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Abstract of the Dissertation

A Cultural Trade?

Canadian Magazine Illustrators at Home
and in the United States, 1880-1960
by
Shannon Jaleen Grove
Doctor of Philosophy
in
Art History and Criticism
Stony Brook University

2014

This dissertation analyzes nationalisms in the work of Canadian magazine illustrators in
Toronto and New York, 1880 to 1960. Using a continentalist approach—rather than the
nationalist lens often employed by historians of Canadian art—I show the existence of an
integrated, joint North American visual culture. Drawing from primary sources and
biography, I document the social, political, corporate, and communication networks that
illustrators traded in. I focus on two common visual tropes of the day—that of the pretty
girl and that of wilderness imagery. Through visual and verbal rhetoric, and through
institutional controls to exclude particular kinds of illustration from counting as culturally
or artistically worthy, nationalist politicians, writers, and illustrators built a sense of
difference between American and Canadian cultures by owning the wilderness imagery,
while distancing themselves from the pretty girl imagery practiced by expatriates in New
York and by some peers in Toronto. In reality, however, both wilderness and pretty girl
illustration evolved from American print culture, and both continued to be practiced by
Canadians and Americans together. I document and contextualize some subtle differences,
but essentially this joint visual culture drew Canadian and American readerships closer,
and did indeed “Americanize” Canadians just as nationalists feared. The Americanized
depiction of women in particular spelled a loss of individuality and active citizenship for
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Canadian women. But where nationalists believed that similarity of print consumption
would lead to the political annexation of Canada by the United States, I find that the
modicum of difference coupled with the patriotic visual culture centred on wilderness
imagery, deployed by nationalists, staved off assimilation. Furthermore, I find that by
maintaining similarity with Americans, the persistence of Canadian production and
consumption of “American” illustration contributed to a break with British culture that
facilitated Canada’s emerging nationhood. Similarity has also contributed to a friendliness
with the United States that has ensured and continues to ensure that the U.S. does not
perceive Canada as a threat—thus reducing likelihood of annexation by force or suasion,
while affording Canadians economic benefits. I conclude, then, that “Americanized”
Canadian illustration has not been a case of cultural weakness and betrayal, as nationalist
policy has treated it. Rather, continentalist Canadian illustration has always been a
legitimate expression of Canadian identity, and a key component in maintaining Canadian
sovereignty.
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Preface

[ began my career as an artist unable and unwilling to settle on just illustration, or graphic
design, or gallery painting. My elders, despite their own hybrid practices, told me [ would
have to choose. But was it not all inter-related? I had already been exhibiting and
illustrating for about seven years when I took an advanced placement at Emily Carr
Institute in 1997, eager to acquire more sophisticated theory and language with which to
refine my kaleidoscopic art practice. In my teens and twenties one thing that had survived
experimentation was an urge to depict the female figure in landscape. But works like
Giantess [frontispiece]—made in my first weeks at Emily Carr—met with disapproval. It
was the era in which feminism censored female nudes, and painting Canada’s biggest art
cliché, the landscape, was decidedly gauche. Furthermore, illustration was still
unmentionable in fine art circles. | abandoned picturing women; picturing place and space
went abstract and conceptual; and “picturing” in general became ironized. Although
grateful for the improved range art school gave me, [ became frustrated with the
limitations of a self-delusional contemporary art world that refused to acknowledge that its
prejudiced notions of value were indebted to a system of patronage merely masked as
“non-commercial” (to me, as an illustrator, it seemed plainly obvious the art world was just
another narrow-minded client). My final year project Free From the Art World (exhibited at
Dynamo Gallery, Vancouver, 1999) deconstructed “value” by auctioning off the contents of
the show (critical maps and globes of the art world in as many different so-called
commercial and non-commercial approaches as I could muster) to whomever could bid the
most worthy reason why they should have it. Following graduation I returned with relief to
the honesty, integrity and direct social engagement of illustration and design, and stopped
exhibiting. In retrospect, I ought to have kept on showing, because right about then other
contemporary artists—young and having missed the worst years of illustrator-shunning—
began using the very illustrative approaches I had been dissuaded from in school. Others
also began critiquing art world institutions. Meanwhile, I pursued my MA, in which I
studied the status and definition of illustration vis a vis fine art. It led directly to this
dissertation—and back to my abandoned work in the studio. One of the questions I had
hoped to answer at art school was why was [ drawn to picturing women and landscapes?
This dissertation has finally supplied the reason—and the theory and the language I had
sought in 1997. Besides that, it has also provided answers to why picturing is so troubled
and troubling, why so many Canadians have maintained hybrid illustration/art careers, and
why the Canadian art world is still rather touchy about illustration. Like the naked Giantess,
[ feel invincible yet exposed, rampaging about in the annals of Canadian art history,
vulnerable to stares and attacks as I rearrange the landscape. [ am a firm believer in the
value of practice-based research, and research-based practice. If | re-draw the parameters
of art history, it is to widen the field of what is possible for artists in this country. It is as an
illustrator, designer, and painter that I engaged with this dissertation, and that is how I
wish to present it to the reader here: as an extension of my studio practice.
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Introduction
Canadian Illustration and Canadian Identity

In 1919, for the occasion of the inaugural issue of the new literary magazine
Canadian Bookman, there appeared an essay intended to establish the magazine’s
role as cultural arbiter. In this essay, Stephen Leacock, the celebrated Canadian
satirist, punned on the word “art” to conflate illustration with salesmanship:

"I don't care," Cicero said doggedly. "l don't want it and I won't have
it and you can't make me take it." The agent turned over his
papyrus till he came to the picture of a Greek chariot. .. "Look," he
said sternly. In spite of himself Cicero's eyes kindled with interest.
"Is that a chariot?" he murmured. "It is," said the agent. “It is done
in parchment by our new graphite process. The illustrations of this
work are alone worth the price. Would you like to see a picture of a
trireme done in red ink?" Cicero looked and was lost. Ten minutes
later the agent walked out of the office with a signature from Cicero
promising to pay monthly instalments for seven years, while Cicero
sat gazing fixedly at the picture of a trireme till one of his clerks
touched him on the shoulder and recalled him to life.

Such is, and such has been since the days of the Roman, the
art of the book agent. He worked it then, he works it still. Nor is
there any doubt about it that the art by which he sells books is a
sort of hypnotism.!

Leacock hoped that the new magazine Canadian Bookman would become a protected
non-commercial space “like an old-world garden, hidden in the heart of a metropolis,”
away from “the eager scramble of our commerce,” as represented by the book agent
in his parable.?

What Leacock did not mention because it was so implicitly understood—and
what I will make explicit in this dissertation—is that nationalistic Canadians
considered this eager scrambling after commerce, the metropolis, salesmanship, and
cheap illustrated print to be “American” cultural traits, and “Americans” were
stereotyped as aggressive, tasteless, and greedy.3 Therefore, illustration occupied an

1 Stephen Leacock, “The Book Agent: Or, Why Do People Buy Books?” Canadian Bookman 1,
no. 1 (January 1919): 17.

2 Ibid., 19.

3 The association of America with crass materialism was expressed as early as 1820 by the
conservative French political philosopher Louis Gabriel Ambroise, Vicomte de Bonald. Jean-
Francois Revel, Anti-Americanism (Jackson, TN: Encounter Books, 2003), 145. Perhaps the
earliest prototype of the hustling American is Thomas Haliburton’s title character in The
Clockmaker; Or the Sayings and Doings of Samuel Slick of Slickville (Philadelphia: Carey, Lea
and Blanchard, 1838). Critiquing the two-dimensional stereotype of an American is largely



uneasy position in Canada not just because it “hypnotized” consumers and abetted
commerce, but because it carried a taint of the un-Canadian. Leacock’s essay
captures the anxieties surrounding illustration among Canadian literati, anxieties
that led to a precarious status indeed for illustration and illustrators.

But magazines, even more than books (excepting children’s), relied on
illustration for their appeal. In fact, Leacock’s essay was followed on the very next
page by a comprehensive survey of Canadian commercial illustrators.* Master of
irony that he was, Leacock—who was also the McGill University Chair of Political
Economy—concluded by reminding men of letters that in the end the salesman’s “art
deserved credit for supporting writers’ livelihood and social standing,> This
contradiction underpins the variety of forms and receptions of Canadian illustration
that will be discussed in this dissertation.

The relative paucity of research on illustration in Canadian art history, visual
culture studies, and Canadian studies has deprived Canadians of a well-rounded
understanding of what comprised Canadian visual and material culture. For the
purposes of this study, visual culture is defined (and I oversimplify for clarity) as
commercial and noncommercial material produced for consumption through the
means of seeing images and sights, and of imaginative visualizing of verbal
descriptions, by the “everyman” and “everywoman” assumed to exist by the makers
and publishers. While the visual culture in total encompasses a vast array of gallery
art, publications, folk art, ephemera, and spectacle, this dissertation focuses on the
labour and works produced by Canadian illustrators, and considers what the
“American” content in it contributed. A secondary task is to document and analyze
the degradation in status of illustration vis a vis gallery art. Here, | analyze editorial
illustration such as cover and fiction illustration, more than advertising illustration.
This is because one of my key goals is to demonstrate how illustrators’ personal
experiences and self-expression were integral to their work, and editorial
illustration was more artist-directed than advertising art was (the advertising that I
do discuss exploited, rather than suppressed, the illustrators’ signature styles
because these illustrators’ works were so autographic). The illustrators’ personal
emotional investment in their specialty subjects was, as we will see, what made their
art seem authentic, believable, and “good” (morally and technically) to fans, thus
endowing it with the very high potential to influence consumers that champions and
critics of illustration alike celebrated or railed against.

”n

out of scope here; references by nationalists to what is “American” throughout this
dissertation will generally refer to this stereotype, with consciousness that what citizens of
the United States may or may not be in reality is different. It is pertinent, however, that at
least one study has argued that consumerism was intentionally formed as an expression of
American national identity. Charles F. McGovern, Sold American: Consumption and
Citizenship, 1890-1945 (Chapel Hill, NC: University of North Carolina Press, 2006).

4 St. George Burgoyne, “Some Canadian Illustrators: Article No. 1,” Canadian Bookman 1, no.
1 (January 1919): 21.

5 Leacock, “The Book Agent,” 19.



Jeffrey D. Brison notes that scholars have greatly overestimated the difference
between Canadians and Americans—in his words, the purported natures of the two
nations have become “essentialized” and “simplified.”® Because my aim is to find out
and describe exactly how those essentializations and simplifications arose by
documenting the visual and verbal rhetoric that attempted to draw an us-and-them
line in the sand, my own discussions may initially seem reductive of the complexity
of Canadian-American relations as well. But as the reader will eventually see, |
provide evidence supporting Brison’s assessment that Canadians have always been a
good deal more Americanized than cultural commentators of the past and histories
of them have been willing to admit.

In the nineteenth and early twentieth centuries, illustrated mass magazines
were the most accessible form of visual communication in North America. The
production, exploitation, reception, and regulation of illustrated popular print
affected how nationalism and the national identities of Canada and the United States
came to be understood by those who lived there. In the rhetoric of nation-building,
nineteenth century Canadians were faced with two competing political alliances:
British imperialism, in which Canada would stay a colony governed from London;
and American annexation, in which Canada would join the United States. In the
1890s a third option that had been brewing since Confederation in 1867 gained
ascendency, wherein Canada would become autonomous and would either resemble
Great Britain (as many of the governing classes preferred) or the United States (as
was already reflected in the social makeup). This dissertation examines how
Canadian autonomy was negotiated in Canadian and American English language
magazine illustration by Canadian illustrators between 1880 and 1960. It
concentrates on how two popular tropes—that of wilderness adventure and that of
pretty girls—signified in the rivalry of the opposing political sentiments known as
“nationalism” and “continentalism.”

Fundamental to this discussion is that high-minded, patriotic British
Canadians who feared how print might influence culture and citizenship received
American publications with great distaste.” [llustration was suspect to them because
it enhanced the sensational appeal of the fiction that many puritanical Canadians
regarded as sinful.® Charles Mair, a poet and founding member of the imperialistic

6 Jeffrey D. Brison, Rockefeller, Carnegie, and Canada: American Philanthropy and the Arts and
Letters in Canada (Montreal: McGill-Queen's University Press, 2005), 72.

7 Suzanne Bowness, “In Their Own Words: Prefaces and Other Sites of Editorial Interaction
in Nineteenth-Century Canadian Magazines,” (PhD diss., University of Ottawa, 2012), 101-
115.

8 Carole Gerson, A Purer Taste: The Writing and Reading of Fiction in English in Nineteenth-
Century Canada (Toronto: University of Toronto Press, 1989). When Toronto Saturday Night
launched in 1887, editors assured readers that it should not be taken “in any sense as simply
‘a story paper,’ though novels, illustrated sketches and stories will form one of its many
features.” Bowness, “In Their Own Words,” 114. Goldwin Smith once declared that novels
were to women what saloons were to men. Malcolm Ross, “Goldwin Smith,” in Our Living



Canada First movement of 1868,° blamed an alleged “American” moral decrepitude
on “tales of villains elevated into heroes, Peck's Bad Boy [an illustrated popular
fiction series] and the like sickly rubbish, [which] is full of aversion from honest
work, [and] sees successful fraud on all hands rolling in ostentatious and pretentious
wealth."10 As the following chapters will show, Mair’s demonization of popular
American print have been handed down to today.

The root difference between Canada and the United States fueling this
xenophobia was, in simplified terms, that the British doctrine of peace, order, and
good government with its emphasis on a class-based but integrated social system
moving forward as a whole clashed with the American belief in life, liberty, and the
pursuit of happiness, with its emphasis on equality and the individual’s sense of
entitlement to American Dream prosperity. This contrast was the subject of a
sarcastic two-panel cartoon that appeared in Dominion Illustrated: in the first panel,
“Old World Despotism” is a street scene of calm and safety, with an English bobby
overseeing rules of the road. In the second, “New World Liberty,” a selfish
thrillseeker drives unchecked down the street, endangering women and children
[Figure 1].

Tradition: Seven Canadians, ed. Claude Thomas Bissell (Toronto: University of Toronto Press,
1958), 32.

9 The Canada First movement was established in 1868 by Charles Mair, George Denison,
Henry Morgan, William Foster, and Robert Grant Haliburton (the son of Thomas Chandler
Haliburton, originator of the stereotypical American “Sam Slick” character). Canada First
agitated for Anglo-Saxon unity and the dominance of the “northern race.” They soon evolved
into a political party, called the Canadian National Association, standing for “British
Connection, Consolidation of the Empire and in the meantime a voice in treaties affecting
Canada.” G. M. Hougham, “Canada First: A Minor Party in Microcosm,” Canadian Journal of
Economic and Political Science 19, no. 2 (May 1953): 175.

10 Charles Mair, quoted in J. L. Granatstein and Norman Hillmer, For Better or for Worse:
Canada and the United States to the 1990s (Toronto: Copp Clark Pitman, 1991), 14.



Figure 1. Anonymous [cartoon]. Dominion Illustrated, (February 1892), unpaginated
back matter. Photograph by the author. Victoria University Library, Toronto.

In the British view, this dream of prosperity and the commercialization that
accompanied it were despised. This included much illustration, which was art made
for money, often for advertising purposes or to sell the periodicals blamed for
American corruption.!! Such anti-Americanism formed “one of the solid legs on
which that elusive animal, the Canadian identity, stands,” in the words of historian
W.M. Baker in 1970.12

Despite this clash of ideals, in both countries a large Anglo-Saxon middle class
shared enough lifestyle, goals, tastes and spending power that American mass
magazines were quite acceptable to Canadian readers and actual differences
between New Englanders and Anglo-Canadians were in fact not so pronounced, as
both early commentary and recent studies have shown.13 By the end of the
nineteenth century, many Canadian observers were praising the better American
periodicals.’* In 1887 Sara Jeannette Duncan complained that Canadians read more
American material than British, and warned that the American “magazine phalanx”
of the northern states would soon “dictate” Canadian literature.1> Sure enough,

11 A number of American intellectuals shared this view of American visual culture, but aside
from references below, I will not be examining them.

12 W. M. Baker, “A Case of Anti-Americanism in English-Speaking Canada: The Election
Campaign of 1911,” Canadian Historical Review 51, no. 4 (December 1970): 426.

13 E.g., Amicus, “Emigration,” Anglo-American Magazine 1, July 1852, 5; Edward Grabb and
James Curtis, Regions Apart: The Four Societies of Canada and the United States (Toronto:
Oxford University Press, 2005).

14 Bowness, “In Their Own Words,” 110-114.

15 Sara Jeannette Duncan, “American Influence on Canadian Thought,” The Week, January 7,
1887, 518.



illustrated American magazines after 1890 adopted advertising to fund enormous
distribution at reduced cover prices, and their output—and availability and clout—
multiplied. The Canadian Druggist proclaimed in 1893 that Ladies Home Journal was
“an ideal woman’s magazine” and seemed “ridiculously cheap” at ten cents.”1¢ In the
1920s Canadian publishers increased their warnings that their industry was in
danger of being quashed by American print.17 In 1928 it was alleged that Americans
controlled newsstands in Canada and prevented the Canadian titles from being
promoted.® By 1930 American periodicals outsold Canadian ones eight to one on
Canadian newsstands.!?

The rising consumption of American print was a matter of great concern to
English-born illustrator Charles W. Jefferys (1869-1951), and his manner of
addressing it provides an apt example of conservative cultural nationalism—and a
problematic contradiction contained in it. In 1902 he launched his own satirical
periodical in Toronto, titled The Moon, in order to give Canadians a dose of anti-
Americanism (among other political aims).20 A caricature captioned “A Quiet
Evening in a Canadian Home” depicts a middle class family of ten with large portraits
of the King and Queen on their wall [Figure 2].21 Hypocritically and passively, they
read an assortment of American magazines, burlesqued as the Saturday Evening
Boast, Jollier’s, New York Sunday Hurled, Carper’s Bazaar, Sadie’s Home Journal and
Duncey’s. Among trivial headlines such as WHAT THE PRESIDENT EATS appear
more serious messages: AMERICAN SUPREMACY UNQUESTIONED—AMERICAN
COMMERCIAL INVASION DECLINE OF BRITISH TRADE—DISCONTENT IN CANADA
ANNEXATION INEVITABLE.

16 Canadian Druggist 5, no. 12 (December 1893): 38.

17 “Why reverse a patriotic policy?” Maclean's, June 1, 1920, 32; Flos Williams, “Plea for
Canadian Periodicals,” Canadian Bookman 7, no. 4 (April 1925): 65; Charles William Stokes,
“Our Americanized News-Stands: How Foreign Literature Is Strangling Canadian
Production,” Saturday Night, February 27, 1926, 2; “Can Canadian Publications Survive?”
Saturday Night, February 27, 1926, 1; “A Fast Disappearing Industry,” Saturday Night, March
13,1926, 1.

18 “Americans Intimidate News Agents: Dealer Who Displayed Canadian Magazine Is
Threatened,” The Financial Post, January 13, 1928, 1.

19 Theodore Peterson, Magazines in the Twentieth Century (Champaign, IL: Urbana
University of lllinois Press, 1956), 112-113.

20 Jefferys and partner Knox Magee said The Moon’s express purpose was to reduce Canadian
dependence on illustrated humour magazines that were “so intensely ‘American’ that they
are always objectionable.” C. W. Jefferys and Knox Magee, The Moon, May 28, 1902, 11.

21 C. W. Jefferys, “A Quiet Evening in a Canadian Home,” The Moon, June 25, 1902, 52, cartoon.
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Figure 2. Charles W. Jefferys, “A Quiet Evening in a Canadian Home,” The Moon, June
25,1902, 52. W.D. Jordan Library Special Collections and Music Library, Queen’s
University.

Jefferys’ point was that Canadian partaking of American media was allowing
questionable American values and capital to encroach and possibly result in Uncle
Sam’s taking a docile Canada out of the British Empire to become another star on the
American flag. A century of border skirmishes, political events, and economic
developments legitimized his apprehensions of annexation.?? The contradiction is
that Jefferys’ pen-and-ink technique was mastered during his near decade of

22 Main events that convinced Canadians that the United States could invade were the
treatment of Loyalists during the War of Independence, the War of 1812, Manifest Destiny,
the Fenian raids of the 1860s, the near loss of British Columbia to the United States 1867-
1873, the free trade proposal of 1892, the Alaska Boundary Dispute of 1902, and the
Reciprocity proposal of 1911.



employment as a staff artist on the New York Herald,?® and that the typical Toronto
family he depicted was likely sitting on furnishings and wearing clothes with an
American provenance. How can anti-American politicking be reconciled with the
reality of integrated American-Canadian life on the North American continent? The
coming chapters provide examples of how several other illustrators responded to
the pressures of Canadianism and Americanism, what they traded in terms of
acclaim and prosperity in the process.

The most vehement, like Jefferys, resented any reconciliation of Canadian
society with American culture (mainly popular culture). Yet even loyal Canadians
like J.E.H. MacDonald of the nationalist Group of Seven painters?4 couldn’t help but
like and integrate worthy American innovations too, such as the thought of Henry
David Thoreau—was MacDonald less Canadian because of it?2> The majority of
illustrators were obligated—many happily, like Rex Woods, who will be discussed
presently—to follow New York trends in mainstream illustration in order to satisfy
average Canadians’ taste. Did they weaken Canadian autonomy? Many, like Arthur
William Brown, who is also examined, chose to pursue opportunity in the United
States—how did their lives and art differ from the stay-at-homes, and how did they
affect Canadian consumption and art?

This dissertation considers the problematic cultural citizenship of expatriates
and their New York-following brethren at home, in relation to their more
nationalistic peers in Canada. Rather than viewing the works of nationalists and the
others (whom I will call continentalists) as opposites, I will instead think of them all
as embodying varying degrees of both nationalist and continentalist thought,
inhabiting malleable positions along a political spectrum between annexation at the
far left and imperialism at the far right.26

23 Jefferys, quoted in Robert Stacey, C. W. Jefferys (Ottawa: National Gallery of Canada, 1985),
15.

2¢ Members of the Group of Seven were actively painting together by 1911, named
themselves in 1920, and were enlarged as the 28-member Canadian Group of Painters in
1933. Members had different values and career trajectories, but the Group has in itself
become a mythic entity popularly thought to represent cultural nationalism. Like my use of
“American,” in this dissertation when I discuss “the Group” it is to this rhetorical
construction that I refer.

25 ], E. H. MacDonald named his only son Thoreau after H. D. Thoreau. Other intellectual
traditions that Canadian nationalists shared with Americans include theosophy and
admiration of Scandinavian art.

26 There is some correlation to actual Canadian political parties, which in extreme moments
resulted in the Conservative Party (Tories) espousing imperialism, and the Liberal Party
favouring continentalist policies denounced as annexationist by the Tories. The actual
political affiliations of cultural leaders, however, do not necessarily correspond, regardless
of their level of nationalist or continentalist rhetoric—in general, almost all Canadians who
voiced an opinion were nationalist in the sense of wanting the best for an autonomous
Canada. Actual annexationists such as Goldwin Smith were rare.



What became of expatriates’ Canadian identity—and Canadians’ knowledge
of them? Canadians kept up with American and British illustration as late as 1924,
when a Canadian National Exhibition display featured Americans Maxfield Parrish,
Norman Rockwell, John Held Jr.; the English Sidney Sime; and Canada’s expatriate
Arthur William Brown.?” But with mounting pressure to Canadianize, by the 1930s
fervent nationalism discouraged recognition of the likes of Brown. For an exhibition
of Canadian book illustration, organizer Howard Angus Kennedy, president of the
Canadian Authors Association, decreed, “On this occasion I think we should confine
our exhibit to artists living in Canada, or at any rate not living in the US - those who
have crossed the line should not complain of this [emphasis in original].”28 Frank M.
Armington (1876-1941), a Canadian genre painter living in Paris and working in a
conservative, slightly Impressionist manner, protested international Canadian art
exhibits that he observed privileged the Group of Seven, and complained of similar
discrimination from the National Gallery of Canada’s director Eric Brown:

I resent Mr. [Eric] Brown’s offensive attitude towards Mrs.
Armington and myself that we are not Canadian artists. What one
paints or etches has nothing to do with our being or not being
Canadian artists, nor does it imply that one has to live in one’s own
country ... We always exhibit as Canadians and as such abroad, we
are doing just as much for our country as those living in Canada.??

Such exclusions on the part of cultural mediators as Kennedy and Eric Brown
encouraged the cultural orphaning of absent illustrators, in particular those in the
United States; and with that, a significant portion of Canadian cultural work was
rendered invisible and un-Canadian.

In 1951 a contra-American foundation was set into official Canadian cultural
policy, with the landmark Royal Commission on National Development in the Arts,
Letters and Sciences (known as the “Massey Commission”), a document that has
formed the basis of federal arts and culture policy ever since. Chaired by Vincent
Massey (1887-1967), it argued that American philanthropy had resulted in Canadian
cultural dependency on the United States; and in the exodus of 2500 professionals
and intellectuals per year; and in the importation of “tacit direction from New York”
in the form of returning students taking up teaching positions.3? The influx of

27 “Collection of Art at 1924 Exhibition Is of High Order: Many Beautiful Paintings and
Photographs Are on View,” Globe, August 23, 1924, 13.

28 Howard Angus Kennedy quoted in Randall Speller, “Fragments of an Exhibition: A Loan
Exhibition of Drawings by Canadian Illustrators,” The Devil’s Artisan: A Journal of the Printing
Arts 42 (Spring 1998): 9.

29 Frank M. Armington to Prime Minister the Right Hon. R. B. Bennett, 14 January 1933, MG
26 K (RBB), vol. 457, reel M-1106, pp. 289052-6, R. B. Bennett fonds, Library and Archives
Canada.

30 Armington to Bennett, item 14, p. 14; item 17, p. 15.



periodicals and other media from the south was an “invasion” from an “alien
source,”31 and had “caused an uncritical acceptance of ideas and assumptions which
are alien to our tradition.”32? As Chapter 3 will touch upon, Massey was a confirmed
cultural nationalist, having in 1948 written a “Canadian Credo” that encouraged
young Canadian men to swear, “I believe in the Commonwealth of Nations ... outside
of which our national life would lose its independent being; [ believe in our abiding
friendship with our nearest neighbours; an honest friendship without either the
subservience or the mimicry which must impair true partnership.”33

The Commission was correct in identifying the problematic domination of
American print media, which influential Toronto communications theorist Harold
Innis empirically demonstrated in his 1952 essay The Strategy of Culture.3* But
declaring the United States an invading alien was incorrect given that American print,
as Allan Smith and W.H. Kesterton have documented, had always been present in
Canada—and Canada had always retained its sense of difference regardless, partly
through the exhortations of the many who did not accept such print uncritically.3> As
one such critic, Innis fingered pictures as an especial culprit of cultural decline,
complaining that authors were being asked to write for existing illustrations: "The
story has been compelled to recognize the demands of the illustration and has
become dominated by it," he protested (apparently unaware that at the dawn of
modern illustrated press in the 1830s and 1840s, it was de rigeur for the illustrations
to be bought first and the writers commissioned after). The presence of American
periodicals and advertising was a threat: "We are indeed fighting for our lives. The
pernicious influence of American advertising reflected especially in the periodical
press and the powerful persistent impact of commercialism have been evident in all
the ramifications of Canadian life .. .. our status on the North American continent is
on the verge of disappearing,“ he insisted.3¢

Tory Canadian intellectuals in general and the authors of the Massey
Commission in particular were especially exercised about American mass media’s
advertising content, which they felt was making Canadians dangerously

31 Ibid., items 25-26, p. 18.
32 [bid.
33 Vincent Massey, On Being Canadian (Toronto: J. M. Dent and Sons, 1948), 184.

34 Harold Innis, The Strategy of Culture (Toronto: University of Toronto Press, 1952), 2, 19-
20.

35 Allan Smith, “The Imported Image: American Publications and American Ideas in the
Evolution of the English Canadian Mind, 1820-1900” (PhD diss., University of Toronto,
1972); Wilfred H. Kesterton, A History of Journalism in Canada (Toronto: McClelland and
Stewart, 1967).

36 Harold Innis, The Strategy of Culture, 2, 19-20.
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materialistic.37 After World War 1, the division between fine art, and commercial
and applied art, deepened when in 1957 the General Manager of the Canadian
National Exhibition ignored local artists and brought in a major show of Norman
Rockwell’s cover art for The Saturday Evening Post. The Ontario Society of Artists felt
it necessary to abandon its custom of showing fine art at the C.N.E. as a result.
Instead the 0.S.A. substituted their own members’ commercial work and that of C.W.
Jefferys in order to prevent the public from confusing “contemporary painting” and
“the commercial nature of [Rockwell’s] work” (they also formally wrote of their
displeasure to the C.N.E.).38 This rare spot of attention to illustration only occurred
under duress. For illustrators, perhaps the most important outcome of the Massey
Commission was that all visual art production deemed “commercial” suffered
neglect: art museums granted few exhibitions to Canadian graphic design or
illustration, Canadian Art magazine after 1960 reduced its profiles of advertising art,
and illustration and design were denied federal support from the Canada Council for
the Arts, the body established in 1957 to enhance Canadian cultural development.3?
[t is pertinent that the next sizable exhibition of Canadian illustration in Canada—a
long 48 years after the 1931 one that had excluded those who “crossed the line” and
27 years after the begrudged Rockwell show—not only also omitted expatriates, but
all the mainstream illustrators too, salvaging only those most aligned with cultural
nationalism.*?

37 Philip Massolin, Canadian Intellectuals, the Tory Tradition and the Challenge of Modernity,
1939-1970 (Toronto: University of Toronto Press, 2001), 172-174. For an earlier diatribe
against the “new, loud, and superficial ideas” of American commercialism, see Walter Eric
Harris, Stand to Your Work: A Summons to Canadians Everywhere (Toronto: The Musson
Book Company, 1927), 175-200. A later study determined that Canadian consumer habits
and Canadian media content were in fact influenced by foreign advertisers but did not
confirm that advertising adversely affected nationalism. Bertram Schoner and Richard
Schwindt, “Advertising, Direct Foreign Investment, and Canadian National Identity,”
Canadian Review of Studies in Nationalism 7, no. 1 (Spring 1980): 127.

38 Ontario Society of Artists, Minute Books January 1953 - May 1959. Entry for Oct. 1, 1957.
Archives of Ontario. Series F1140-3 MU 2256 (Box #B287368), File 12.

39 There was also an unwritten policy that the National Gallery of Canada not acquire
American art. For a discussion of the anti-American thrust of policy after the Commission,
see L. B. Kuffert, A Great Duty: Canadian Responses to Modern Life and Mass Culture in Canada,
1939-1967 (Montreal: McGill-Queen's University Press, 2003), 186.

40 Art and Pictorial Press in Canada was organized at the Art Gallery of Ontario, February 10-
March 25, 1979, to supplement the larger exhibition loaned by the Victoria and Albert
Museum titled The Art Press: Two Centuries of Art Magazines. Although the show was slanted
towards art books, the exhibition catalogue includes essays on a wide range of periodicals.
See Sybille Pantazzi, “Notes on Some Canadian Magazines and Their Illustrations, 1900-
1940,” in The Art and Pictorial Press in Canada: Two Centuries of Art Magazines, ed. Karen
McKenzie and Mary F. Williamson (Toronto: Art Gallery of Toronto, 1979), 20.
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The history of Canadian nationalist protectionism bears importantly on the
consideration of illustration not just because it caused expatriates to be forgotten
and homegrown American influence disowned, but because it caused self-
consciously Canadianist illustration to develop (notably in the work of Thoreau
MacDonald, Chapter 5). This in turn made non-descript mainstream Canadian
illustration that did not wear a maple leaf on its sleeve to be by default further
negatively associated with American illustration. Iconography carried the weight of
the message in illustration, but how various kinds of illustration were treated—
which is to say regulated—by curators, historians, critics, and artists, also
legitimized and coded the messages conveyed by illustration. The obviously
nationalistic was praised while everything else was simply not noticed, or
sometimes cast in shades of treachery, as it was in Innis’ treatise. How popular and
institutional reception each affected the efficacy of illustration as a vehicle of
national expression is a significant component of the case studies presented here.

Despite Canada’s success at protecting its homegrown culture industries after
the Massey Commission, the fear of American takeover has never left Canada. As
recently as 2005 an article in the Canadian magazine The Walrus suggested a union
between Canada and the Democrat “blue” States was possible, and reported on a
still-palpable fear that continental unity is “a front for a twenty-first-century high-
tech American colonialism designed to grab hold of Canada’s rich resources and
remake its citizenry in the American image.”4! A closer look in this dissertation at the
most “American” of historical Canadian illustration—pretty girls by Rex Woods—
and the anxieties surrounding it demonstrates such fears are both warranted and
overblown.

In assessing whether Jefferys,” Massey’s, and Innis’ fears of Canada’s cultural,
economic, and physical annexation were valid or invalid, I will discuss whether the
most “American” of illustration by Canadians between 1880 and 1960 actually
deteriorated Canadians’ sense of difference from Americans. In considering, |
introduce a remarkable proposition voiced by Arthur Lower, prominent historian
and theorist of Canadian national culture in the 1950s. Following the Massey
Commission, Lower asserted that although Canada had succumbed to an undesirable
economic subordination, culturally, Canada was only “superficially a copy of the
northern United States.” In fact, he said, “the more Canada has become
‘Americanized,” the more her people have remained themselves.”4? More recent
commentators have also noted the tendency of convergence to spark divergence.*3 A
prominent statistical study published in 2003 supported this theory, concluding that

41 Jeremy Rifkin, “Continentalism of a Different Stripe,” The Walrus, March 2005,
http://walrusmagazine.com/articles/2005.03-politics-north-american-union/.

42 Arthur Lower, Canada: Nation and Neighbour (Toronto: Ryerson Press, 1952), 41.

43 This is discussed by Allan Smith, “Doing the Continental: Conceptualizations of the
Canadian-American Relationship in the Long Twentieth Century,” Canadian American Public
Policy, no. 44 (December 2000): 38-39.
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despite sharing culture, goods, technology, and capital, Canadians have not adopted
American values.**

For Lower, Canadians were inherently and safely different: where a large
chunk of American society had (he thought) devolved into a “hedonistic paganism”
of "go-gettism,” Canadians were more dutiful, emotionally restrained, “placid and
stodgy.”4> Importantly, Lower felt the difference was most self-evident in magazine
illustration:

In Canadian periodicals, an American advertisement can be told at a
glance from a Canadian. The American “ad” is full of exuberance;
gorgeously painted semi-naked women against some terrifically
luxurious backdrop, closely associating the pleasures of love with the
pleasures of soft-drinks. No Canadian advertiser could or would rise
to such “heights.” The Canadian soberly announces his wares and
puts in a cut of a grinning automaton, badly drawn.*6

But even Lower was ambivalent in this theory—only five years later he too was
warning of American takeover, complaining about a display of Norman Rockwell
illustrations at the 1957 Canadian National Exhibition and about a “vulgar” Canadian
magazine spread showing an American-style close-up of a kissing couple.*”

Lower was right in that the work of Thoreau MacDonald, the quintessential
Canadian School illustrator, was deliberately low-key, even placid and stodgy, in
some people’s estimation.*® But there were other Canadians, like Rex Woods, who
rose to the “heights” of the American advertising illustrator with women who were
certainly not badly drawn automatons. Nevertheless, perhaps Lower was on to
something: as we will see, Rex Woods turned the American Girl into the mature,
dependable, nation-building Canadian Woman, who rarely grinned.

Where illustration belonged to both economic and cultural spheres, and
where Canadian economic independence was always entangled with American
corporations,*’ was it ever possible for Canadian illustration to not be subordinated

44 Michael Adams, Fire and Ice: The United States, Canada and the Myth of Converging Values
(Toronto: Penguin Canada, 2003).

45 Arthur Lower, Canada: Nation and Neighbour, 78-80.
46 [bid., 81.

47 Arthur Lower, Canadians in the Making: A Social History of Canada (Toronto: Longmans,
Green, 1958), 436, 439, 441. See also Kuffert, A Great Duty, 197.

48 This was the opinion of a Canadian art curator at a regional museum to whom I spoke in
2012.

49 Before World War One, Canada had encouraged numerous American branch plants to
open, and Canadians have always depended on the presence of American business for
employment. Michael Bliss “Canadianizing American Business,” in Close the 49th Parallel etc.:
The Americanization of Canada (Toronto: University of Toronto Press, 1970), 26-42.
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to the American—if not by the 1950s, then eventually? Regarding the Massey
Commission’s and Innis’ charges of cultural imperialism and Lower’s retracted but
possibly correct defense of unassailable unique identity, what was “American” and
what was “Canadian” in magazine illustration is the primary consideration of A
Cultural Trade. This dissertation argues that through images of wilderness and
pretty girl, Canadian illustrators traded in symbols and narratives that either
hastened convergence or nurtured divergence with American culture, depending on
political climate, client, audience, and illustrators’ own lives and political views; and
that convergence and divergence operated dialectically to ensure national
equilibrium as Canada explored and defined the terms of its autonomy from colonial
rule.

Organization of the dissertation

This work joins other studies in cultural iconography>? that examine nationalism
through formal and iconographic analysis of verbal and visual texts. It shows how
the tropes of Canadian identity and American identity in illustration formed and
figured in the collective imagining of the identities of Canada and of the United
States,5! by nurturing middleclass Anglophone Canadians’ similarities to and
differences from Americans. In order to do so, this dissertation will concentrate on
two tropes of illustration: imagery of wilderness, and imagery of glamorous women,
called “pretty-girl” illustration in the business. The chapters below profile several
Canadian practitioners of both, active in Canada and/or the United States; and track
over an eighty-year period how the images of wilderness and pretty-girl shift or stay
stable, how they coalesce meanings through the daily experiences of their makers
and consumers. In each we see how symbols were formed and stories were told, and
how each of these manifestations were transacted with, in strategic negotiations of
nationalism that I conceive of as trade.

Chapter 1 expands upon the premises outlined above, and reviews relevant
literature. It introduces and explains the methodology of continentalist thought, the
role of expatriate young men in national development, the concept of trade in the
collective imagining of nationalism, and the dialectics of wilderness and pretty-girl
illustration.

50Such as, Larry J. Reynolds and Gordon Hutner, National Imaginaries, American Identities:
The Cultural Work of American Iconography (Princeton, NJ: Princeton University Press,
2000).

51 [ refer here to the discourse often termed the “national imaginary,” and I adopt Anderson’s
sense of imagined communities to conceive of nationhood as a set of practices that anchor
an experience of nationhood that is understood as real by those communities. Benedict
Anderson, Imagined Communities: Reflections on the Origin and Spread of Nationalism
(London: Verso, 2006 [1983]); Michael Walsh, “National Cinema, National Imaginary,” Film
History 8, no. 1 (Spring 1996): 7.
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Chapter 2 turns to the careers of Arthur William Brown and Russell Patterson, 1900-
1940, who must be treated together because of the closeness of their association
through friendship, through membership at the New York Society of Illustrators, and
through their specialization in pretty-girl illustration. Brown and Patterson
represent the most continentalist-minded of Canadians. Although no comment by
them survive on nationalism of either Canada or the US, or annexation, their choices
indicate they felt little remorse about leaving Canada and embracing the most
commercial branches of illustration. This chapter documents what Canadian culture
and art critics most feared about American popular culture by examining how
Brown and Patterson used (and how their models used) the pretty-girl genre to
boost their own reputations and sell goods through sex appeal. Canadian
commentary on glamour and the American pretty-girl from satire to women’s
magazine columns demonstrates that while nationalists protested against her, she
still represented a role model for Canadians. Brown and Patterson therefore
represent Canadians’ ambitions to transcend colonial parochialism and poverty, and
embrace liberal individualism.

Chapter 3 examines the career of Arthur Heming 1890-1940. An example of an
avowed nationalist, he did much to form Canada’s stereotypical identity as a
wilderness of sublime snow-scapes filled with heroic animals and colourful peoples.
But he was in practice a continentalist, peddling his work to a popular American
audience and adopting American ways of promoting himself. A close examination of
the competitive market in New York will show the lure and the pitfalls of the
American publishing environment, which together influenced Heming's
specialization in wilderness topics, and the construction of Canadianness through
American eyes that he adopted and developed as if completely Canadian in origin.
Several examples of Canadian nationalist rhetoric leading up to and surrounding the
Group of Seven, often imperialist in tone, demonstrate the climate Heming had to
answer to in Canada—and provide an explanation why Heming eventually fell out of
favour with the rise of the nationalistic Group.

Chapter 4 returns to the pretty-girl in the work of Rex Woods 1930-1950, examining
how this British-Canadian illustrator unhesitatingly embraced American illustration
yet chose to remain in Toronto. Woods’ work occupies a centrist position, adapting
the American pretty-girl to a nationalistic Canadian Woman. Though following
American illustration, Woods inserted a more “Canadian” outlook. In Woods we find
a kind of Canadian appropriation of the most American of cultural expression and we
get no sense that he felt his Canadian (or British) identity was being compromised.
Rather, mastering such a widely understood and acceptable visual language
empowered Woods—and the Canadian magazines his work adorned, because they
could more successfully compete against American ones on newsstands.
Nevertheless, following Canadian reception of glamour in years after Woods stopped
illustrating cover girls shows his glamorization of women did contribute to Canadian
women’s slide towards more American standards, and a loss of what women's role in
nation-building could be in favour of what she looked like only.
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Chapter 5 compares the careers of Thoreau MacDonald and John Clymer 1925-1960,
two illustrators who continued the wilderness tradition in ways diametrically
opposed. As the son of Group of Seven member J.E.H. MacDonald, Thoreau created a
body of illustration that best exemplified nationalist ideals, appearing very
restrained and non-commercial. It is argued here that he gave canonical Canadian art
a brand identity that hearkened back to the wilderness adventure, in rarified, solemn
renderings of animals and landscapes that allowed his work to be accepted as “art.”
Clymer, on the other hand, wished to expand beyond the narrow “Canadian art”
parameters and pursued illustration of rural and wilderness scenes for the Saturday
Evening Post in a popular manner in keeping with the American genre painting
tradition practiced by other Post illustrators. Despite a strong component of
Canadian scenes in his oeuvre, Clymer was forgotten in Canada, a phenomenon I
discuss in relation to how carefully MacDonald’s renown was preserved. MacDonald
represents a strong nationalist position, and Clymer a strong continentalist one.

The foregoing cases demonstrate that national identity for Canadians was not a
monolithic concept, but was varied and even optional. The conclusion returns to
evaluate the debate over whether Americanized culture leads to annexation or to
autonomy. This dissertation ends with some brief observations on illustration,
national identity, and autonomy after 1960 and implications for the future.

Limits of this study

In Canada, which was from the beginning a patchwork of language groups and
regions, any discussion of national identity is always fraught with questions of
“Whose nation?” and “Whose identity?” Here, my discussion is mainly limited to the
most powerful segment of the population: white, middle-class, Toronto Anglophones.
This group dominated the production of the visual and verbal texts described here,
and so not surprisingly, those texts reflected their lives and their concerns. That
these texts were touted as “national” and everybody else was expected to accept
them as their own is a major problem. However, the contribution of this study is to
understand the extent and power of that class, race, and regional bias, while
discussion of how it had an impact on other groups is out of scope here.
Francophone magazines and the issue of Quebec national identity in particular is
conspicuously absent (save for a brief nod in the final chapter), since it comprises a
specialized area and much work is already underway on Quebec print culture by
others better positioned for it.52 | hope that my work here will facilitate the much-

52 For instance, a scholarly survey of the history of Quebecois book illustration has just
appeared: Stephanie Danaux, L’iconographie d’une littérature. Evolution et singularités du
livre illustré francophone au Québec, 1840-1940, (Québec: Presses de I'Université Laval,
2013). There is also the research group Caricature et satire graphique a Montréal
(CASGRAM) under the leadership of Dominic Hardy at I'Université de Quebec a Montréal.
Speller notes that illustration history has historically been better pursued in Quebec than in
Anglophone Canada. Randall Speller, “Hidden Collections: The Invisible World of English
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needed critiques of Anglophone print hegemony by showing just how intensely
powerful that hegemony was.

It is worth asking as well, “Where are all the famous women illustrators?” As
early as the mid-nineteenth century, hundreds of girls and women were trained as
illustrators in New York City, attracted there even from distant Montreal.>3 But the
number of female illustrators trained does not translate into a proportion of success
stories commensurate with that of males. Michele H. Bogart has discussed the
marginalization of women illustrators circa 1900 as a result of male practitioners
and educators wishing to dissociate illustration from “women’s work.”>* As my 2011
article “A Castle of One's Own: Interactivity in Chatelaine Magazine, 1928-1935”
documents, due to systemic and overt sexism, Canadian women in the 1930s were
rarely awarded the more prestigious and better paying fiction and serious-subject
illustration.>> Some did complete magazine cover illustrations, but no one woman
seems ever to have made more than perhaps four altogether (Elsie Deane designed
about that many for Chatelaine). The daughter of Marie Cecilia Guard, who in the
early 1930s did some pretty-girl heads for the cover of Chatelaine and painted some
sophisticated nudes in her personal work, avers that her mother’s career faltered in
part because her choice of subject matter was marginalized in Canadian art by the
late 1930s.>¢ Women illustrators on the whole found the only areas where they could
dominate were in children’s stories and fashion illustration, where they often
excelled (these include Elsie Deane, Mabel Leith, Stella Grier, Georgette Berckmans,
Jean Wylie, Emily Hand, Lisl Hummel, Lydia Fraser, Kay Bell, Laura Gibson, Eileen
Wedd, Estelle Kerr, Alice Bradshaw, Eugenie Groh, and Georgine Strathy). Special
mention should also be made of Nancy Caudle, who became art director of Canadian
Home Journal. Although Mabel McDermott and Aileen Richardson excelled at boy-girl
pictures (and McDermott did a couple pretty girl heads for Chatelaine covers), it
appears that no Canadian woman specialized in either wilderness or pretty girl
genres. For this reason, it was not possible to include any women illustrators in this
study.

This study terminates at about 1960. This date is also approximately when
the cultural landscape changed in both the North American illustration industry and
in Canadian cultural policy. Scholars in book history and Canadian literature have

Canadian Book Illustration and Design,” in Essays in the History of Art Librarianship in
Canada, ARLIS/NA Canada (National Gallery of Canada Library and Archives, 2006), n.p.

53 April F. Masten, Art Work: Women, Artists and Democracy in Mid-Nineteenth Century New
York (Philadelphia: University of Pennsylvania Press, 2008), 2.

54 Michele Helene Bogart, Artists, Advertising, and the Borders of Art (Chicago: University of
Chicago Press, 1995), 30-31.

55 Jaleen Grove, “A Castle of One's Own: Interactivity in Chatelaine Magazine, 1928-1935,”
Journal of Canadian Studies 45, no. 3 (Fall 2011): 166-187.

56 Peri McQuay, quoted in Brian Hunt, “Passion That Survived the Silence,” National Post,
November 8, 1999, D6; Peri McQuay, email message to author, March 7, 2010.
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also identified 1960 as a transitional moment in terms of writing, taste, and
production.5” Mass magazines had been folding in the wake of television, as
advertisers saw their money was better spent on the new medium. In Canada,
Canadian Home Journal merged with Chatelaine in 1959, Mayfair ended in 1961,
Canadian Homes and Gardens in 1962, and Liberty (Canadian version) in 1964. As
well, by 1958 virtually all visual content except fiction had switched to photography
rather than illustration, and fiction had been cut to half of what it had been 20 years
before. Also, artistic taste was increasing for modern art, and conceptual rather than
narrative approaches in illustration, a move mirrored in Canada with a similar
development in literature.>8

As well, in Canada, the foundation of the Canada Council for the Arts in 1957
practically wrote in stone the division of commercial and non-commercial art in the
visual arts; from a policy point of view, abandoning the former to the market forces
alone, no longer in conversation with fine art. Then in 1958 the Conservative Party’s
new Broadcasting Act decentralized the culture industries in TV and radio, and in
1959 proposed the infamous “Canadian Content” rules (instituted in 1961), which
effectively moved Canadian cultural production to a more commercial framework
even as it forced more Canadian-made production. As well, Allan Smith argues that
after 1960, Canada began to seek a new level of cultural independence as American
political activity in Cuba, Vietnam, and in its own South departed from Canadian
ideals.5?

Meanwhile, the Society of Illustrators published results of a major survey of
professional practices, warning that an era was ending.®? The Society also became
acutely aware of how outdated it had become, and a shakeup in its administration
led to the Society making a hasty transition to a new role not so much as a social club
facilitating old-boy networks but more as an industry arbiter and advocate, through
the institution of its annual competition in 1959. A distinct break was felt between
traditional, older illustrators whose pride was based upon skill, and a new
generation who excelled at ideas and stylistic innovation. In Canada, this transition
had already begun with Oscar Cahén and other avant garde illustrators in the late
1940s. Their contribution, and that of the generation they mentored and who won
awards at the Society of [llustrators in the 1960s, deserves a separate study. Here, I
focus on how nationalist discourse of the 1890s set expectations for much of the
twentieth century; these progressive illustrators mark a break from and response to
that discourse.

57 Speller, “Hidden Collections.”

58 “New Heyday for Highbrows: ‘Little’ Magazines Stage a Comeback,” Maclean's, August 15,
1959, 1.

59 Smith, “Doing the Continental.”

60 Robert L. Chambers, “Year End Report: Professional Practices Committee”, June 1959,
Society of Illustrators, New York, collection of Illustration House, New York, broadside.
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Chapter 1
The Trading Post at the Border: A Continentalist Approach to Canadian
Cultural Iconography

This study uses continentalism as a tool of analysis. In doing so, it departs from
customary Canadian cultural and art historical discourse that equates Canadian
identity with the fairly narrow conception of Canadian nationalism commonly
associated with the gallery-art landscape tradition. Continentalism had been at the
forefront of Canadian intellectual life when cross border trade swelled 1920-1930
and when the country attempted to renew imperial ties in the early 1930s, and when
the Second World War made closer military alliance with the United States
necessary.! Then, with the rise of cultural nationalism following the Massey
Commission and new communications criticism by Harold Innis and Marshall
McLuhan, continentalism began to fall from favour.

In 1966 Frank Underhill mourned that continentalism had become a “four-
letter word.” He warned that an important intellectual tradition was going by the
wayside,? and suggested that perhaps Canada’s cultural self-knowledge had been
compromised as a result.3 In the years after Underhill wrote, continentalist
perspectives have been included in Canadian history, Canadian studies,
Communication, and Canadian literature; but the field of art has been slow to
relinquish its patriotic paradigm despite criticisms.# Post-structural, post-colonial,
and cultural studies discourses have criticized nationalist constructs, but the factor
of continentalism is still under-represented. Continentalism is important to bring
back because classic cultural nationalism is still a prominent element in cultural
discourse. For example, Sherrill Grace’s 2009 book on how Canadian art models
Canadian identity was directly inspired by Vincent Massey’s vehement nationalist
sentiments dating from before the Second World War.> Gail Edwards’ and Judith

lAmerican investment in Canada grew to outnumber any other foreign investment by 1926.
The Carnegie Series on the Relations of Canada and the United States ran from 1935-1945.
Thinkers such as James Shotwell and ]. W. Dafoe argued for the “friendliness” of the two
nations. William Lyon Mackenzie King developed a close relationship with Franklin
Roosevelt.

2 A review of continentalist literature is Smith, “Doing the Continental.”

3 Frank Underhill, foreword to Nationalism in Canada, ed. Peter Russell (Toronto: McGraw-
Hill, 1966), xiv.

4 For instance, the major exhibition, The Group of Seven: Art For a Nation, curated by Charles
Hill at the National Gallery of Canada in 1995, was roundly attacked for downplaying and
even subverting the Group of Seven’s mythologized role as nation-builders. See Ann Davis,
“Much Ado about Something: A Brief Study of the History of Canadian Art Exhibition,” in
Nation, Ideas, Identities: Essays in Honour of Ramsay Cook, ed. Michael D. Behiels and Marcel
Martel (Don Mills, ON: Oxford University Press, 2000), 97-112.

5 Sherrill Grace, On the Art of Being Canadian (Vancouver: University of British Columbia
Press, 2009), 4.
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Saltman’s comprehensive study of Canadian children’s book illustration contains a
rigorous critique of cultural nationalism, but omits any discussion of homegrown
continentalism except a description of the concessions Canadian creators have been
demanded to make by American publishers.6

A continentalist lens appropriately brings the history of illustration into
alignment with the history of Canadian literature. T. D. MacLulich has proposed that
Canada’s national literature developed along democratic lines from continentalist,
popular writing in the late nineteenth and early twentieth centuries;” and Nick
Mount has argued that Canadian writers’ success in New York legitimized Canadian
literature at home, leading to a “self aware, self sustaining, and eventually self
defining domestic literature.”® Examining cross-border linkages may tell us whether
expatriate illustration had a similar impact by enabling Canadian art and illustration
to realize its own goals—and to even stimulate nationalism at home.

Positive continentalist points of view have been mostly absent in cultural
discourse, and almost verboten in the history of visual art, where I found only three
exhibitions that compared Canadian and American art (one of these was an
American production unseen in Canada).? In fact, American art was suppressed in

6 Gail Edwards and Judith Saltman, Picturing Canada: A History of Canadian Children's
llustrated Books and Publishing (Toronto: University of Toronto Press, 2010), 211-213.

7T.D. MacLulich, Between Europe and America: The Canadian Tradition in Fiction (Toronto:
ECW Press, 1988), 11.

8 Nick Mount, When Canadian Literature Moved to New York (Toronto: University of Toronto
Press, 2005), 16-17.

9 Ann Davis, A Distant Harmony: Comparisons in the Painting of Canada and the United States
(Winnipeg Art Gallery, October 8 - November 28, 1982; Art Gallery of Hamilton, February
17-March 27, 1983); Katherine Lochridge, 7/8: A Comparative Exhibition of the Canadian
Group of Seven and the American Painters, The Eight (Heckscher Museum, Huntington, NY,
June 20-Aug. 1, 1982); Christine Boyanoski, Permeable Border: Art of Canada and the United
States, 1920-1940 (Art Gallery of Ontario, October 1989 - January 1990). Davis found that
while Canadians and Americans explored similar attitudes to factual and conceptual matter,
works of the artists she studies showed that Canadian and American differences were in fact
quite pronounced—a thesis I do not find supported in my work on illustrators. More in line
with my findings is Boyanoski’s authoritative study (which was instigated by the Canadian
Association of American Studies rather than by an art world source), which finds that
although Canada marginalized American art, a handful of exhibitions 1927-1939 brought
abstract painting and new awareness of the artist’s role in society to Canada. Overall,
Boyanoski gently leans toward demonstrating how Canadians departed from American
precedent, while showing how influential those precedents were; she declines to pass any
judgment on the merits of continentalism while remarking that it would be “naive” to
conclude that closeness with the U.S. was always positive. Lochridge’s 7/8 show found
correlations between the two groups of painters in their respective searches to define
nationalism in North America, separate from European standards, and in their shared
training as illustrators, which gave them an affinity for sketching from life. It also noted that
one member of The Eight, Ernest Lawson (1873-1939), was a Canadian; and another,
Maurice Prendergast (1859-1924), came from Newfoundland.
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Canada, where the Canadian National Exhibition favoured British art;19 Canadian
collectors eschewed American art;!! the National Gallery declined to collect or
exhibit it, and an American artist who won an art prize was nearly denied it because
of her citizenship.1? So thoroughly has continentalism been excluded from art circles,
the word continentalism was unknown to me before I began this research, despite
my having spent over twenty years working as an artist and art historian. Even in
literary criticism, where the continentalist angle was not abandoned, Mount notes
that, “To admit that Canadian literature grew up thinking continentally would be to
admit that Canada has derived an essential part of its identity from its continental
heritage, and that ‘s not an admission Canadian critics have always wanted to make.”
This same admission in Canadian art institutions would have undermined
everything that Anne Whitelaw argues Canadian art museums were historically
supposed to provide—the construction of a fully autonomous and culturally unified
Canadian identity.13

As can be seen from these points, Canadian identity—as a hegemonic and
monolithic entity—has been an exercise in visual and verbal rhetoric as much as it
has been an empirical demonstration of what is uniquely Canadian. Although [ am
concerned with rhetoric more than what may or may not be “real”, much of my work
gathers evidence of continentalist political thought and lifestyles; evidence that
sometimes supports but more often amends nationalist rhetoric or even subverts it.
My purpose is to come closer to understanding Canadian identity as promoted by
magazine illustration, as opposed to Canadian identity as it was prescribed by the art
elites of the period 1880-1960, in an effort to widen the conception of what it is to be
“Canadian.” In doing so, [ address what Maria Tippett identified as a lacuna in
Canadian cultural history (still in part existing today), where “the new, the avant-
garde, and the experimental;” the "'high,’ 'modern,' 'elitist,' and 'specialized,”” has
dominated at the expense of the “'low,' 'traditional,’ 'mass,' and 'popular."14

Continentalist thought offers a useful context for the history of illustration,
which was part of a transnational print culture. A recent sociological study supports
continentalism, finding that Canadian Anglophone culture was and is properly part
of a shared North American culture, with Toronto part of a regional culture

10 Boyanoski, Permeable Border, 18.
11 James Mavor, "The Art of the United States," Canadian Forum (February 1921): 144-145.

12 paul Duval, “Canadian Galleries Snub U.S. Artists,” 1956, unidentified newspaper clipping,
collection of the Cahén Archives, Toronto.

13 Anne Whitelaw, ““Whiffs of Balsam, Pine, and Spruce’: Art Museums and the Production of
a Canadian Aesthetic,” in Capital Culture: A Reader on Modernist Legacies, State Institutions,
and the Value(s) of Art, ed. Jody Berland and Shelley Hornstein (Montreal: McGill-Queen's
Press, 2000), 122-137.

14 Maria Tippett, “The Writing of English-Canadian Cultural History, 1970-1985,” Canadian
Historical Review 67, no. 4 (1986): 556.
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encompassing New England and the north mid-west.1> Continentalism also suggests
that Canadian absorption of American-origin ideas, practices, and values was good
for Canadian enterprise—and on the political side, that identification with American
custom was a suitable and logical way for Canada to break away from colonial
thinking and British domination.1® Maria Tippett and Jeffrey D. Brison have shown
that continental and trans-Atlantic linkages helped Canadian arts excel before
federal funding was established.l”

In keeping with customary terminology, the more imperialist and
autonomous-Canada thrusts will be referred to as nationalist, and the friendly-to-
America thrust will be referred to as continentalist.1® But historically, continentalism
was not de facto anti-nationalist; nor was it annexationist, as politically motivated
nationalists attempted to paint it.1° Rather, the main theme in continentalism before
1950 was that American prosperity and power, suitably monitored and regulated in
Canada, could be harnessed by Canadians to actually protect and enhance Canadian
objectives, without which Canada would fail to prosper economically and mature
culturally. Thus, in spite of all the rhetoric to the contrary, continentalism was an
alternative form of nationalism.2? Even in its disapproval, the Massey Commission
acknowledged that American philanthropic gifts “have helped Canadians to live their
own life and to develop a better Canadianism.”?! In short, continentalism supports
my assertion that rather than being diametrically opposed to Canadian national
interests, a North American visual culture shared with Americans was a significant,
valuable, and necessary part of Canada’s creation of a national identity and
autonomy.

15 Grabb and Curtis, Regions Apart.
16 Malcolm Ross, “Goldwyn Smith,” 31.

17 Maria Tippett, Making Culture: English-Canadian Institutions and the Arts before the Massey
Commission (Toronto: University of Toronto Press, 1990); Brison, Rockefeller, Carnegie, and
Canada.

18 The terms are used in this way under the headings “Continentalism” and “Nationalism” in
The Canadian Encyclopedia: The Canadian Encyclopedia, s.v. “Continentalism,” last modified
December 16, 2013, http://www.thecanadianencyclopedia.com/articles/continentalism;
The Canadian Encyclopedia, s.v. “Nationalism,” last modified December 16, 2013,
http://www.thecanadianencyclopedia.com/en/article/nationalism/.

19 John Wesley Dafoe, Canada: An American Nation (New York: Columbia University Press,
1935), 73.

20 Allan Smith, “Doing the Continental,” 6-9.

21 Canada, “The Forces of Geography,” in Royal Commission on National Development in the
Arts, Letters and Sciences, 1949-1951 (Ottawa: King’s Printer, 1951), 13.
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Expatriate continentalism

Continentalist impulses, ones not incompatible with nationalist rhetoric, sometimes
informed expatriates’ motives, as magazine articles of the 1890s reveal. In 1899, the
patriotic Canadian Magazine argued that young Canadian men “in whom lies the
hope of Canada's future greatness” must be patriotic citizens with social consciences,
and must look out for what was best for Canada instead of pursuing the “almighty
dollar.” What was best for Canada, the author elaborated, was to “regenerate” Great
Britain and foster the “Anglo-Saxon unity” by bringing Britain and the United States
back into harmony. Accordingly, the role of young men was “to reorganize and purify
the body politic of the south. If we are to build up on the northern half of this
continent a new Britain, with the maple leaf flag proudly floating above it, we must
breed and bring forth citizens whose excellence cannot be measured in dollars.”?2

Reforming the United States was a lofty ideal, still being propounded by
English statesman W.A. Chapple in 1913, and alluded to by the Group of Seven’s
Lawren Harris in 1920, in a rhetoric of racial superiority tied to northernness.?3 But
how was the young Canadian male to reform the materialistic American if the
Canadian himself had little money and no business sense of his own with which to
bargain and direct the course of admittedly capitalistic national development? He
could best do it by venturing into the United States himself.

As Nick Mount documents, thousands of young Canadian writers and writer-
illustrators sought personal development and prosperity in the United States
between 1880 and 1915.24 Nationalistic commentators—many of them publishers

22 Norman Patterson, "The Canadian People: A Criticism of Some of Their Social
Peculiarities," The Canadian Magazine 13 no.2 (June, 1899), 138.

23 Chapple’s words were, “[Canada] will develop her schools and colleges and extend their
influence downwards [south] ... she will pride herself in culture and the fine arts..... There
is one danger ahead. The States will spread over Canada. They may Americanize her.. .. The
hope is Canada will prove resistant to this spirit, and that Americans invading gradually will
catch her spirit as they have so far done. I hope and believe that Anglo-Saxon reunion is the
destiny of the English-speaking race . ...” Lawren Harris’ words were, “It seems that the top
of the continent is a source of spiritual flow that will ever shed clarity into the growing race
of America, and we Canadians, being closest to this source seem destined to produce an art
somewhat different from our southern fellows, an art more spacious, of a greater living quiet,
perhaps of a certain conviction of eternal values. We were not placed between the southern
teeming of men and the ample, replenishing North for nothing.” A more complete discussion
of the racialism of the north and Canadian nationalism appears in McKay, Picturing the Land,
157-160; 197-199. The concept of bringing the Anglo-Saxon “race” together had been a tenet
of American continentalism as well. W. A. Chapple, “Some Canadian Traits,” Annals of the
American Academy of Political and Social Science: Canadian National Problems 15, no. 134
(January 1913): 187; Lawren Harris, “Revelation of Art in Canada,” The Canadian
Theosophist 7,no. 5 (July 1926): 85-88. C. W. Jefferys also thought of elite Canadian artists as
racially endowed with an affinity for the North: quoted in Charles C. Hill, The Group of Seven:
Art for a Nation (Ottawa: National Gallery of Ottawa, 1995), 47-48.

24 Mount, When Canadian Literature Moved to New York.

23



who wished to compete against American magazines—blamed the exodus on the
unwillingness of Canadians to purchase Canadian magazines and to support
Canadian talent: "If Canadians demanded Canadian literature they would get it. But
they buy United States books, United States magazines, United States periodicals,”
complained The Canadian Magazine; proclaiming that Canadians "owe a duty" to put
Canadian literature first.2> But the statement reveals two crucial truths: most English
Canadians preferred American print, suggesting American culture was compatible
with Anglo-Canadian social make-up.2¢ Furthermore, when American print
contained so much content by Canadians, it was not clear how reading it could be
entirely un-Canadian. Second, if Canadian publishing was to compete successfully
against American, Canadians had to learn American-style business. The expatriates,
whether patriotic or ambivalent, had to pursue a continental career path in order to
survive and serve Canadian interests. They were already cultural continentalists.

For expatriates, a double standard was set when iconic author Charles G.D.
Roberts was celebrated in Canada for the imagined Canadian essence of his work
(which he took care to have published in Canadian magazines as well as American
ones) despite his remaining in the United States.?” The landscape painter J. W.
Morrice, who lived in Paris but wintered in Montreal and kept exhibiting in Canada,
may have also made young men optimistic that they too could keep up their
Canadian profile while living abroad. An article in Maclean’s on Canadians in New
York, surmounted by a picture of Arthur William Brown in natty attire with two
samples of his illustration, described how Canadians maintained patriotic clubs and
activities there.?8 Perhaps if one became famous enough with Canadian-identified
subjects (nature, hunting, winter) then disloyalty in terms of residence would be
overlooked. Roberts’ prominent example could not have but encouraged Arthur
Heming, who illustrated some of Roberts’ stories, to attempt the same feat of
maintaining a positive Canadian reputation while residing in New York. He did, and
returned home to nationalist acclaim.

But over time, as we will see, permanent expatriate illustrators like Brown
became less welcome back home regardless of their success. Even the celebrated
Palmer Cox, whose cute cartoons of elfin “Brownies” were ubiquitous between about
1880 and 1910 and who had in 1903 returned to his hometown of Granby, Quebec
following thirty years in the U.S., was dismissed in a Canadian survey of illustration
art. Writing in 1919, the author said the Brownies were “an American product,”
while embracing the derivative work of Cox’s follower Dudley Ward as Canadian,

25 “Editorial Comment," Canadian Magazine, November 1898, 80-81. See also Robert Barr,
“Literature in Canada,” Canadian Magazine, November 1899, 3.

26 This dilemma has haunted Canadian cultural policy ever since, especially in film and
television. See Ryan Edwardson, Canadian Content: Culture and the Quest for Nationhood
(Toronto: University of Toronto Press, 2008).

27 Nick Mount, When Canadian Literature Moved to New York.

28 Beatrice Redpath, “Canadians in New York,” Maclean’s 30, May 1917, 31-33, 93-94.
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even though Ward was English and had been in Canada only nine years (seven less
than Cox since his 1903 return).2? Cox was subsequently largely omitted from
Canadian art and literary records too0.30

What made Cox—and by extension, other commercial artists and
illustrators—such an embarrassment to Canadian culture? Perhaps it was precisely
because Cox was so successful in the “American” way: he, a Canadian, had been the
first to license illustrated intellectual property for use in advertising, branding, and
merchandising; and for transmedia uses in theatre and film. He made himself and
those who used his Brownie characters millionaires—and pioneered the model of
global popular culture dissemination later adopted by the Walt Disney corporation
and other entertainment media moguls.3!

There was a substantial Canadian receptivity to American-style commerce
and capitalism, particularly among the class that self-identified as “manufacturers:”
men from working class backgrounds (like Cox) who had improved themselves and,
in some cases, become prosperous. For them, ambition was a welcome expression of
Canadian spirit, as necessary a part of nationalism to them as shrinking from
materialism was for the class that formed their social and political opponents, the
“professional class” of politicians and intellectuals.3? Only months after the
commentator quoted above asked young men not to focus on the almighty dollar,
Canada’s leading political economist and historian of Canadian banking, Adam Shortt,
expressed the native pro-capitalist attitude in an article entitled “In Defence of
Millionaires,” seemingly derived from Andrew Carnegie’s “The Gospel of Wealth” of
1889.33 Shortt argued that, given that men are not born equal in talent and luck, the
rise of a millionaire was an “inevitable” product of “natural selection” and social
“process” through competition in business.34 The millionaire was for him a
“necessity” since large capital was now essential for development:

29 St. George Burgoyne, “Some Canadian Illustrators: Article I1,” Canadian Bookman 1, no. 4
(April 1919): 27.

30 For more on Cox’s lack of appearance in Canadian memory, see Wayne Morgan and
Sharilyn Ingram, “If Palmer Cox Wuz t'See Yer, He’'d Git Yer Copyrighted in a Minute: The
Origins of Licensing,” (paper presented at the 14th Conference on Historical Analysis and
Research in Marketing, University of Leicester, June 2009), 50-60; Wayne Morgan, “Now,
Brownies Seldom Idle Stand: Palmer Cox, the Brownies and Curiosity,” The Ephemera
Journal 7 (1994): 1-13; Nick Mount, When Canadian Literature Moved to New York, 149, 152.

31 Morgan and Ingram, “If Palmer Cox Wuz t'See Yer.”

“e

32 The rivalry of these two classes is described by Michael Bliss, “Dyspepsia of the Mind’:

The Canadian Businessman and His Enemies, 1880-1914,” in Canadian Business History:
Selected Studies, 1497-1971, ed. David S. Macmillan (Toronto: McClelland and Stewart, 1972),
175-191.

33 Andrew Carnegie, The Gospel of Wealth, and Other Timely Essays (New York: The Century
Co., 1900).

34 Adam Shortt, “In Defence of Millionaires,” Canadian Magazine, October 1899, 493-498.
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the whole growth of economic organization, the subsequent
development of the millionaire, and the final effort to avoid the
ruinous waste of independent competition, are simply stages in the
economic triumph of man over nature. This victory secures the
supply of an increasing number of wants with a decreasing
proportion of human effort.. .. the development of [the
millionaire’s] enterprises lay[s] in the direction of the public
interest. Thus has the rise of millionaires and the rise in the
standard of living for the average citizen gone hand in hand.3>

Shortt argued that the disparity between capitalist and worker was
exaggerated, that the millionaire’s interest in money was “creative, and is akin to
that of the scientific enthusiast, the statesman or the artist. Each must have their
means of expression, but their interest centres, not in the means, but in the ideal to
be realized.3¢

A point of Shortt’s argument was that the same people who decried the
unfairness of millionaires’ wealth were loud in their appreciation when capitalists
opened some new enterprise in their town, bringing jobs and infrastructure.3” At the
time Shortt was writing, Canada was in fact benefitting from the investment of
millionaires from the United States, who were opening up branch plants in response
to Prime Minister John A. MacDonald’s “National Plan.” This tariff, birthed from a
wave of imperialist rhetoric and feeling following a proposed free trade agreement,
prevented American-made goods from entering Canada, and encouraged Americans
to make their goods locally with Canadian resources and labour instead, thus
buoying up the Canadian economy. Although nationalists demonized American
capital, Canadians were in fact dependent upon it—but they glossed over this when
the National Plan succeeded in getting American money while keeping American
federal control and Americanism at bay, in accordance with imperial mandate.38

Although the manufacturing class was anti-American (to protect their
Canadian monopoly), adoption of American methods—when it led to Canadian
development—was an apt fulfillment of Shortt’s dictum that ends justified means.
But here lay a slippery slope toward American-style business. Shortt had lauded, in
his words, the “freedom to seek self-realization regardless of social status, which is
one of the chief characteristics of America."3° Critical-minded professionals and
intellectuals in Canada conflated being American with being pecuniary; this rhetoric

35 Shortt, “Millionaires,” 496.
36 Shortt, “Millionaires,” 497.
37 Shortt, “Millionaires,” 498.
38 As described by Chapple, “Some Canadian Traits.”

39 Shortt, “Millionaires,” 494.
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attacked manufacturers’ ambitious adoption of American means by making them
appear un-Canadian. The not unreasonable fear was that individualistic, commercial
values would surely trump nationalist ideals in times of trouble or doubt.

In mentioning this conflict, my purpose is not to debate the veracity of either
Shortt’s theories or those of his opponents. I only wish to document the existence of
an influential pro-commercial line of thought among certain nationalists—the ones
who accepted American means to achieve Canadian ends. In it, we see Shortt’s belief
in the goodness of American individualism. We also see that industry and commerce
are a “triumph of man over nature,” putting him at odds with the nationalist symbol
of the wilderness.

[t is my contention that the emigration of illustrators to the United States was
not cultural treachery and betrayal of Canadian values, but rather an expression of
this second set of Canadian values that prized the entrepreneurial spirit of young
men to go forth and seek fortunes on behalf of Canada. Juniors were expected to
return home and invest their newfound experience and wealth in Canada, as this
editorial comment in The Canadian Magazine indicated:

It strikes one occasionally that it is good for Canadian writers to go
abroad to earn their living. The benefit of travel, the experience of
one civilization brought to bear in the judging of another, the
greater incentive to make a success in life—all these combine to
develop the young Canadian, increase his earnestness and develop
his power.40

Unfortunately, the danger was that the young man would find life in the U.S. so good
that he never returned, or if he did, due to the prevailing anti-commercial and anti-
American attitude, he would—in the words of semi-expatriate writer Arthur
Stringer—“Home as a stranger return . .. [and] know, in his broken heart, that his
home is not his home."4! As we shall see, Arthur William Brown and Russell
Patterson are two examples of Canadians who did not return home, neither
physically nor spiritually by nationalists’ standards, having become stars of the kind
of sex-appeal illustration most loathed in Canada. Yet, while they cannot figure as
Canadian nationalist ideals, expatriates like them did in fact represent one sort of
average Canadian aspiration—a continentalist one.

40 “Books and Authors,” Canadian Magazine, January 1900, 297.

41 Arthur Stringer, “The Sons Beyond the Border,” Canadian Magazine, December 1899, 128-
129. Stringer was a friend of both Arthur Heming and Arthur William Brown, contributing
an article on Heming cited elsewhere in this dissertation, and traveling with Brown to
Europe in 1911. “Life and Letters,” Globe, March 18, 1911, 18. Expatriates in New York
frequently helped one another survive.
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A cultural trade

Some Canadian illustration studied here, like that of Arthur Heming, was self-
consciously “Canadian” in content, while other illustration, like that of Arthur
William Brown and Russell Patterson, clearly followed “American” trends. A
continentalist approach allows us to see that production and consumption of
illustration was not so much a case of loyalty when it was nationalist and betrayal
when it was continentalist (as imperialists and nationalist hard-liners like Jefferys
characterized it), but a reflection of Canadians’ daily negotiation of economic
survival, cultural self-expression, and political autonomy. Taken as a whole, the
continental visual culture (specifically for my purposes, the nationally mass-
circulating illustrated magazines that were consumed by Canadians and Americans
alike, with reference to fashion, film and photojournalism as well as....) balanced
national and continental strains, allowing “Canadian” and “American” strains to act
dialectically together, resulting in an equilibrium that discouraged both pro-British
anti-Americanism and annexationist sentiment from getting too popular and
upsetting national stability.

Canadian identity for the producers and consumers studied here, [ contend,
was a process rather than an entity—the process of negotiating equilibrium and
trying to forge a unique identity out of the British and the American.#? I choose the
concept of process and negotiation with reference to an established conceptual
paradigm in which the Canada-U.S. border is not a line separating two distinct
entities, but as Canada-U.S. relations expert Allan Smith says, “a site of interaction
and exchange within a zone of linkages and associations.”#3 Further, in keeping with
the traditional view of Canada as the link between Great Britain and the United
States,** I conceive of Canada as a middle-ground territory between dutiful
imperialist British obligations on one hand and opportunistic annexationist
American impulses on the other.

If the middle-ground territory between Great Britain and the United States is
Canada, then the mental “site of interaction and exchange” is in the minds of
illustrators, clients, and readers. This territory may be metaphorically likened to a
trading post at the US-Canada border, where nationalist and continentalist ideas
freely compete and mingle. In magazine production, messages deployed by Canadian
and American illustrators, consumers, and publishers turn up at the mental trading

42 Because this dissertation focuses on Anglophone sentiments regarding the amount of
American identity in Canada, I overlook the Quebecois identity, but add here that this was a
further complication in Canadian unity; and yet, in that Quebec was also anti-American, anti-
Americanism helped internal cohesion between French and English.

43 Allan Smith, “Doing the Continental,” 22.

44 Great Britain looked to Canada to be its diplomatic handmaiden with the United States
throughout the period under study. Most commentators viewed Canada as very much a
hybrid state, which accounts for a lot of the turmoil over how much Canada leaned to one
side or the other.
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post, where nationhood and identity are defined for the consumer through
transactions made in the “currency” of symbols and narratives drawn by illustrators
(and described by writers).#> The resulting personally and collectively imagined
definitions are in turn projected (by those among illustrators, consumers, and
publishers who stood to gain from doing so) onto the ideological and material
middle-ground territory of Canada.*¢

The case studies that comprise the bulk of this dissertation show that
Canadian illustrators and consumers used illustration to negotiate a variety of
positions along the political spectrum, from annexation with the United States on the
left and imperial obedience to Great Britain on the right, with frequent
compromising of these positions. My title, A Cultural Trade, acknowledges this
process in which Canadians often traded off their nationalist inclinations for
economic and artistic development. It also refers to the give-and-take of mediation
between colonial legacy and continental circumstances. Trade speaks to cultural and
commercial exchanges between Toronto and New York City, the two cities being the
capitals of English language print production in their countries. Trade is intended in
the sense of business too: print production and manufacture were one unified,
interconnected network, in that the market for American periodicals addressed all of
Canada and the United States. Canada had a small print market of its own, and while
Canadian magazines did not cross the border in significant numbers, the illustrators
did.

A tongue in cheek but not entirely incorrect assessment is that the trade, as in
swap, mostly involved Canadian talent going to New York, and American periodicals
coming back, although a significant number of Canadians also returned, bringing
new ideas and skills with them. Therefore, trade also refers to the cross-pollination of
ideas and culture between Canadians and Americans in New York. Finally, the
phrase “a cultural trade” challenges views that still linger in some art and culture
circles that the trade—the avocation—of illustration was a mind-numbing “mass
culture industry” of robot-like workers who produced “kitsch” that was excluded
from the status of high culture.*”

45 My understanding of how individuals, institutions, and artifacts commingle is informed by
Bruno Latour’s Actor-Network Theory and “thing theory,” where it is not so much people or
objects that have agency or have meanings but the relationships made between them that
determine meanings and actions. Bruno Latour, “The Powers of Association,” in Power
Action and Belief: A New Sociology of Knowledge? ed. John Law (London: Routledge and
Kegan Paul, 1986), 264-283; Bruno Latour, “On Recalling ANT,” in Actor Network Theory and
After ed. John Law and John Hassard (Oxford: Blackwell, 1999), 15-25.

46 My metaphor of a conciliatory trading post, besides being very Canadian, also owes a debt
to Benedict Anderson, who first described the collective imaginary and print nationalism in
Imagined Communities.

47 Theodor Adorno, The Culture Industry: Selected Essays on Mass Culture, ed. ]. M. Bernstein
(New York: Routledge, 1991); Clement Greenberg, “Avant-Garde and Kitsch,” in Art and
Culture (Boston: Beacon Press, 1961 [1939]), 19.
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Negotiating divergence and convergence: the themes of wilderness and pretty-girl

Having laid out my conceptual framework, I want to briefly survey the symbols and
narratives that acted as currency in the trading post transactions of negotiated
national identity. This dissertation focuses on two ubiquitous and long-lived genres
in illustration. The first is wilderness adventure imagery, which informed Canadian
landscape painting and pastoral subjects, Western/cowboy art, wildlife painting,
history illustration, and children’s books. The second is glamorous woman imagery,
informally called “pretty girl illustration” in the industry, a genre that affected the
portrayal of the nude in art, and evolved into advertising art, pin-ups, pornography,
and the cover girls that still crowd magazine covers today.

My research has led me to the conclusion that wilderness and the glamorous
female body are opposite sides of the same coin. As we will see, among Canadian
nationalists a binary developed in which wilderness and pretty-girl took on an
exaggerated sense of difference, where the former signified as nature/ rural/
traditional/ noncommercial/ healthful/ spiritual/ masculinized/ restrained and
Canadian; and the latter signified as cultured/ urban/ industrial/ progressive/
sickly/ profane/ feminized/ hustling and American. The wilderness images may be
seen as nationalist, and the pretty-girls as continentalist—often, the two symbols
arise in Canadian discourse and literature: Group of Seven landscape painter Lawren
Harris demanded that the masses should be rescued from an "inexhaustible" supply
of "pin-up girls, Coca-Cola virgins, [and] boogie-woogie."48 Arthur Lower envisioned
Canada as a good but retardataire society emerging puritanically out of a “grim”
nature, compared to the American cities of sin, whose “gay and careless” denizens
made Canada’s “earnest and efficient” people seem as “unsophisticated ... as a
village belle.”#? (The belle, or “Miss Canada”—counterpoint to the Yankee femme
fatale—was often prey for American corporate or political rape, in other writers’ and
artists’ cautionary tales.)50

This morally-charged binary permitted Canadian nationalism to retain its
dominant position in Canadian art discourse, where pure, formalist landscape
promoted by the Group of Seven and their allies was by this schema implicitly

48 Lawren Harris, quoted in Kuffert, A Great Duty, 162.
49 Arthur Lower, Canada: Nation and Neighbour, 81.

50 See, for instance, political cartoons discussed in Chapter 4, in which “Miss Canada” is
pursued by Uncle Sam or Brother Jonathan; Canada’s “ravishment at the hands of the Yankee
succubus” in the words of Farley Mowat, “Letter to my Son,” in The New Romans: Candid
Canadian Opinions of the United States, ed. Al Purdy (Edmonton: M. G. Hurtig, 1968); Canada
as sexual bottom in Margaret Atwood, “The Only Position They’ve Ever Adopted Toward Us,
Country to Country, Has Been the Missionary Position ...” in If You Love This Country: Facts
and Feelings on Free Trade, ed. Laurier LaPierre, (Toronto: McClelland and Stewart, 1987),
20.
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elevated over the “American” narrative tradition associated with advertising.5! But
the binary of Canadian wilderness and American girl, the coming chapters will show,
was never so clear-cut in actuality. In practice Canadians partook extensively of both
wilderness and pretty-girl material, with no inflexible associations of loyalty and
treachery such as nationalist polemics suggest. In addition, as will be discussed, the
elevated Canadian nationalist illustration contained a significant American
provenance.

As a study in cultural iconography, the formal and iconographic analyses of
illustration made here are influenced by semiotic theory such as Charles Sanders
Peirce’s definitions of signs and semiosis; by literary criticism such as J. Hillis Miller’s
[llustration and analyses such as How Picture Books Work; and by cultural theory
such as WJT Mitchell’s concept of imagetext, in which words and images operate
together to make more meanings than word alone or image alone.52

Identity is not magically constructed by the mere sighting of visual and verbal
messages—the potency of these messages arises when they are neurologically and
socially experienced, identified with, and given context through imaginative use.53
Importantly, the meaning-making experiences of illustration, of personal identity,
and of national identity have an ethical component: the magazines and imagery
favoured by the consumer or illustrator represented not merely sources of
amusement or information or means of income, but conscious choices that reflected
each individual’s beliefs, preferred communities, and search for well-being.5* How

51 See Allan Harrison, “Advertising Art in Canada,” Canadian Art 2, no. 3 (February-March
1945): 108, for comments conflating the American narrative tradition and advertising.

52 James Jakob Liszka, A General Introduction to the Semeiotic of Charles Sanders Peirce
(Bloomington: Indiana University Press, 1996); |. Hillis Miller, Illustration (London: Reaktion
Books, 1992); W.]. T. Mitchell, Picture Theory: Essays on Verbal and Visual Representation
(Chicago: University of Chicago Press, 1994).

53 My consideration of the experience of illustration is derived from Bruno Latour’s
definition of “things” and Actor-Network Theory, which allot to objects an agency. I also
refer to cognitive science of mirror neurons, which finds that an individual’s empathy and
identification with others is stimulated by the witnessing of action, including still images
portraying action.

54 Richard Shusterman has theorized the experiential, aesthetic pursuit of goodness with
what he dubs somaesthetics, a philosophy of embodiment of practice recently being applied
in the field of design studies to explain tacit knowledge, skilled craftsmanship, and user-
focused design, as well as consumers’ self-improvement. Richard Shusterman, Pragmatist
Aesthetics: Living Beauty, Rethinking Art (New York: Rowman and Littlefield, 2000). See also
Richard Shusterman “Somaesthetics: A Disciplinary Proposal,” Journal of Aesthetics and Art
Criticism 57, no. 3 (Summer 1999): 299-313; Richard Shusterman “Dewey's Art as
Experience: The Psychological Background,” Journal of Aesthetic Education 44, no. 1 (Spring
2010): 26-43. Daniel Barber has proposed the applicability of somaesthetics to art practice,
because “painting and drawing are forms of thinking and awareness that are deeply rooted
in the body,” eluding logocentric explanation. Daniel Barber, “Somaesthetic Awareness and
Artistic Practice: A Review Essay,” International Journal of Education and the Arts 9, review 1
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national identities were negotiated and accepted through trades by given individuals
depended upon the moral and technical “goodness” of the illustration. Accordingly,
the present study pays attention to the links among illustrators’ values, their daily
life, and technical processes, and to how these influenced their specialization in
wilderness or pretty-girl. It also examines how consumers integrated these genres in
their lives (or rejected them), and parsed them in reciprocal nonverbal ways, to
develop what philosopher of aesthetics Richard Shusterman calls “knowledge, self-
knowledge, right action, and its quest for the good life.”>>

Precisely because much creation and consumption of illustration is nonverbal
and has a “hypnotic” power, as my opening quote from Leacock suggests, it has an
affective aspect that lays it open to exploitation. Those who had a vested interest in
national cohesion as a motivator for mass behaviour—governments who relied on
mass voter turnout; churches, intellectuals, and early social workers who located
social security in mass agreement; and corporations who profited from mass
consumption, including magazine publishers themselves and their advertisers—did
not hesitate to use illustration to influence as many people as possible, not always
for the better. Feminist studies in particular have criticized illustration for
perpetuating oppressive norms for women.>¢ Toronto-based Marshall McLuhan’s
1951 The Mechanical Bride explored the sublimation of the public and intellectual
life to the logic of capitalism through a machine-like compartmentalization of daily
practice and thought via a mythology of advertising tropes, including spin-offs of the
pretty-girl to be discussed here.

As warranted and necessary as the criticism of media is, however, the popular
enjoyment of illustration in all its racist, corny, hegemonic, sexist or kitschy glory did
and does persist (as McLuhan recognized). Perhaps it has a more positive social role
that has been vastly underestimated. As we will see, nationalism and continentalism
could each be cast as force or counterforce upon social behaviour: in Canada
nationalist values were frequently proposed from on high by government and art
elites, but continentalist values were regularly practiced at ground level. Conversely,

(September 2008): 3, 11. Somaesthetic theory builds upon my 2006 master of arts thesis,
which found that illustrators’ creative process is frequently characterized as “conjuring,” a
nonverbal act verging on a spiritual experience for some. Jaleen Grove, “But Is It Art? The
Construction and Valuation of [llustration by Victoria’s Island Illustrators Society,” (master’s
thesis, Ryerson University, 2006).

55 Shusterman, Pragmatist Aesthetics, 267

56 Helen Damon-Moore, Magazines for the Millions: Gender and Commerce in the Ladies’ Home
Journal and the Saturday Evening Post, 1880-1910 (Albany: State University of New York
Press, 1994); Betty Friedan, The Feminine Mystique (New York: W. W. Norton, 2001 [1963]);
Ellen Gruber Garvey, The Adman in the Parlor: Magazines and the Gendering of Consumer
Culture, 1880s to 1910s (Oxford: Oxford University Press, 1996); Carolyn L. Kitch, The Girl on
the Magazine Cover: The Origins of Visual Stereotypes in American Mass Media (Chapel Hill,
NC: University of North Carolina Press, 2001); Heather Rymell, “Images of Women in the
Magazines of the ‘30s and ‘40s,” Canadian Woman Studies 3 (1981): 96-99.
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if continentalist mass commercial influence became too extreme, nationalism
provided an effective brake.

Sources

Because my intention is to describe and document how embedded and invested
illustrators and their publics were in the specialized micro-visual cultures of pretty
girl and wilderness imagery, [ sought out as many primary sources as I could find.
Like a social history, this dissertation stays close to the day-to-day life and labour of
makers, distributors, and consumers of magazines. Primary sources include,
wherever possible, illustrators’ own words, found in personal papers,
autobiographies, newspaper and magazine article quotes, transcribed interviews,
film footage, and books, stories or articles that illustrators authored themselves.

Consumers include both the illustrators’ clientele of editors and art directors,
and magazine readers. Their views are mainly derived from editorial columns,
editorial choices, letters to editors, and surveys conducted by the magazines.
Especially useful are the fan letters to Arthur William Brown, 300 of which survive.
For the late 1940s and 1950s, extensive demographic research on American
magazine readership was also consulted. Primary sources also of course include the
magazines featuring the illustrations, consulted in individual issues (not library
volumes) wherever possible.

Because this dissertation is concerned with the way illustration was intended
and received at the time it was issued, I consulted as many period sources as
possible on its manufacture, criticism, and promotion. Old annuals produced by the
Art Directors Clubs of New York and of Toronto were also used, along with all the
archives of the New York Society of Illustrators, and trade magazines such as
Printers Ink and American Artist. 1 also collected how-to technical manuals, which
contain not just descriptions of materials and print processes, but also commentary
on the state of the field, etiquette advice, and polemic pieces on the status and
importance of illustration. Consideration of original works of art was undertaken
where possible, including comparison to printed versions, which sometimes yielded
evidence of publishers changing the illustrator’s original message. The derivation of
iconography is traced and the formal handling of colour, composition, and media are
considered for how they semiotically inform the depicted subjects. Formal analysis
is also extended to magazine design and print technology, since illustration’s end
form was not the painting or drawing, but the printed page.

There are many challenges to be overcome in finding primary sources for
illustration. Very few museums cared to collect original works, very few archives
hold tearsheet collections, and very few libraries and archives have full runs of mass
magazines. Notable institutions are the New York Society of [llustrators, the Library
of the General Society of Mechanics and Tradesmen in New York, the Norman
Rockwell Museum, and the New Britain Museum. The most difficult magazines to
find are the ones that were considered “trashy” and had low circulation, such as The
Goblin and College Humor; or that were so middling that they were not collected by
subcultures or by libraries either, such as Redbook. I occasionally had to resort to
buying individual issues online, or to traveling great distances to find a complete run.
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Particularly disturbing is that over the seven years it took to complete my research
and writing—which coincided with a major recession—the availability of original
magazines became greatly and permanently compromised: the New York Public
Library, the easiest place to find Maclean’s and Chatelaine in mint condition,
removed them to remote storage, necessitating highly inconvenient pre-ordering. In
Canada, the National Library and Archives cancelled inter-library loans, and as of
about 2013 has apparently begun discarding original copies of magazines: in 2014 [
was told that an issue of Canadian Home Journal that [ had photographed onsite in
2008 did not exist in their holdings; colleague Dr. Sarah Stanners has reported to me
that she was unofficially told by LAC staff that Chatelaine had been deaccessioned;
she had hoped to show it in a National Gallery exhibition vitrine. Meanwhile, the
National Gallery of Canada laid off its librarians and now closes its library for the
month of August.

[ relied heavily on private collections, particularly that of Illustration House in
New York City (now transferred to the Modern Graphic History Library at
Washington University, St. Louis); of Richard Kelly in Virginia; and of illustrators’
estates such as those held by relatives of Rex Woods and Oscar Cahén. Networking
was essential for finding yet more sources in the hands of illustrators, collectors and
dealers, and for accessing oral histories held by elders such as Walt Reed and Murray
Tinkelman. Working so closely with illustrators, their families, and their fans
entailed some trade-offs of my own. Networking means forming bonds of friendship
and trust—which can lead to the risk of bias on my part, and an inability to publish
objective critical analysis. On the other hand, what was gained was access to highly
private texts, opinions, and inside politics. Given that my goal was to document and
contextualize, more than it was to perform highly intricate theoretical analyses, I felt
that the benefits of sensitively salvaging and preserving the facts, figures, and
material traces held in private hands far outweighed preserving my ability to pass
critical judgment at the cost of access to collections. Furthermore, closeness to my
research subjects and sources allowed me to get into the world of the illustrators
and their audiences, in order to derive insights from within the networks I wished to
describe.

The visibility and invisibility of illustration

[llustration, visible everywhere, has been not so visible in art historical records, as |
have noted. Nor has it been visible in Canadian library science, archiving, and book
history, due to a systemic failure to record illustrators and designers in catalogues.>?
As Johanna Drucker has noted, the marginalization of graphic design and illustration
has allowed the definition of “art” to make an erroneous and exclusionary claim to
the definition of modernism and to elide the relationship “fine” art has always had
with mass and popular art. A Cultural Trade responds to Drucker’s call for

57 Speller, “Hidden Collections.”

34



scholarship that challenges these vanities and that is wary of histories of form,
celebrity, and innovation.>8

International criticism of illustration dates from the mid-nineteenth century.
In the 1860s, American elites protested against “chromo civilization,”>° while
American economist and sociologist Thorstein Veblen criticized “conspicuous
consumption” in 1899.%0 In France, writer Stéphane Mallarmé was instrumental in
leading a revolt against popular illustration in mass publications in order to privilege
the writer’s monopoly on meaning-making and to foster an elite connoisseurship of
book arts.®! Fundamental to nineteenth century arguments against illustration was
that pictures weakened the reader’s imagination and usurped the author’s own
word-pictures.6?

In the twentieth century, artists and thinkers associated with German
Expressionism debated the ills of consumer society and the role of commercial art
and illustration.®3 Art theorists influenced by Alois Riegl’s method of “disintegrative
formalism” dispensed with the academic privileging of Renaissance spatial illusion—
an illusion depended upon by many illustrators - and this too contributed to the
devaluing of illustration in the art historical record.®* Formalism and critiques of
consumption widened the rift between art in service to society and art for art’s sake.
Brian Kane (historian of Canadian-born comics artist Hal Foster) has traced the
prejudice against illustration (thought effeminate) to misogyny.®> In 1946, a Museum
of Modern Art exhibition differentiated between popular illustration and the book

58 Johanna Drucker, “Who’s Afraid of Visual Culture?” Art Journal 58, no. 4 (Winter 1999):
36-57.

59 Peter C. Marzio, The Democratic Art: Pictures for a Nineteenth Century America (London:
Scolar Press, 1980).

60 Thorstein Veblen, The Theory of the Leisure Class (New York: Macmillan, 1899), 64-70.

61 Anna Sigridur Arnar, The Book As Instrument: Stéphane Mallarmé, the Artist’s Book, and the
Transformation of Print Culture (Chicago: University of Chicago Press, 2011).

62 Charles T. Congdon, "Over-Illustration," The North American Review 139, no. 336
(November 1884): 487; Landon McVicar, “Howard Pyle's Quality As an Illustrator,” Current
Literature 22, no. 1 (July 1897): 42.

63 Sherwin Simmons, “Kitsch Oder Kunst? Kokoschka’s Der Sturm and Commerce in Art,” The
Print Collector’s Newsletter 23, no. 5 (November-December 1992): 161-167.

64 Christopher S. Wood, “Art History’s Normative Renaissance,” in The Italian Renaissance in
the Twentieth Century: Acts of an International Conference, Florence, Villa I Tatti, June 9-11,
1999, ed. Allen ]. Grieco, Fiorelli Gioffredi Superbi, and Michael Rocke (Florence: Olschki,
2002), 65-92.

65 Brian Kane, “Blog 10: The Origins of Prejudice towards Illustration, Debunking Fredric
Wertham, and Will Eisner’s Artistic DNA Revealed,” Graphic Textbooks (blog) October 4,
2012, http://graphictextbooks.blogspot.ca/2012/10/blog-10-origins-of-prejudice-
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arts and artists’ books that they showcased; the catalogue essayist said haughtily
that in popular illustration “The question of aesthetic seriousness would arise ...
cheapness and easiness seem to be the passwords.”®¢ In Canada, illustration
obviously would have suffered in status even without homegrown anti-American
fervour, but the denigration of commercialism that drove the prejudice against
illustration as art in France, England, and the United States was intensified and
validated all the more by the Canadian nationalist rejection of commercial
illustration on the basis of anti-Americanism.

Despite the disapproval of cultural leaders, Canadian production and
consumption of American and American-like Canadian mass magazines continued
unabated—and illustration in magazines was very central to Canadians’ daily
routines, unlike the landscape paintings said by nationalists to be expressive of “the
Canadian spirit.”67 C.W. Jefferys even made a prescient comment in 1942 to the effect
that perhaps future scholars would find advertising art was more representative of
his era than gallery art.®8

Magazines remained important in Canadian visual culture throughout the
period I studied. They kept their importance despite competition from illustrated
newspapers and then the explosion of film and illustrated gift books circa 1900,
because of their cheapness, availability, colour printing, and ease of mailing. Unlike
movies, they could be consulted over and over; unlike books, they could be cut up
and used for assorted purposes; and unlike newspapers, as a forum they could
create communities among readers scattered around the continent.®® The visual
communication of magazine illustration provided readers with glimpses of far-away
places, the latest fashions, new products for sale, satirical renditions of politicians,
ennobled portraits of leaders and celebrities, instruction on how to build
contraptions for the home, reportage from wars and other newsworthy events,
comics, imaginative visualizations of fiction, and popular art frequently used to
decorate homes and craft projects. Illustrated periodicals continued to play a
primary role in business and domestic life until television finally began to
overshadow magazines in the 1950s. As examples in this dissertation will show,
illustrations were used to persuade Canadians to resist Americanization—while
plenty of other illustrations by Canadians presented a glamorous picture of
American values and lifestyles to Canadians and Americans alike.

Despite its importance in reflecting and influencing society, and its ubiquity
in middleclass households, magazine illustration in Canada has not been studied

66 Monroe Wheeler, Modern Painters and Sculptors as Illustrators (New York: Museum of
Modern Art, 1946), 20.

67]. E. H. MacDonald, New Statesman (1919). Quoted in Frederick Broughton Housser, A
Canadian Art Movement: The Story of the Group of Seven (Toronto: Macmillan, 1926), 143.

68 Jefferys quoted in William G. Colgate, C. W. Jefferys (Toronto: Ryerson Press, 1944), 28.

69 I discuss a Canadian magazine in these ways in “A Castle of One's Own.”
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much.”® For a comprehensive discussion and bibliography of the preservation of
Canadian book illustration history, Randall Speller’s synopsis, “Hidden Collections:
Essays In The History Of Art Librarianship In Canada” is unmatched, but
unfortunately, few researchers have delved into periodical illustration. Nor has a
Canadian equivalent of The Illustrator in America, the chief reference work in the
United States, or The Dictionary of British Book Illustrators, 1915-1985, ever
appeared.”!

Before 1960, the Toronto Art Directors Club and the Canadian Society of
Graphic Arts supported illustration in Canada with annual shows; illustration was
also featured at the Canadian National Exhibition (often under the auspices of the
Canadian Society of Graphic Arts). [llustration was covered in the occasional column
on commercial and editorial illustration in art, trade, and popular magazines before
1960. It is striking, however, that few, if any, articles on Canadian illustration appear
to have been published in the 1930s—perhaps this may be attributed to the
mounting suspicion of advertising and mass media coupled with tentative forays
into social realism and formalism among artists of the 1930s, documented by Anna
Hudson.”? Illustration articles after 1940 focus on avant-garde practitioners such as
Oscar Cahén and on the types of illustration more allied with the newly emerging
field of graphic design than with fiction, decoration, and cartoon.”3 By the 1950s, as

70 Likely the perception that much illustration was not expressive of “real” Canadian culture
because it was so “American” and commercial diminished interest. With reference to Pierre
Bourdieu’s theory of cultural capital, illustration was just not a prestigious subject for
scholarship for art historians. Archivists and librarians have done the bulk of research
instead.

71 Walt Reed, The Illustrator in America, 1900-1960 (New York: Reinhold, 1966); Walt Reed
and Roger T. Reed, The Illlustrator in America, 1880-1980: A Century of Illustration (New
York: Madison Square Press, 1984); Walt Reed, The Illustrator in America: 1860-2000 (New
York: The Society of Illustrators, 2001); Alan Horne, The Dictionary of British Book
Hlustrators, 1915-1985 (Toronto: University of Toronto Press, 1994).

72 Anna Hudson, “Time and Image: Picturing Consciousness in Modern Canadian Painting,” in
A Vital Force: The Canadian Group of Painters, ed. Alicia Anna Boutilier (Kingston, ON: Agnes
Etherington Art Centre and The Robert McLaughlin Gallery, 2013), 55-68.

73 E.g., R. Holmes, “Canadian Illustrators and Designers,” The Printer and Publisher 4, no. 7
(July 1895): 11; R. Holmes, “An Artistic Canadian Production,” The Printer and Publisher 4,
no. 12 (December 1895): 6; H. S. Somerville, “Illustrator of Drummond’s Habitant Books,”
Canadian Bookman 1, no. 6 (June 1909): 84-86; Arthur Lismer, “Graphic Art,” The Yearbook
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Painter-Etchers (Toronto: C.N.E., 1920); Norah Thomson, “Illustrated Books That Interpret
the Canadian Spirit,” Publishers’ Weekly, June 23, 1928, 2516; Harrison, “Advertising Art in
Canada,” 106-110; Art Directors Club of Toronto (1949-1964), Annual of Advertising and
Editorial Art — 1st (1949) - 1964 (Toronto: The Club, 1949-1964); Donald W. Buchanan,
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Speller, Fetherling and Stacey have noted, and Robertson Davies portrayed in a novel,
illustration was becoming unfashionable and was soon considered beneath aesthetic
notice by those who were not illustrators or bibliophiles themselves.”# It is not
surprising then that in 1966, Art Gallery of Toronto librarian Sybille Pantazzi
remarked, “It is astonishing ... that, so far, the contribution of Canadian artists to
book illustration and design from the 1890's to the 1940's has been overlooked.””>
Things did not rapidly improve, despite Pantazzi’s subsequent vital work on
the illustration of the Group of Seven, and despite Robert Stacey’s work on his
grandfather Charles W. Jefferys, although a 1979 exhibition at the Art Gallery of
Ontario resulted in a catalogue with useful, albeit incomplete, surveys of Canadian
illustration.”® Robert Stacey eventually contributed a brief survey of Canadian
illustration history for The Canadian Encyclopedia, and completed thorough studies
of the design work of ].E.H. MacDonald, Tom Thomson, and the Canadian-run Carlton
Studios in London;’7 his work has been subsequently taken on by archivist Philip
Dombowsky.”® most work on historical illustration in Canada has been comprised of
studies on the Group of Seven, Angela Davis’ book on Canadian printing firms

“An Illustrator Speaks His Mind: An Interview with Oscar Cahén,” Canadian Art 8, no. 1
(Autumn 1950): 2-8; Dick Hersey, “New Talent in [llustration,” Canadian Art 8, no. 2
(December 1950): 55-60; Mary Chell, “The Author lllustrates,” Canadian Author and
Bookman 28, no. 2 (Summer 1952): 28, 30; Carl Dair, “New Patterns in Canadian Advertising,”
Canadian Art 9, no. 4 (Summer 1952): 152-157, 173; Paul Arthur, “Canada: Advertising and
Editorial Art,” Graphis 10, no. 52 (1954): 100-113, 158; Graphic 58: Being the 25th
Anniversary Exhibition of the Canadian Society of Graphic Art, ed. Canadian Society of Graphic
Art and the Art Gallery of Toronto (Toronto: The Gallery, 1958), exhibition catalogue; Paul
Duval, “Word and Picture: The Story of Illustration in Canada” Provincial’s Paper 26, no. 2
(1961).1 am indebted to Randall Speller for finding many of these titles.
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Quarterly (Fall 1988): 56-62; Robertson Davies, What’s Bred in the Bone (Toronto:
Macmillan, 1985). This assessment is agreed upon by all illustrators and illustration
historians in the United States, Canada and United Kingdom to whom I have spoken.
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notwithstanding,”® Monographs on continentalist or expatriate illustrators have
been noticeably absent in Canada even though famous expatriates continue to be
celebrated in the United States.80

An important precedent for this dissertation was the 1986 exhibition and
catalogue produced by Calgary’s Glenbow Museum from a substantial collection of
mainly American illustration the museum acquired in stages from 1956 to 1979.81
The catalogue was written for a general audience and the American author, Judy
Larson, did not speak to Canadian concerns; however, Christopher Jackson, who also
worked on the show, was first to note Canadian illustrators with successful careers
in the USA.82

Further contributions to knowledge on Canadian illustration other than the
Group of Seven includes work by Randall Speller on Canadian design and
illustration,®3 by Wayne Morgan on Palmer Cox,8* by Erin Wall and Arlene
Gehmacher on Rex Woods, 85 and by Gail Edwards and Judith Saltman on Canadian

79 Fetherling, “The Fine Art of Design;” Peter Lockyer, “The ‘Art’ in Selling the First Canned
Goods," County and Quinte Living, Autumn 2009, 58; Rosalyn Porter, “A.]. Casson's Graphic
Arts: Inexpensive Images by a Canadian Master,” Antiques and Art 5, no. 2
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Drawings,” Canadian Collector: A Journal of Antique and Fine Arts 4, no. 2 (February 1969):
22; Megan Bice, “Design and Commercial Work,” in Light and Shadow: The Work of Franklin
Carmichael (Kleinburg: McMichael Canadian Art Collection, 1990), 97-104; Angela Davis, Art
and Work: A Social History of Labour in the Canadian Graphic Arts Industry to the 1940s
(Montreal: McGill-Queen's University Press, 1995).

80 Recent publications on Canadian expatriates include David Apatoff, Manuel Auad and Walt
Reed, ed., Robert Fawcett: The Illustrator's Illustrator (San Francisco: Auad Publishing,
2010); “Arthur William Brown,” “Robert Fawcett,” and “Norman Mills Price” in Fred Taraba,
Masters of American Illustration: 41 Illustrators and How They Worked (St. Louis: The
[llustrated Press, 2011); Shane Glines and Alex Chun, ed., Tophats and Flappers: The Art of
Russell Patterson (Seattle: Fantagraphics, 2006).

81 Judy L. Larson, American Illustration 1890-1925: Romance, Adventure and Suspense
(Calgary: Glenbow Museum, 1986). Unfortunately, perhaps symptomatic of a lack of
Canadian regard for illustration art, the Glenbow has since deaccessioned most of its unique
collection, which as of 2013 is being held pending location of a suitable home for it. It is
hoped that this dissertation will contribute to the preservation of and future work on the
Glenbow collection.

82 Christopher Jackson, “Canadians in American Illustration,” Glenbow 6, no. 2 (March-April
1986): 4.
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Journal of the Printing Arts 32 (1993): 3-25; Speller, “Fragments of an Exhibition,” 6-25.
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children’s books.8¢ The research group Caricature et satire graphique a Montréal
(CASGRAM) under the leadership of Dominic Hardy at I'Université de Quebec a
Montréal is pursuing the history of caricature, comics and illustration in Quebec. In a
landmark move, Museum London in London, Ontario organized the first major
retrospective of Arthur Heming in 2012, and accompanied it with a book of essays.8”
Regional studies have also been done by Brian Rusted on the visual culture of the
Calgary Stampede and Western art, 8 and Katherine Bosnitch has contributed work
on Montreal fashion illustrators.8? Breaking the pattern set in other works that
typically gave little attention to painters’ illustration, Iris Nowell’s generous
description of Toronto’s Painters Eleven and their commercial work helps make
visible the importance of illustration to fine art careers.’® Meanwhile, Leif Peng,
Jason Vanderhill, and John Adcock have blogged substantially on aspects of Canadian
illustration.’! Studies in Canadian graphic design and craft history have supplied
important parallels.??

In that it treats Canadian illustrators in the United States as well, and
considers their role in forming American national identity too, this dissertation also
refers to the modest but growing body of illustration studies in American art.
Michele Bogart’s Artists, Advertising, and the Borders of Art is particularly
foundational to understanding the cultural role and status of illustration in
America.?3 Alexander Nemerov pioneered a form of analysis that might be termed a

86 Edwards and Saltman, Picturing Canada.

87 Cassandra Getty ed., Arthur Heming: Chronicler of the North (London, ON: Museum London,
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Alexandra Palmer (Toronto: University of Toronto Press, 2004), 339.
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poetics of illustration that has tinted my own analyses.?* Jennifer Greenhill has
completed significant work on trans-Atlantic print culture between the United States
and England.®>

Popular books written for collectors and fans have supplied factual matter
and insight into reception of illustration,”® without offering critical analysis or theory.
One aim of this dissertation is to facilitate conversation between appreciators and
academics in order to build a more comprehensive view of what illustration does
and how it makes meaning. Because American historians look at Canadian art
perhaps even less than Canadian historians look at American art, A Cultural Trade
introduces a Canadian component of North American art for Americans as well. To
this end, it begins the necessary preliminary tabulation of who, what, where, why,
and how. Overall, however, by proposing a continentalist approach, I hope to
contribute not just more data to the growing archive of knowledge on Canadian
illustration, but to conceptualize a framework for understanding how the history fits
together and signifies in Canadian culture, laying a groundwork for contextualizing
future research on illustration within art history, visual culture, Canadian studies,
and American studies.

94 Alexander Nemerov, Frederic Remington and Turn-of-the-Century America (New Haven,
CT: Yale University Press, 1995); “The Boy in Bed: The Scene of Reading in N. C. Wyeth's
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Chapter 2
The Glamour Girl Racket: Arthur William Brown, Russell Patterson, and the
Pretty-Girl Tradition

In the late nineteenth century, the United States found the majority of its population
was no longer situated on farms and in small towns, but in large cities with well-
developed industrial and managerial business sectors. Canada was rapidly following
suit as American corporations opened up branch plants all over the provinces.!
English Canadian artists had already selected landscape as their ideal nationalist
expression of place and essence,? but as [ will show in this chapter, for many
Canadians, North America’s promising future lay in sophistication, not rustification.
The modern American city was an exciting site of opportunity for the self-made man
or woman to raise him- or herself up from backwoods [or urban] roots.

As discussed previously, nationalist Canadians identified American print,
which was flooded with imagery of pretty girls in various states of sex appeal, as
“studiedly pornographic. .. a standing source of corruption... a perpetual paean of
things "American". .. An orgy of sex problems and countless pictures of foolish,
unbridled youth....”3 Yet material success and urban sophistication were embodied
in the image of a cultured, glamorous woman often marketed as “The American Girl.”
This pretty girl even in her most provocative guises must be considered a
continental phenomenon, as desirable and undesirable in Canada as in the United
States (Canadian cultural nationalists strategically failed to acknowledge the many
Americans who also condemned lurid media).* After achieving renown in the work
of American pen-and-ink illustrator Charles Dana Gibson (1867-1944), she became
a fad among the public and illustrators, including two Canadians who ventured to
New York (they met and associated there): Arthur William Brown (1881-1966) and
Russell Patterson (1893-1977).

1 This was the result of protective tariffs instituted by John A. MacDonald, known as the
“National Policy.”

2 The importance of landscape to Canadian identity forms the main body of national art in
Canada and is treated in many sources elsewhere. Here, | am thinking particularly of the
work of the Toronto Art Students’ League, whose members articulated nationalism in
landscape specifically to form a national art. C. W. Jefferys, quoted in Robert Stacey, C. W.
Jefferys, 12; Marilyn McKay, Picturing the Land: Narrating Territories in Canadian Landscape
Art, 1500-1950 (Montreal: McGill Queen’s University Press, 2011).

3 Lewis Wharton, "The Conquest of Canada,” Canadian Bookman 9, no. 2 (February 1927):
55.

4 The freedom of the press guaranteed by the Constitution in the United States accounts for
the more lax standards of lecherous print media, but the Comstock laws comprised a fetter
on that freedom. Within the trade, the use of sex in advertising was debated by Francis
Williams Browin. See Francis Williams Browin, “The Cult of Dirt,” Printers’ Ink 178, no. 5
(February 4, 1937): 16. American critics of popular media include Sinclair Lewis, Dwight
MacDonald, Lewis Mumford, and Daniel Boorstin, just to name a few.
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“Pretty girl” illustration of idealized women became (and remained) one of
the most prevalent categories of illustration in the United States and Canada, and
one of the genres most frequently derided by Canadian cultural nationalists. Chapter
4 explores the reception of the pretty girl in Canada. Here, I will consider
nationalists’ charge that American popular print was “invading” Canada, threatening
Canadian mores and culture with its salaciousness.> I will show how strong the
American magazine illustration industry was, what was attractive yet dangerous in
the pretty girl construct, and how Canadians contributed to her manufacture.
Discussion of the pretty girl’s rapid spread substantiates claims that American print
wa