitled "Municipal
Encouragement of Art in Paris," by C. Nicholson (December 1889),
concerning the H6tel de Ville decorations in Paris.

32 In Mavor's autobiography entitled, My Windows on
the Street of the Waeld, 2 vols. (Toronto: J.M. Dent and
Sons, 1923), one chapter is devoted to William Morris.

2
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! \ -
? 33 James Mavor was a member of’ the Advisory Board of

" the Toronto Guild of Civic Art and was at its first meeting
.on May 21, 1897 (Toronto Guild of Civic Art, Minute Book,

Baldwin Room, Toronto Metropolitan Public Library, Toronto,
p- 1). The Guild is discussed on pp. 34-35. Mavor wrote on
the subject of mural painting in a pamphlet entitled, Note
on the Objects of the Toronto Guild of Civic Art and on the
Exhibition of Prints and Mural Paintings with condensed
cataloque (Toronto: Roswell ‘and Hutchison, 1898).

34 Within the Guilgd, Mavor and Reid together with:
Wyly Grier made up the committee whic¢h organized the Copley
Print Exhibition of American murals sponsored by the Guild
in 1898, (Guild Minute Book, minutes of meeting January 14,
1898, p. 14). As editor of a cdmmemorative book on the
Victorian Era Ball, Mavor had Reid execute a number of
1llustrations for the book published by Roswell and Hutchison
in 1898. The two men served on a Guild committee to examine
the idea of murals for the Ontario Legislative Building.
(Guild Minute Book, January 16, 1900, p. 41). 1In 1901, Reid
was acting as Secretary of the Provisional *‘Council of the
Toronto Art Museum and Mavor was a member of that Council
(Reid to Jas. Smith, R.C.A., February 4, 1901, Royal
Canadian Academy Correspondence, 1901<13, Public Archives,

Ottawa.) ‘

35 Mavor wrote in his Notes on the Appreciation of
Art and on Art in Ontario with Remarks on the Exhibition at
the 0.S.A. (Toronto: George N. Morang, 1898), p. 10, that
Canada had no

- 'genre painter of any high rank,’the genre pictures
of Mr. G.A. Reid though his most popular, being by
no means his best work... Mr. Reid excells in
delicate gradations of tone and in the management
of subdued light."

.

36 Gordon Hendricks, The Life and Works of Thomas
Eakins (New York: Grossman Publishers, 1974).

37 Fairfield Porter, Thomas Eakins (New.York: George
Braziller, 1959) pp. 16 and 19. :

3

38 Martha J. Hoppin, William Morris Hunt: A Memorial

Jampan e . 1 g PIEE ) R S R R R R T AR

Exhibition, ex. cat. (Boston: Boston Museum of Fine Arts,
1979), p. 18. -

39 Pauline King, American Mural Painting (Boston:
Noyes, Platt & Co., 1902) chapter IV, "The Columbian Exposi-
tion".

ey
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40 Ibid., chapter V, "The Boston Public Library." \\

41 F.E. G., "Art and'Artists, ' Toronto Saturday Night
6 (May 20, 1893) 1l4: “Mr. and Mrs, Reid have gone to the
World's Fair. ‘ ‘

/ 42 Scribner's Magazine in its rengar column "The

\ / Field of Art" fo¥lowed American developmehts in mural painting
with co nts and criticisms. Russell Sturgls wrote articles
for Scripner's and for the Architectural Record on the

Boston d@nd Washington murals as well as on mural painting in
other cities.. ("The New Library of ongress," Architectural
Record 7 (Jan-Mar. 1898): 295, "Mugal Painting in American
Cities," Scribner's Magazine 25 (Jan.-June 1899): 125-128. '
"Boston Public Library: The South End of Sargent Hall,"
Architectural Record, (May 1904), ppn 423~430).

. Haxper's Weekly ran a series focussing on the

L .decorations by individual artists in the Library of Congress.
Written by Royal Cortissoz, they ran from December 28, 1895
to October 17, 1896.

The Canadian art reviewers in Toronto Saturday Night
mentioned the Library of Congress murals in the January 30,
1897 column by Doyle, "Art" (p. 9), and John Singer Sargent's
Boston mural in April 16, 1898 column, "Studio and Gallery"
by Jean Grant (p. 9).

*

43

A A M i e A

Reid, "Mural Decoration,” p. 508.

44 [R. sturgis], "The Field of Art: The Decorations
for the Library of Congress," Scribner's Magazine 20 (August
1896): 257. - :

45 Herbert Small, comp., Handbook of the New Library :
of Congress (Boston Curtis & Cameron, 1901; reprint ed. , ]
b , Washington, C.D. Library of Congress Professional Associa- ;
2 © tiom, 1977), OVerleaf of title page.

46
1898, p. 15.

Toronto Guild of Civic Art, Mlnute Book, March 24,

I

47 Touche, Niven and Co., publlc accountants, to A.W.
e Watson, September 25, 1922, concerning a new insurance

' policy for the church, Onteora Memorial' Church records Onteora,
New York. The letter states that the old insurance policy

(no date given) was originally drawn up in the names of

George Reid and Carroll Beckwith among others. The first
services were held in the church in July 1897 {(church. records)
; It is possible that the early insurance policy dates from

this time.

e
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3
a

48 1. poyle, May 25, 1895, p. 9.

49 R. Sturgis, "Mural Painting in American Cities,"

p. 128.

<

>0 Reid, Scrapbook A, p. 194. Other artists exhibiting
with Reid and the Sewells were W. Hamilton Gibson, Herbert A.
Olivier, and Elihu Vedder (see p. 19). Reid exhibited '
twenty-eight”works, mostly genre paintings and one study for
a mural decoration entitled Rest. . .

51 R. Sturgis, "Mural Painting in American Cities,”
p. 128, and James F. Carr, comp., Mantle-Fielding's Dictionary
of American Painters, Sculptors, and Engravers (New Yo¥rk:
James Carr, 1965), p. 327. '

52 Reid, Scrapbook A, p. 379. Address by Reid upon
his retirement from the Ontario College of Art, May 13,
1929, (typescript 13 pages), p. 9.

53 Herbert Small, pp. 34-35. , -
>4 Miner, p. 51. - ;
55 Sturgis, "Mural Paintimng in American.Cities,"
p. 128.
6 Perceptions and Evocations®™ The Art of‘ﬁlihu.- ‘ &

Vedder, ex. cat., (Washington, D.C.: National Collection
nf Fine Arts, Smithsonian Institution, 1979).

37 See fodtnote 50. Among Vedder's contributions to
the exhibition were the finished sketches for the ceiling
decoration in the dining-roam of C.P. Huntingdofi™¥ house in
New York, Abundance All the Days of the Week, and also the
large panel, The Art Idea, for the Walker Art Building, '
Bowdoin .College, Maine.

4
>8 Perceptions and Evocations, p. 21§, -Also see '
Richard V. West, The Walker Art Building Murals (Brunswick,
Maine: Bowdoin College Museum of Art, 1972).

59 Leonard. N.\Amico, The Mural Decongtioné éf Edwin
Howland Blashfield (1848-1936), ex. cat. (Williamstown, Mass.: -
The Sterling and Frifgine Clark Art Institute, 1978):

60

Reid, retirement address 1929, p. 9. Scrapboek
A, p. 379. ' .
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Historical
. corresponde
62
(New York:
63
64
65
0
66
67
Hlstorlcal
68

.In the Edwin Blashfield papers at the New York
Society, New York, N.Y., there is no record of
nce with Reld, nor any mention of him.

L d

Edwin H. Blashfield, Mural Painting in America

Chprles Scribner's Sons, 1914), p. 7. v

r

by -
Ibid., p. 24.

Ibid., p. 179. - ° -\
\ r
‘ o .
Ibid., p. 97. S e
. . ]
Ibid., p. 66. ¥

y

General file, Edwin H. Blashfleld papers, New York
Society Archives, 'New York?y

Kenyon Cox, "Puv1s de Chavannes,"” Century Magazine,

51 (February 1896): 559. . .

69

70

Craftsman,

{

Ibid., p. 569.

Quoted in [Gustav Stlckley] "Mural Palﬁtlng - An

) Art for the Pecdple and A Record of the Nation's Development,”

10 (April 1906): 60. Shean was a director of

the National Society of Mural Painters in the U.S. in 1895.

(The Mural .

Painters: A, National Soc¢iety, New York: National

» Society of

Washington,

71
Scribner's

Mural Painters, 1915, Archives of American Art,
D.C., microfilm , D248).

7

Edwin H. Blashfield, "Mural Painting in Amerlca,
Magazine 54 (Sept. 1913): 353.

\

s
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Angelo Pienovi, a Genoese painter was brought to f

Montreagd from New York around 1828 ‘to paint the column and
ceiling decorations in Notre-Dame church. (Franklin Toker,

.The Church’

of Notre-Dame, Montreal: McGill-Queen's Unlversqty

Press, 1970, p. 49). A number of German artists were given
commissions for church decorations. William Lamprecht .

(1838-flq.

1906) from Municl was brought from the U.S. to

decorate the church ‘at Saint-Romuald, Que. (Russell Harper, '
Early Painters and Engravers in Canada, Toronto: University

of Toronto

Press, 1970, p. 187). Another German, Mr, Heldt '

+{active 1864) decorated a - numbéer of chapels in Montreal
(Harper,.-p. 154), and Ernest Mueller, (active 1876-96)
probably also German, was responsible for the decorations in

‘the Church

of Gé&su, Montreal c.1876 (Harper, p. 233). Ozias .
. B - in
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. Leduc first learned church decoration from Luigi Cappello,
an Italian active in Montreal from 1874 until 1892. (Jean-
René Ostiguy, Ozias Leduc, ex. cat., Ottawa: The National
Gallery of Canada, 1974, pp. 97-98,

G
X

73 Raymond Vé zina, Napol&ion Bourassa. (1827 -1916) :
Introduction & 1'étude de son art (Ottawa: Editions Elysée,
1976) . See chapter 11, "La décoration murale et 1'ingrisme."

»

.
iy ey

- 74 See "List of churches decorated by Ozias Leduc,”

2 compiled by Sylvia Antoniou in Ozias Leduc: The Draughtsman,
exhibition catalogue, (Montreal: Sir George Williams Art

" Galleries, Concordia University, 1978), Appendix A, pp. 149-
153. ' :

S R
+*

o

/ 7> Frangois Laurin, "Joseph Saint-Charles 1868-1956,"
' RACAR 2 (1975): 58.
EN

BTt e P T

’ 76 The higtory of this commission which included the
artlsts, Eugene Hamel, M.A. Suzor—Cote, Henri Beau, and

. Charles Huot is traced in Robert Derome's article, "Charles
Huot et la peinture d'histoire au Palais Lé&gislatif de
Québec (1883-1930)," Bulletin, no. 27 (Ottawa: Galerie
nationale du Canada, 1976). ,

“r

A}

77 Note in the Quebec Telegraph, April 5, 1907, in
- the T.R. Lee Collection, Art Gallery of Ontario lera
archives, Toronto, Ontario. '

.
IS

~

' 78°'Moncrieff:' Williamson, Rofert Harris (1849-1919),

ex. cat. (Ottawa: The National GalJery of Canada, 1973),
pp. 30, 33, 135.

~

? George Reid, Address before a meeting of the
Ontario Society of Artists, March 25, 1897, 0.S5.A. Minute.
Book, p. 233, Archives of Ontario, Toronto.
\ g . e
"~ 80" Reld, "Mural DRecoration,"” Canadian Arthitecf and
Buildér (January 1898}, p. 15. .

Saralered LA

8l Reld "Mural Decoration," Canadian Magaz;ne
(Aprll 1898), p. 506. 4

/ . : .

82 George Reid to Vincent Massey, President of the

ﬂd' Arts and Letters Club, Toronto, December 2,1920, Scrapbook
1 A, p. 362. ;

, Y :
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. - //
CHAPTER II =~ -
- ' £
The Decoration of the Toronto Municipal Buildings
1 - “
1, ..  q e ™~ .
The New Municipal Buildings, Toronto, Canadian
Architect and Builder 10 (December 1897): 230.
) ' L
See footnote 4}, chapter I.
(3 '

24 . ’
G. Reid, W. Cruikshank, and W. Grier’to E.J. Lennox,.
Toronto, March 27, 1895, enclosed typescript of 3 _pages,
Scrapbock A, p. 99. .

N

Jean Grant, "Studio and Gallery,"” Toronto Saturday
Night 11 (January 8, 1898): 9,

> The constitution, by-laws, and code governing
competitions of the National Society of Mural Painters, ‘
together With a list of members and past and present officers
were published in brochure entitled The Mural Painters,
A National Society, New York, 1915, Archives of American Art,
Washington, D.C., microfilm D248. ’

- . 3 * N
. [ ‘ X
6 The- first president of the American Society was
John LaFarge and Ecdwin Blashfield assumed the responsibility

from 1909 to 1914. (Ibid., unpaginated.)

1 Reid et al. to Lennox, March 27, 1895.

‘ .
8 Richard B&bout, ed., The Open Gate: Toronto Union
Station (Toronto: Peter Martin Associates, Ltd., 1972), p. 70.

? Miner, p. 78. .
10 1vig., p. 7s.

B 1 opsbout, pp. 70-71. .
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12 peia et al. to Lennox, March 27, 1895, enclosed
typescript, Scrapbock A,-p. 199. ’

13 Telegram (Toronto); January 31,. 1895 and The Globe . -

(Toronto) , February 1, 1895, Scrapbook A, p. 199. The
/ cligping,do not carry titles. ’

. 14 roronto Saturday Night, February 5, 1895, 3
clipping in Scrapbook A, p. 199. :
' - -
N . .15 The Mail and Empire, February 1, 1895, clipping &
2 , in Scrapbook A, p. 199. - '

,./
) . ) 16 Reid et al. to Lennox, Scrapbook A, p. 199.

*o

17 Proposition from Reid on behalf of the Society of
Mural Decorators to the Mayor of Toronto, March 19, 1897,
1897 Board of Control Communications #104, Records and
Axchives Division, Department of the City Clerk, Toronto City
Hall, Torento, p. 3:

R g Pt
.

"Believing that the concurrence of the Architect would
.be desirable to the successful carrying out of this
work, they (The Society of Mural Decorators) have
consulted him from time to time with regard to the
slight modifications of his plans which they deemed
necessary; the principal of which being thé raising
of the dado in the Council Chamber from 7°-to 12
feet. :

* .

These alterations have met with the approval of the
Architect to whom the Society is indebted for his.
, generous promotion of the scheme.”

18 Reid et al to Lennox, enclosed typescrlpt

Scrapbook A, p. 1989.

19 1pia.

' -
20 L. Doyle, "Art Notes," Toronto Saturday Night 8
(April 27, 1895): 9. The mural decorations are not listed

1 under a separate heading in the R.C.A. catalogue for 1895<
° ' ' 1
' 21 Idem, Tordnto Saturday Night 9 (December -7, !
1895):9. ;
.. .
’; -
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T

22 1dem., May 23, 1896, p. 9; October 17, 1896, p. 9;
November 7, 1896, p. 9. From 1895 to 1897 Rex Stovel was one
of Reid's pupils and had a studio next to Reid's in the
Arcade Building in Toronto. (Miner, pp. 68-69).

“Eaa

23 Proposition from Reid to Mayor, March 18, 1897,
pp. 2-3.

N et oy e

24 Toronto Guild of Civic Art, minutes of meeting

May 21, 1897, T.G.C.A. Minute Book, Baldwin Room, Toronto '

MetropolitAn Public Library, p. 1. The original members of

the Guildfjwere: G.W. Allan, James' Bain Jr., Allan Cassels,

Frank Danling, S.H. James, E.F.B. Jomnston, W.A. Langton,

James Mavor, Bernard McEvoy, Lucius 0O'Brien, E.B. Osler,
#Charles E. Porteous, George Reid, and B. Edmund Walker who

was chosen President of the Guild. At the first fmeeting in

May, seven new members were accepted: James Loudan, E. Wyly

Grier, F. Challener, G.A. Howell, A.F. Wickson, W. Cruikshank,

and A.D. Patterson.
3

Tt .

The President of the Guild, Byron Edmund Walker was
a banker who became President of the Canadian Bank of Commerce.
Thus he was active in both the financial and artistic
’ communities offToronto. An art collector himself, he helped
to establish the Toronto Art Museum and the Royal Ontario
Museum. Walker and Reid worked together on a number of
projects, one of them being the Guild of Civic Art. Walker
was a staunch supporter of Reid's plans for mural decorations,
% and in 1902 he cormissioned Reid to paint a mural for his own
: ) @& Yibrary. See the exhibition catalogue by Katharine A. Jordan, °
"9ir Edmund Walker: Print Collector (Torohto: Art Gallery of \)
. Ontario, 1975), and G.P. de T. Glazebrook Sir Edmund Walker J/
Hand {London: Oxford University Press, 1933), also the .
Sir Edmund Walker Papers, Thomas Fisher Rare Book Room, Robarts

Library, University of Toronto.

" Vs
T.G.C.A. Minute Book, p. 1. '

. 26 Proposition, Reid to Mayor, March 19, 1897, p. 3.
) The discrepancy in the dates of the March proposition and the
: first meeting of the Guild in May 1897 suggest that the Guild
! had organized as a group before the Society's meeting with
the Mayor. The April 1897 issue of the Canadian Architect
and Builder (p. 67) states that the Guild "has been 1ncorporated

by the Ontario Government with a capital” stock of $2,000."

27 Reid to Mayor, p. 4.

28 The artists themselves noted: "Art and Science
are the subjects of the two entrance panels, and these are
s treated classically on account of the nature of the theme."

Proposition, Reifd to Mayor, p. 5. ’ A\
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23 Photographs of these two sketches appear in
Scrapbock A, pp. 200-201. The original sketch for Science

-by Reid, o0il on light cotton, measuring 30" x 40", signed

and dated 1896-97, is in the collection of the London Regional
Art Gallery, London, Ontario.

30 Reid et al. to Lennox, March 25, 1895, refers to
"color sketches" in preparation. These sketches were last

Tecorded in the possession of Frederick S. Challener,

according to an article in the Globe and Mail, July 7, 1956,
"0ld- Sketches for City Hall ZFound."™ Mrs. G.A. Reid had
discovered the mural designs in the attic of her house after
her husband's death, and she gave them to Challener who died
in 1959. As yet I have not been able to find them in any
collection. Photographs of the sketches and of a rough
drawing of the interior of the Council Chamber as it would
have looked with the murals in place appeat in the article
"Mural: Decoration" by George .Reid in the Canagian Magazine
April 1898, pp. 502—503/

A Y

31 w014 sketches for City Hall Found, " Globe and Mail
(Toronto), July 7 1956. (Challener artist file, National
Gallexry of Canada library, Ottawa).

32 Proposition, Reid to Mayor, March 19, 1897, p. 5.

33 "Artists to the Front," Globe, March 20, 1897,

clipping inSir Edmund Walker Papers, Box 40.

34 Ontariq Society of Artists, Minutes of meefing,
March 25, 1897, 0.S.A. Minute Book for May 1890 - December
1900, Archives of Ontario, Toronto, pp. 232-235.

33 "0ld sketches", 1956 "Adcording to Challener,
Lennox claimed that' there was not enough money to cover the
cost of murals. -

36 1bia. -

37 G. Reid (on behalf of R.C.A. Committee) to Sir
Wilfrid Laurier, Ottawa, April 1904, Gustav Hahn is listed

among the artists proposing murals for the Parliament Buildings

in Ottawa. (Sir Edmund Walker Papers).

38 "A Generous Artist - Mr. G.A. Reid's Christmas Gift
to the Citizens," newspaper clipping in Scrapbook A, p. 234.
The title and date of the newspaper have been cut off, but
it must date December 1837. See note 39.

.
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. ‘ 39 Sgd. John Blevins, City Clerk, to Reid Dec. 16,
1897, 1899 Board of Control Communications, #1100, Records and
Archives Division, Toronto City Hall.

Toronto Guild of Civic Art, Minutes January 14,
1898, p. 13. The committee consisted of B.E. Walker, (
J. Mavor, F. Darling, L. O'Brien, W. Grier, and Rev. Prof.

Clark.

41 T4em., Minutes December 28, 1898, pp. 23-25.

42 Later in 1914 Reid helped to prepare a pamphlet
published by the Ontario Department of Education "to aid
the teacher by offerjng suggestions for the selection and
purchase of pictureg¢ and casts for study and decoration, for
the colouring of thd walls and ceiling of schools, for the
proper framing and hanging of pictures, and for the general
decorative treatment of the interiors of school buildings.”
List of Reproductions of Works of Art: {(Toronte: Ontario
DepPartment of Education, Educational Pamphlets/no. 5, 1914),

"p. 1. (Copy located in Scrapbook A, p. 335).

43 The vast studio in the photograph was probably the
one %ocated in the tower of the Arcade Building on Yonge
Street where Reid lived from 1889 to 1900. Muriel Miner
writes about the studio which was 18 by 20 feet in size and
two stories high: "Because of its heavy brick walls, it did
not look unlike the interior of a stone barn." (pp. 54-55).

44 This Study for Mural Decoration, Entrance Hall, New
City Buildings, Toronto was exhibited by Reid in the Royal
Canadian Academy annual exhibition of 1898 listed.as a water-—
colour. The sketch is also reproduced in the Canadian
Archirect and Builder 11 (April 1898) in an article on the
"Toronto Guild of Civic Art," p. 77 and as an illustration in
"Proposed Decorations for the New City Hall Toronto" Toronto
Saturday Night 11 (March 19, 1898): 1. The present where-
abouts of this study is unknown. ’

45 See footnote 12, chapter 1.

46 B.E. Walker to Mayor Shaw of Toronto March 11, 1899,
Records and Archives Division, Toronto City Hall.

47 Handwritten note from Reid, undated, but headed-
"City Hall, Monday afternoon," Records and Archives Division,
Toronto City Hall. From Reid's references in the note to
Walker's March 1l1lth letter, the artist's letter must have

been written a few days later.
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48 Jean Grant, "Studio and Gallery, " Toronto Saturday
Night 12 (April 29, 1899): 9.

) 9 Council Minutes 1899, Appendix C, no. 13, p. 68.
Records and Archives Division, Toronto City Hall.

(City Clerk to Reid, May 7, 1892, thanking the artist for

his offer to clean the murals, Scrapbook A, "p. 383). Reid
painted over the background of the spandrels which according
to Muriel Miner were a "yellowish ochre” (p. 168) and are now
gold. HoWwever, in the colour study for the entrance hall

50 In 1929 Reid cleaned and retouched the murals. /

decorations exhibited at the R.C.A. in March 1898, the } .
i{ background appeared a "dull gold." (Jean Grant, "The Royal
Canadian Academy Exhibition No. 2," Toronto Saturday Night

11 (March 19, 1898): 9.). .
5 51 . - i
This title of the east mural is recorded in Miner, «f

p. 93. .

S
°

52 The name York was changed to Toronto when the
city was incorporated in 1834, .

“

3 Miner, p. 93.

. 54 Ontario Historical Society, Annual Meeting
Februafy¥15, 1899, Scrapbook of the O0.H.S. 1897-1927, Archives
§ of Ontatio, Toronto, unpaginated. The committee comprised .
Mr. W.H; Doel, David Boyle, Mr. Houston, Miss M.A. Fitzgibbon,
Mrs. Caider of Hamilton and a representative of the York
Pioneer ‘'and Historical Society, Toronto.

S

@5 For an account of the role played in Ontario's
/ history :\by each person listed around the murals, see Appendix 1.
N

My
‘\86 Although there is no documentation to prove that
Reid deﬁg'mitely used a wax medium in tha City Hall murals, it
may be concluded that he did by his references to that
technique in his article on "Mural Decoration" in the Canadian
Architect and Builderxr, January 1898, where he writes, "The
method employed in modern decoration is almost entirely that
-~ of 0il painting on canvas, with a wax medium which gives that
flat surface seen in the frescoes of old masters. " (p. 14)
Also in "Report of work  done in connection with the proposed
decoratiye scheme for the Parliament Buildings, Ottawa, made ,
for the informatior of the artists interested," prepared by
Reid, June 12, 1905, he states in the section regarding N
"Methods|of 'Execution of Decoration™ page 4: "The medium to
be 0il cplour with a wax mixture for the purpose of securing
a matt surface." (Sir Edmund Walker papers, Box 40),
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57 "Mural Decorations in the New Municipal Buildings,
Toronto," Canadian Architect and Builder, May 1899, p. 98.

58 "M, Reid's Mural Decoration, " Canadian Architect
and Builder, 12 (June 1899): 112. '

[ ~]

? 59 "Mr. Reid's Mural Paint}lngs," Canadian Architect
and Builder 12 (July 1899): 134.

60 Jean Grant, "The Mural Decoration in the New City
Hall," Toronto Saturday Night 12 (May 13, 1899): 9.

61 Reid Scrapbook A, p. 241. .

62 Miner, p. 75. e

63 1" L ” \
Grant, "Mural Decoration,”™ p. 9.

64 '

Toronto Guild “of Civic Art, minutes for October
12, 1899, pp. 36—37. -

R - 85 Idem., January 16, 1900, p. 43.

. 66 14em., December 11, 1900, p. 47.

%,

67 "Decorating Toronto City Hall," Canadian Architect
and Builder 13 (May 1900): 89.

o

68 1pia.

69 These sketches are in the collection of the London
R->gional. Art Gallery, London, Ontario.

e

P

70 pig.

.

71

Undated drawing, ink on paper, McCord Museum,
Montreal . '
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72

.
vy

"Decoxrating Toronto City Hall," p. 88.

]
.3
-

~ 73 Toronto Guild of Civic Art, Minutes, February 11,

~ 1901, p. 57.
L
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k)
74 Toronto. Guild of Civic Art, "The Committee of the
\ Guild of Civic Art Respectfully Desires to Present the
following Report ‘Regarding the Initial Part of the Proposed
scheme of Decédration for the Legislative Building, ™ (type— .
script) Sir Edmund Walker papers, Box 40. This undated
report was an update of an earlier outline. Printed report,
the Guild Minutes of November 29, 1905, p. 106.

, : 75 Reid, "Note On Mural Painting in Canada," 1917
\ (typescript), Scrapbook A, p. 347.

76 Guild Minutes, September 28, 1906, p. 121. The
committee consisted of: G.A. Howell (chairman), F. Bell-
Smith, F. McG,Knowles, G. Hahn, C.W. Jefferys, J. Cooper,
J p. Hynes, and E. Burke.

7 Guild Minutes, February 4, 1908, p. 181.

&

78 1930 Board of Control Minutes #546, Records and
Archives Division Toronto City Hall. .

w o

S Jarvis Collegiate Institute Auditorium Mural
Decorations, designed and painted by G.A. Reid, assisted
by Lorna Claire, Jarvis Collegiate Institute, undated
catalogue. According to Miner they were executed in 1927-
30 (p. 201), the R.O.M. murals in 1934-38 (p. 201).
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- CHAPTER III

Stylistical Analysis of Hail to the Pioneers

1 Miner, p. 75.

2 Blashfield, Mural Painting In America, p. 192.

3 F.S. Challener, "Mural Decoration, " Canadian
.Architect and Builder 22 (May 1904): 90.

4 Louise d'Argencourt‘ et al., Puvis de Chavannes,
ex. cat. (Ottawa: National Gallery of Canada, 1970), p. 18.

3 Miner, p. 88. For the relation of the iconographical
content of Reid's work with Puvis de Chavannes' Amiens cycle,

see. pp. 65-66.

6 Ibid., p. 166: "The composition of Pro Patria Ludus
follows a simple consistent logic: three groups, each
embodying a different idea, each occupying more or less the JRS
same surface area, present the viewer with a sort of triptych.”

7 Miner, p. 75.

8 Reid, Scrapbook A, p. 237, photograph of interior
of City Hall, 1899. -

2 Frederic Crowninshield, Mural Painting (Boston:
Ticknor & Co., “1887), p. 104.

10 Ibid., p. 42.

11 F. Hamilton Jackson, Mural Painting (London: Sands
& Co., 1904) refers to the drawbacks of the oil process in
mural painting, one of them being "the darkening to which
colours ground in oil are liablé" with time (p. 137). -
Crowninshield also mentions the yellowing of oil .in murals
caused by the want of sunlight (p. 97).
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14

12 An illustration gf the panel appears in' the
article, "Canadians Who Achieve: Mr. George Agnew Reid,
R.C.A.," in Canadian Home 2 (April 1905): 90, - In the
photograph, the man at the right still wears a bright,
presumably white shirt and is not holding a stake in his
right hand. Reid altered these details later, possibly -
when he retouched the murals in 1929. '

13 The columns are covered with- plaster painted a
golden tone to simulate yellow streaked marble.
14 Hilton Kramer, "Rediscovering Puvis de Chavannes,"
in Richard J. Wattenmaker, Puvis de Chavannes and the Modern
Tradition, ex. cat. (Toronto: Art Gallery of Ontario,

1975) p. 39. '

15 See note 50, chép. II. < '

16 "Toronto Guild of Civic Art,%' Canadian Architect
and Builder 11, (April 1898): 77. This watercolour sketch
has not been located. ,

17 d'Argencourt et al., p. 228.

18 Lois Marie Fink and Joshua C. Taylor, Academy:
The Academic Tradition in American Art (Wgshington, D.C.:
National Collect-:ﬂ._)n of Fine Art, Smithsonian Institution,

1975), p. 128.
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FOOTNOTES _ K “

CHAPTER IV

¢

v

Iconographical Study of the Murals in the Municipal Buildings

1 John La Farge and Kenyon Cox both wrote laudatory,
articles on Puvis de Chavannes in, nespectively, Scribner's
Magazine 28 (December 1900): 674-679, 'and in Century
Magazine 51 (February 1896): 558-569.

&

e 2 G.A. Reid, "Mural Decoration," Canadian Magazine
*April 1898, p. 508.
. LA

'

: 3 Travail is illustrated in "Mural Décoration,”/ :
Canadian Architect and Builder, January 1898, p. 14. =*-

4 d'Argencourt et al. Puvis de Chavannes, p. 61l. *

: > Reid to Lennox, Toronto,' April 23, 1902, Scrapbook

A, p. 255, 1In this letter in which Reid proposed decorations
for the King Edward Hotel, he refers to Grier's "altar piece
in Loretto church" as evidencé to the latter's experience in

¢ mural decorations. It was executed in 1899 (J, Grant, P"Studio
and Gallery," Toronto Saturday Night, 12 (June 17, 1899): 9.

{ . -
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) 6 Louise d'Argencourt, "Les Peintures murales de
¢ Puvis de Chavannes au Mus@&e dJde Picardie," doctoral disserta-
tion, Sorbonne, Paris, 1973, p. 139.

5, e R

7 Ibid.

8 Official Catalogue of the United States International
Exhibition, 1876 (Philadelphia: John R. Nagle & Co., 1876),
pp. 18, 24, 25.

. 9 Patriecia Hills, ‘The Painters' America: Rural and
Urban Life, 1810-1910 (New York: Praeger, 1974), p. 84.

4

‘ 10 Patricia Hills, Turn-of-the-Century America 1890-
] 1910, ex. cat. (New York: Whitney Museum of American Art,

‘ 1977), p. 16. \
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: N

" 11 Leonard N. Amico, The Mural Decorations of Edwin
Howland Blashfield 1848-1936, p. 34. , ¢

-

» 12 Russell Sturgis, "Mural Painting in American
- Cities," Scribner's Magazine 25 (January - June 1899): 128.

P e s g v L e, Y W e

- #

g ' 13 William A. Coffin, "The Decorations in the New , ”
' Congressional Library," Century Magazine 53 (March 1897): : i
703-704. b ' Z

14 q

, bid., p. 711.

-
s

15 .b.C. Masters, The Rise of Toronto 1850-90 (Toronto: .
Unlvers;l.ty of Torxronto Press, 1947), p. 195.

ERaTE I

- It is of interest to note that the large ‘stail‘é:l, .
%" glass window by Robert McCausland on the grand staircase of ‘
= the City Hall, opposite the murals, is entitled, "The Union
S - of Commerce and Industry."., An expre551on of confidence in
. , the future of the city of Toronto, the window illustrates a
group of workers in front of buildings under construction on
. o one/side and on the other the representatlves of international
trading partners with a harbour scene in the background. The
window was placed in 1899 (Toronto Historical Society plaquge) .

’{2 . L lsl,s,crapbook A, p. 132. ’ .

17 M. Miner, pp. 51ér;d 52. o

v [ E
- . ‘
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N

-

: 18 The orlglnal painting was presented to the
- Canadlan government in 1938 by the owner, and it was sent i
to Canada House in Lonaon, England L

o

™ 19 pddress by Reid on his retiremeni: from the Ontario oo
Callege of Art, May 13, 1929 ‘(typescript), Scrapbook A; ) oy
pP. 379. - . ) :

C 20 ' Lo

In February 1899, George Reid gave a preview of

the mural decorations for the Women's Canadian Historical o
Society of Toronto. No doubt he explained the meaning of

his panels, and a journalist who was present recorded:

"Little more than a hundred years ago, the site on which

now stands the magnificent building... was covered by the . |
pr1meva1 forest and was the home of the wild bear, the

camping ground of the Indian hunter." Canadian Home Journal,
February 1899, clipping from Ontario Historical Society )
Scrapbook 1897-1927, unpaginated, Archives of Ontario, Toronto.
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See Patricia Hillé, The American Frontier: Images

and Myths, ex. cat., (New York: Whitney Museum of American’
Art, 1973), p. 9. v \
- \ i

22 D.C. Masters, The Rise of Toronto 1850-1890
(Toronto: University of Toronto Press, 1947), p. 3.

-

23 Ontario Historical Society, Report of Meeting
March 30, 1898, O.H.S. Scrapbook, unpaginated. Other
historical societies or archives founded between 1880 and
1900 in Ontario were, in chronological order: The Canadian
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35 . . ,
Dennis Reid, p. 436. .
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pp. 1111-1113, February 2, 1894, pp. 225-227, June 29, 1894,
pPp. 729~731, June 30,- 1895, pp. 706-707.
N
37 T. Mower Maxtin, "Canada From an Artist's Point
of View, II," Week 10 YWctober 20, 189§): 1113. . N

38 James Mavor, "W. Cruikshank R.C.A.,” Canadian
Magazine 65 (February 1926): 7. '

’

N 33 Robert H. Sﬁcey, Lives and Works of, Canadian
Artists: William Cruikshank 1848-1922 (Dundurn Press, undated).
See also "Artist Cruikshank Captured Pioneer Scene in the
1870's," London Evening Free Press, August 13, 1960, clipping
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J.E.H. MacDonald to F.B. Housser, 1925, quoted in 4

Russell Harper, Painting in Canada, A History (Toronto

. University of Toronto Press, 1966), p. 265.
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: 42 William Colgate, Canadian Art: Tts Origin and -
Deve lopment (foronto: = McGraw-Hill Ryerson, 1943; reprint
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43 1pid., p. 49. ‘
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the canvas, furnishing also the material ¥rom which his first
famous picture, "The Pioneer Mill" was evolved."
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47 In the Royal Canadian Academy exhibitions from
1880 to 1899, paintings of mills were exhibited by such
artists as: Henri Perr&, R.F. Gagen, J.C. Forbes, S.T. Rolph,
Otto Jacobi, William Raphael, Percy Woodcock, DPaniel Fowler,
W.E. Atkinson, and of course Homer Watson.

<

48 A
R. Harper, pp. 214-215.

-

49 Dorothy Farr, Horatio Walker (1858-1938), ex. cat.
(Kingston: Agnes Etherington Art Centre, Queen's-University,
1977).
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Editions d'Art Albert Skira, 1977).
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FOOTNOTES ~

CONCLUSION

1. Reid, "Report of Work done in connection with
the proposed decorative scheme for the Parliament Buildings,
.Ottawa, made’ for the information of the artists' interest,"
June 12, 1905 (manuscript, 2 pages), Scrapbook A, p. 272.

2

v o See footnote 24, chapter II.

-

3 The mural entitled The Homeric Method is illustrated
in Scrapbook A, p. 202. 4

4 Charles E. McFadden, '"The Murals of F.S. Challener,"
Canadian Art 20 (Nov.-Dec. 1963): 340-344.

;o
3 Janet Braide, William Brymner, 1855-1925: A

Retrospective, ex. cat., (Kingston: Agnes Etherington Art
Centre, Queen's University, 1979%), pp. 45 and 53.

® Dennis Reid, The MacCallum Bequest and the Mr. and

" Mrs. H.R. Jackman Gift, ex. cat. (Ottawa: National Gallery

of Canada, 1969).

7 "Royal Canadian Academy of Arts Mural Decoratlon
Competltlon," editor's note, Journal of the Royal Architectural

Institute of Canada, September - October 1926, p. 182.
B

Ibid.

2 R. Derome, pp. 3-4.

- ™

10 Art for Architecture: Washingtbn, D.C. 1é95~1925,
ex. cat. (Washington, D.C.: National Collection of Fine
Arts, Smithsonian Institution, 1975), unpaginated.

11 In his book, Mural PalntlngAln America, 1914,
Blashfield referred to situations where the heating, plumblng,
and lighting were prov1ded, he felt, at the expense of good
art (p. 104).
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12 In the case of the private commission for the
King Edward Hotel, the management preferred to hire an
American for the decorations. The contract was given to a
fiffany and Co. artist from New York (Reid to Challener,
Tannersville, N.Y., May 1, 1902 and June 20, 1902, T.R. Lee
Collection, Art Gallery Of Ontario Library). In the end,
Challener carried out the mural decorations when the Tiffany
man dropped out of the project.

In later ye%rs the British art;st Frank Brangwyn was

brought over from England to executq a mural in the Manitoba

Legislative Building in Winnipeg, pleted in 1920. (Vincent

Galloway, The 0Oils and Murals'of Sir Frank Brangwyn, R.A.

1867-1956, Leigh-on-Sea, England: F. Lewis Publishers Ltd.,
1962. ! \ )

\

In the case of the Ottawa Pariﬁament Buildings, a
Canadian-born artist, Arthur Crisp (1881-1974) was hired to
execute murals (signed 1920) in the House of Commons Reading
Room in the reconstricted centre block of Parliament (Arthur
Crisp, to J.B. Hunte¥, Dep. Minister of Public Works, N.Y.,
July 22, 1922, Parliament Buildings Reconstruction - Cor-
respondence re Expenses 1916-24, Department of Public Works
Papers, RG 11, vol 2665, Public Archives of Canada, Ottawa).

Crisp, however, left his native Hamilton in 1900 and took up-

residence in the United States for the rest of his life,
becoming a well-known muralist in New York and a member of
The National Society of Mural Painters, N.Y. (Art Gallery of

Hamilton, Arthur Crisp: A Retrospective Exhibjtion, ex. cat.

1963).

13

Not until 1910 did Reid's supporter, Sir Edmund Walker,
replace Drummond as Chairman.

14 Norman Patterson, "Prominent Canadian Artists:
Mr. and Mrs. G.A. Reid," Canadian Courler, 1911, p. 7
(included in Scrapbook A, p. 306).

> Harriet Ford probably executed an over-mantle
decoration, ¢.1899, for Charles Porteous at his summer '
residence on the Ile d'Orléans, Quebec (Braide, p. 46).

o

16 Reid's address as President of the R.C.A. at the
30th annual exhibition in 1909, Scrapbook A, p. 307.

17 Reid's address at the opening of the R.C.A. 1907
exhibition in Montreal, Scrapbook A, p. 290.
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Scrapbook A, p. 347. The chairman of the Advisory
Arts Council at that time was Sir George Drurmond of Montreal.
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18 "Note on Mural Painting in Canada, " 1917,
Scrapbook A, p. 347.. »
15 Jean Sutherland Boggs, The National Gallery of
Canada, (Toronto: Oxford University Press, 1971), p. 6.
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FOOTNOTES

APPENDIX I

1 Olivier Maura&lt, "René de Bré&hant de Galinée,"
Dictionary of Canadian Biography, I (Toronto:
University of Toronto Press, 1966):126-7.

2 James H. Coyne of the Ontario Historical Society
edited a translation of Galin&e's account of his trip
entitled ...Exploration of the Great Lakes 1669-1670,
published in 1903.

3 John Charles Dent. The Canadian Portrait Gallery,

4 vols. (Toronto: John B. Magurn, 1880), 1l: 129.

4 Toronto: Rose Publishinly Co., 1886, p. 131.

> J. Dent, 2: 150.

6 Ruth McKenzie, "Laura Ingersoll Secord,l“DictionarX
of Canadian Biography, 9 (1976): 405-407.
I

7 "Laura Secord Honoured After 88 years," Evening
News, June 24, 1901, clipping in Ontario Historical Society .

Scrapbook, unpaginated. :

8 Henry Scadding and John C. Dent, Toronto: Past and
Present (Toronto Hunter, Rose & Co., 1884), p. 51.

? G.M. Craig, "Rev. John Strachan," Dictionary of
Canadian Biography, 9 (1976): 751-65.

10 5. Dpent, 1: 187-201.

11 1pid., pp. 174-184. 4
£ . R

12

Stewart Wallace, The Macmillan Dictionary of Canadian
Biography (Toronto: Macmillan of Canada, 1926; revised edition
Yy W.A. McKay, 1978), p. 633.
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13 5. pent, 2: 53.

14 Henry Scadding, Toronto of 0ld (Toronto: Ad;m,
Stevenson & Co., 1873), p. 330. '

15 Waliace, p. 499, | , ) '

7
&y‘

16 J. Dent, 1: 17-46 and S. Wallace, pp. 36-37.

%7 D.C. Masters, The Rise of Toronto, 1850-90
(Toronto: University of Toronto Press, 1947).

O

18 William Colgate, Canadian Art, Its Origin and
Development (1943; reprint ed. Toronto: McGraw-~Hill,
Ryerson Ltd., 1967) p. 23.

v

-y Ry

£

&
. 2 Toronto Guild of Civic Art, Minutes May 21, 1897,
p. 6.

&: 1
20 Ibid., December 19, 1901; p. 75.
. ' 21 .
B See poem, Appendix II, p. 119.
> : 22

¥

S. Wallace, p. 750.

23 H.J. Morgan, Canadian Men ahd” Women of the Time
(Toronto: William Briggs, 1898), p. 912.
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