


When people overseas think of America, the images that often come to mind are the
images of the great American West. The spectacular mountains, waterfalls, canyons, and
deserts of the West are some of America’s best-known and most-loved features. And
Thomas Moran undoubtedly is among the artists most closely associated with the West —
not only for his exquisite paintings of western scenes but also because his art played such
an important role in the creation of the National Park Service. He captured the spirit

and beauty of the western landscape on canvas, and his stunning detail has preserved

these wonderful scenes for all generations.

That is quite a legacy in and of itself. But the works of Thomas Moran go far beyond
the American West. Unbeknownst to many, he traveled abroad as often as he traveled
west. He was an admirer of the great British painter J. M.W. Turner and, like him,

painted pictures of landscapes throughout Europe as well as many urban landscapes.

This exhibition captures the full breadth and depth of the work of Thomas Moran. It is a
show that the people of The Boeing Company are proud to sponsor, and we are confident
it will bring a new appreciation of this fine artist. Exhibitions such as this educate and
inspire those who stop by to take a look. They also propel the mind and the spirit to new

levels of understanding and imagination, and what could be more important than that?

We truly hope you enjoy the show, and we congratulate the people of the National
Gallery who worked so hard to bring this all together.

[

Philip M. Condit
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FOREWORD

ALTHOUGH THOMAS MORAN has long been recog-
nized as one of the premier landscape painters of the
nineteenth century, this exhibition is the first retrospec-
tive of his work ever held. Moran’s finest oil and water-
color paintings have been brought together through
the extraordinary generosity of the Gilcrease Museum,
holder of the largest collection of works by Moran;
the Department of the Interior Museum, lender of two
important paintings purchased by Congress for the
Capitol; the Cooper-Hewitt National Design Museum,
recipient of a major gift of works from the artist; as
well as numerous other museums and private collectors.

The opening of the Moran exhibition and the
publication of the catalogue coincide with the r25th
anniversary of the founding of Yellowstone National
Park. In honor of this occasion the Department of the
Interior has agreed to lend Moran’s original Yellow-
stone watercolors, completed during his first trip west
in 1871. According to Ferdinand Hayden, leader of
the Yellowstone expedition Moran accompanied, these
watercolors played a decisive role in the passage of
the bill that created the first national park. For an artist
who later signed his name, Thomas “Yellowstone”
Moran, this anniversary year is an especially appropri-
ate time to celebrate his remarkable achievement.

Moran’s paintings of the American West, partic-
ularly those of Yellowstone and the Grand Canyon,
brought him immediate and enduring fame. It is one
of the highlights of this exhibition that his three most
tamous western landscapes— Grand Canyon of the
Yellowstone (1872), Chasm of the Colorado (1873-1874), and
Mountain of the Holy Cross (1875)—will be shown
together for the first time. Moran had hoped to exhibit
the three works as a western “triptych” at the Centen-
nial Exposition in 1876, but his plans were foiled when
Congress refused to lend the first two pictures.

In addition, the exhibition includes several of

Moran’s finest marine paintings, a number of European

and Mexican views, a selection of Long Island scenes,
and a group of stunning but little-known Pre-Raphaelite
landscapes from the first decade of his career.

The exhibition and catalogue have been organized
by Nancy K. Anderson, associate curator of American
and British paintings at the National Gallery of Art.
Anne Morand, curator of art at the Gilcrease Museum,
has generously assisted at all stages of development,
as have a host of scholars, collectors, and dealers.

The National Gallery of Art wishes to thank
The Boeing Company, in particular chief executive
officer Philip M. Condit, for its generous sponsorship
of the exhibition and the catalogue. Boeing’s sup-
port has immeasurably enhanced the Moran project.

The Seattle Art Museum also wishes to acknowl-
edge Mr. Condit and The Boeing Company for the
generous grant that will allow the Moran exhibition to
be seen in the Pacific Northwest.

At the Gilcrease Museum a group of individuals
and foundations provided the support that will
enable the exhibition to travel to Tulsa. They include
The Williams Companies, Inc., Grace and Franklin
Bernsen Foundation, The Mervin Bovaird Foundation,
The Helmerich Foundation, The John Steele Zink
Foundation, Lorene Cooper Hasbrouck Charitable
Trust, and the Maxine and Jack Zarrow Foundation.

Many of the works in this exhibition are privately
owned, and several have not been seen publicly since
the nineteenth century. The National Gallery, the
Gilcrease Museum, and the Seattle Art Museum
express their gratitude to all the lenders, private and
public, who have graciously agreed to lend their
paintings and make possible the presentation of this

important exhibition.

Earl A. Powell 111
Director, National Gallery of Art



PREFACE

IN A LETTER WRITTEN late in 1916 to William
Henry Holmes, curator at the National Museum in
Washington, Thomas Moran noted that he would be
eighty years old on 12 January 1917, and then went on
to remark, “we have lived in a wonderful age.” Moran’s
letter has become emblematic of this exhibition and
catalogue project, for the artist was both right and
wrong in his statement. He and Holmes had indeed
lived through a remarkable period, and both had made
substantial contributions to the cultural history of

the nation. Surprisingly, however, Moran was incorrect
about his date of birth, for the legal certificate on

file in Bolton, England, indicates that he was born

12 February 1837. The difference is slight, but one date
is accurate and the other is not, even though Moran
repeated the erroneous date for years when asked to
supply biographical information.

During the five years that the Moran project
has been under way, we have sought to explore the
“wonderful age” in which Moran lived—all eighty-nine
years —as not just the backdrop for, but the actual
milieu in which he created the works of art that are the
focus of the exhibition. In writing the catalogue, we
have sought to correct “errors” of statement and others
of omission, recognizing that our publication comes
very early in what we anticipate will one day be a
substantial Moran bibliography.

In preparing for the exhibition and accompany-
ing publication, we have made extensive use of two
major collections of Moran archival material. The first,
located at the East Hampton Library, in East Hamp-
ton, New York, was the gift of Ruth Moran, the artist’s
daughter. Supplementary materials were added by
Fritiof Fryxell, longtime friend of Ruth Moran and an
early Moran biographer. The second and larger col-
lection is one of the treasures of the Gilcrease Museum
in Tulsa, Oklahoma. Purchased by Thomas Gilcrease

from the estate of Ruth Moran, the collection en-

compasses a large number of valuable primary docu-
ments, including the artist’s early “Opus List,” which
is reproduced in this volume as Appendix 2. The
collection also preserves the notes for two unfinished
manuscripts about Thomas Moran by individuals
who knew him: Nina Spalding Stevens and Esther
Singleton. Additional biographical notes by Ruth and
Mary Moran, the artist’s daughters, are housed in
the Gilcrease Archive.

In addition to the East Hampton and Gilcrease
archives, we reviewed contemporary newspaper and
periodical articles related to the artist and his work.
In the hope that others who carry on Moran studies
will not have to repeat the task of searching for the
same references, but rather can add to them, we have
included a chronological listing of bibliographic sources
at the end of this volume, giving the major newspaper
and periodical articles, dissertations, and books on
Moran in publication order. Far from definitive, the
list is offered as a starting point for those who wish to
follow the rise of the artist’s reputation and gauge
the tenor of subsequent commentary in the order in
which it appeared.

Among the secondary sources cited in the bibli-
ographies, several deserve special notice. Thurman
Wilkins’ biography (1966) was the first comprehensive
account of Moran’s career and thus an invaluable guide
for all who have studied the artist since. Carol Clark’s
examination of Moran’s western watercolors, both in
an exhibition format (1980) and as a dissertation study
(1981), is also a critical tool. In 1986 Anne Morand
and Nancy Friese published a catalogue of the Moran
print collection at the Gilcrease Museum that remains
a key resource for the artist’s work on paper. In 1989
Joni L. Kinsey completed her dissertation on Moran’s
work with the western surveys, later published as
Thomas Moran and the Surveying of the American West

(1992), an insightful analysis of one of the most impor-



tant periods of Moran’s career. Anne Morand’s recent
Thomas Moran: The Field Sketches, 1856 —1923 (1996),
lavishly illustrated and thoughtfully organized, will
serve as a standard reference work for generations of
Moran scholars.

In our own contribution to the growing Moran
bibliography, we have attempted to add both documen-
tary information and interpretative commentary. The
catalogue includes four biographical essays exploring
the major periods of Moran’s professional career, each
of which introduces a section of color reproductions
of works in the exhibition. The color plates are accom-
panied by excerpts from contemporary sources, in-
cluding newspaper and periodical reviews, when such
commentary was available. Following these essays is
an extensive chronology of Moran’s life and work,
illustrated with numerous archival photographs. Two
additional essays amplify our consideration of Moran’s
oeuvre. In the first, Thomas P. Bruhn discusses Moran’s
substantial contributions to the fields of American
etching, engraving, and lithography. In the second,
Joni L. Kinsey examines the enormous body of work
Moran created for commercial purposes, including a
large number of illustrations for books and magazines.

Three appendices follow. The first reproduces
both the text and images from Louis Prang’s 1876 port-
folio The Yellowstone National Park, and the Mountain
Regions of Portions of Idaho, Nevada, Colorado, and Utab.
The fifteen chromolithographs included in the set
were based on watercolors by Moran. In recent years it
has become common practice to sell individual plates
from the series without the accompanying text. In the
interest of scholarship and connoisseurship we have
reproduced the text and images as they appeared in the
original publication, one of the most important illus-
trated works of the nineteenth century. The images
reproduced here are from one of two sets in the collec-

tion of the Gilcrease Museum.

II

The second appendix is a transcription of what
has come to be called Moran’s “Opus List.” Between
1863-1868, while still a developing artist, Moran kept
a list of works to which he assigned “Opus” numbers.
Corresponding numbers appear near Moran’s signature
on the surface of many early paintings. Matching the
opus numbers on the paintings with those on Moran’s
list yields significant information, including original
titles, dates, and commentary regarding painting materi-
als, patrons, and prices. Known opus works are illustrated.

The third appendix consists of four letters dating
from 1873. Three were written by Justin E. Colburn,
correspondent for the New York Times; the fourth by
Thomas Moran. All four document the journey that
the two men made when they accompanied John Wesley
Powell to the Grand Canyon in the summer of 1873.
The immediacy of the commentary and the informed
nature of the observations lend a perspective to that
important trip unavailable through any other source.

During his long life Thomas Moran produced
an enormous body of work that included highly accom-
plished engravings, etchings, lithographs, sketches,
drawings, and illustrations, as well as the oil and water-
color paintings for which he has long been celebrated.
Although much research has been done on Moran,
much more remains to be undertaken. It is our hope
that this catalogue will serve not only as a visual record
of the exhibition, but also as a reference tool for future

scholars of Moran’s life and art. NkA
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Miss Ann Reilly, St. John the Evange-
list Church, Philadelphia; Paul Benisek,
Santa Fe Railroad, Chicago; Rona
Schneider; Robert D. Schwarz, Frank
Schwarz Gallery, Philadelphia; Edward
Shein; Marc Simpson; Thomas Southall;

Andrew Smith; Ira Spanierman, David

Park, California. Nxa

Henry, and Amy Young, Spanierman
Gallery, New York; Bruce B. Eldredge
and Janis L. Ziller, Stark Museum of Art,
Orange, Texas; George Turak; Charles
Tyler; Joe McGregor and Carol Edwards,
United States Geological Survey, Denver;
Don Snoddy, Union Pacific Historical
Museum, Omaha; Lori Olson, Ameri-
can Heritage Center, University of
Wyoming, Laramie; Samuel Vickers;
Leonard A. Walle; Nina Angeli Walls;
Ginny White; Rex W. Scouten, Betty
Monkman, and Lydia Tederick, White
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NOTES TO THE READER

Dimensions are given in centimeters,
height before width, with inches follow-

ing in parentheses.

Bibliographic sources are cited in short
forms throughout the texts and notes,
with full references provided in the Bibli-
ography at the end of the book. Critical
references to Moran’s life and work are
listed chronologically at the beginning of
the Bibliography; additional general
sources are listed alphabetically in the

following section.

Some quotations from contemporary
sources may contain eccentric spellings of
familiar words. Very occasionally obvious
misspellings have been corrected and
commas added to clarify meaning often
indicated by spacing in original docu-
ments. Whereas titles of periodicals

may have varied slightly when originally
published, we have chosen to use con-
sistent citations throughout.

Works of art cited in the Chronology
are often identified by numbers assigned
in original exhibition lists or catalogues.
Such catalogues bear titles that, unless
otherwise specified, include the names
of institutions that sponsored the exhibi-
tion. When numbers are cited simply as
“no.” (rather than “cat. no.”), the source
for the citation was not the exhibition
catalogue itself but is given at the begin-
ning or end of the entry.

LIST OF ABBREVIATIONS

AAA Archives of American Art

ABVM Church of the Assumption,
Blessed Virgin Mary, Philadelphia

AFs Artists’ Fund Society

Ai1c Art Institute of Chicago

Awcs American Water-Color Society
BAA Brooklyn Art Association

cA Century Association Records of
Exhibitions 1881-1924 (microfilm)

corcoran The Corcoran Gallery and

School of Art Archives

pcAA Washington (DC) Art Association
EHL Moran Archive, East Hampton
Library

EH Star Fast Hampton Star

Fryxell, UW Fritiof Fryxell papers,
American Heritage Center, University
of Wyoming

GA Gilcrease Archive (Thomas Moran
papers at the Gilcrease)

Gilcrease Gilcrease Museum, Tulsa
GTNP Grand Teton National Park,
Colter Bay, Wyoming

Hayden IC Hayden papers, incoming
correspondence, United States
Geological Survey, National Archives

JNEM Jefferson National Expansion
Memorial

Lc Library of Congress

Lce Library Company of Philadelphia

MFA Boston Museum of Fine Arts,
Boston

NA National Archives, Washington, DC
NAD National Academy of Design,
New York

NGA National Gallery of Art

NMAA National Museum of
American Art
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NYEC New York Etching Club
NYPL New York Public Library,
Gilder papers

NYT New York Times

PAFA Pennsylvania Academy of Fine
Arts, Philadelphia

Powell IC Powell papers, incoming
correspondence, United States Geo-
logical Survey, National Archives

pse Philadelphia Society of Etchers

SAA Society of American Artists
(originally American Art Association)

SAE Socicty of American Etchers
SFRR Santa Fe Railroad Archive
SPE Society of Painter-Etchers
(London)

utc Union League Club

YJ Yellowstone Journal

YNP Yellowstone National Park
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62/2 2/ g@é/‘i&(l{y 7879 George Gordon, Lord Byron,
addressed his peers in the House of Lords for the first time. Not yet the
tamous poet he would soon become, Byron spoke passionately about the
“unparalleled distress” he had witnessed among textile workers living near his
estate in Newgate.! His remarks were offered in support of an unsuccessful
attempt to defeat a bill that sanctioned the use of the death penalty for “frame-
breakers”—those who damaged newly installed textile machinery. Byron
delivered his speech shortly after arriving in London from Nottingham, the
seat of much labor unrest, where, he noted, “not twelve hours elapsed with-
out some fresh act of violence.”

The violence Byron witnessed was born of frustration, poverty, and
inexorable change. The economic and social transformation that would later
be described as the Industrial Revolution had begun several decades before
Byron rose to speak, but the full impact of mechanization—massive un-
employment and devastating poverty—did not gain national attention until
the frustration of those displaced by new “laboring-saving” machines
exploded in angry riots.

It was the textile industry that first felt the hand of revolution, for the
introduction of the spinning jenny and power loom quickly transformed a

domestic craft into a factory industry. Thomas and Mary Moran of Bolton,
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Preceding page:
Thomas Moran, c. 1855,
courtesy East Hampton

Library.

1. View of Bolton, 1842,
lithograph after a painting
by Selim Rothwell, cour-
tesy Bolton Museum and

Art Gallery (England).

2. Paul Weber, courtesy
Free Library, Philadelphia,
Prints and Picture Col-

lection.

3. James Hamilton, cour-
tesy Free Library, Phila-
delphia, Prints and Picture

Collection.

England, descendants of a long line of hand-loom weavers,
were caught in the midst of the resulting turmoil.

Bolton, a factory town north and west of Byron's New-
gate, gained a measure of unwanted notoriety when Friedrich
Engels, in his classic study of the English working class, described
Bolton as “among the worst” of the industrial towns surrounding
Manchester, the acknowledged heart of the Industrial Revolution
(fig. 1). Engels assessment was based on personal experience:

It has, so far as I have been able to observe in my repeated visits, but one
main street, a very dirty one, Deansgate, which serves as a market, and
is even in the finest weather a dark, unattractive hole in spite of the fact
that, except for the factories, its sides are formed by low one- and two-
storeyed houses. Here, as everywhere, the older part of the town is espe-
cially ruinous and miserable. A dark-coloured body of water, which leaves
the beholder in doubt whether it is a brook or a long string of stagnant

puddles, flows through the town and contributes its share to the total

pollution of the air, by no means pure without it.?

By the time Thomas and Mary Moran’s fifth child, a son they

named Thomas, was born in February 1837, conditions for many

in Bolton had become desperate. Peter Ainsworth, one of Bolton’s
two members of Parliament, reported to the House of Commons
that “he had gone over the town with an honorable and gallant
gentleman accustomed to witness the consequences of war, who
had seen towns besieged and all the other miseries and privations
which belong to such events, and who said he had never wit-
nessed scenes in which wretchedness so deplorable was depicted.”
Many years later Thomas Moran’s youngest daughter, Ruth,
noted succinctly that Bolton, the family’s ancestral home, “was
not pastoral England.”*

The privations of the 1830s extended into the following
decade, and coupled with near famine among the unemployed,
the 1840s quickly became known as the “hungry forties.” Bleak
living conditions, poor prospects, and a growing family were
undoubtedly the critical factors in Thomas Moran’s decision to
emigrate to America, but according to his wife, the immediate
impetus came from a visiting American, George Catlin. Years

after the fact Mary Higson Moran wrote that her husband
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decided to try his luck in America after hearing Catlin lecture in
London.’ The famous Indian painter had arrived in England
in January 1840 in a pique of anger after Congress had failed to
purchase the Indian paintings and artifacts that he called his
“Indian Gallery.” Threatening to
sell his collection abroad, Catlin
installed the Indian Gallery in
London’s Egyptian Hall. As
much a showman as an artist, he
lectured regularly on North
American Indian life and other
topics. It is not clear what re-
marks by Catlin sparked Thomas
Moran’s interest in America,
but in 1842 he set sail for the
United States. Two years later,
in the spring of 1844, his wife
and seven children joined him.
Capitalizing on his skills
as a weaver, Thomas Moran
settled his family in Kensington,
a working district of Philadel-
phia. Years before the Moran
family arrived, Kensington had
become such a mecca for dis-
placed textile workers that it had
become known as “Little Eng-
land.”® Numerous mills on the
tributaries of the Schuylkill

River and burgeoning textile

factories allowed older members of emigrant families to con-
tinue weaving while their children, through the public school
system, acquired the skills that would allow them to break free
of the textile trade.

Edward Moran, the eldest of Thomas and Mary Moran’s
children, was the first in the family to strike out on his own.
Eight years older than young Thomas, Edward began working
at his father’s side at Ormrod’s mill in Bolton while still a child.
It was there that he had been playtully admonished for drawing
pictures on newly woven cloth. By his own account, his early
interest in drawing had been encouraged by a neighbor, a French
housepainter with a reputation for decorating the interiors of
local homes with whimsical designs.” By necessity such interests
were put aside following the family’s move to America, for Edward
was obliged to assist his father in support of the growing Moran

family. It was not until the early 1850s when introductions to
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Philadelphia artists Paul Weber and James Hamilton (figs. 2, 3)
resulted in enough guidance and encouragement for the aspiring
artist to risk leaving the weaving trade he had come to “detest.”®
A room over a cigar shop became his “studio” and odd jobs for a
lithographer provided his first paycheck. In 1854 he made his pro-
fessional debut at the Pennsylvania Academy of the Fine Arts in
Philadelphia, exhibiting four paintings. Well before that date he
had assumed a role that his brother Thomas would acknowledge
many years later: “He taught the rest of us Morans all we know
about art and grounded us in the principles we have worked on
all our lives... It is scarcely probable that any of us would have
been painters had it not been for Edward’s encouragement and
assistance. Such ability as we had was doubtless latent in us, but
he gave us our bent, and such successes as we have attained, we
primarily owe to him.”’

In 1853, one year before Edward exhibited at the Penn-
sylvania Academy for the first time, Thomas entered an appren-
ticeship with Scattergood and Telfer, a Philadelphia engraving
firm. Having recently completed grammar school, Moran chose,
or more likely was persuaded by his father, to enter the work
force rather than continue his studies in high school. Approxi-
mately two years later, for reasons not entirely clear, Moran
terminated his apprenticeship prematurely. ! Shortly thereafter
he began working in Edward’s studio. Resolute in his deter-
mination to become an artist despite family opposition and ex-
tremely modest means, Thomas set about acquiring the requi-

site skills. He turned first to his brother.

Eclectic Apprenticeship
In 1888, at the height of his success as a painter, Edward Moran
published two articles in Ar¢ Amateur that were intended as
instructional aids for those interested in marine painting.'" In
the first of these essays Edward praised the “powerful marines”
of . M.W. Turner and noted that he had drawn attention to these
particular pictures “because the work of accomplished painters
will necessarily, and properly, have great influence upon students
and amateurs, and it is essential that they be directed to the
right examples.” The work of Turner was critical to the artistic
development of both Thomas and Edward Moran, but for many
years they knew his imagery primarily through illustrations and
engravings. The “accomplished painters” who served as “the right
examples” for both Thomas and Edward during their early years
in Philadelphia, and from whom they received valuable profes-
sional and personal advice, were Paul Weber and James Hamilton.
Weber had arrived in Philadelphia in 1849, a refugee of

political rather than industrial revolution. Born and educated in
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4. Paul Weber, Scene in
the Catskills, 1858, oil on
canvas, courtesy Corcoran
Gallery of Art, Gift of

William Wilson Corcoran.

5. Thomas Moran painting
in a forest, c.1864-1865,
photograph by John Moran,
courtesy East Hampton

Library.

6. The Hillsides of the
Tohicon, Point Pleasant,
Bucks County, Pa.,

c. 1865, photograph by
John Moran, Collection
of Leonard A.Walle.

Darmstadt with additional training in Frankfurt and Munich,
Weber was a mature painter when he arrived in the United States.
A landscape specialist, he traveled extensively in the Northeast
and created works that celebrated the rich colors and textures of
American forests, particularly those
surrounding Philadelphia (fig. 4). A
widely admired series of paintings of
forest interiors completed by Thomas
Moran in the 1860s clearly reflects
Weber’s influence. Although Weber
returned to Europe in 1861 and
remained there for the rest of his life,
he continued to send paintings to
Philadelphia dealers for sale and to
the Pennsylvania Academy for exhi-
bition. Thomas and Edward Moran
undoubtedly studied these works
carefully, but clearly the personal
relationship they had enjoyed with
Weber was no longer possible.

At the time of Weber’s depar-
ture Edward was well on his way to
establishing a reputation as a skilled
marine painter. Thomas, however,
was still very much a student. Aside from his brother, the artist
to whom Thomas was most indebted during this formative period
was James Hamilton. In later life, Moran repeatedly described
Hamilton as his “teacher,” although he invariably disclaimed any
formal instruction.

Like Moran, Hamilton was the son of emigrant parents.
Fifteen years old when he arrived in Philadelphia in 1834, Hamil-
ton resisted, as Moran would later, a life in trade. Instead, secking
out John Sartain, a well-known Philadelphia engraver, Hamilton
showed him “a bundle of drawings” and asked for “a fair opin-
ion.”1? According to Sartain, “there was sufficient proof of talent
to justify the warmest encouragement, and earnest advice was
given him not to be diverted from his purpose, but to devote
himself to Art as the one vocation of his life.” Hamilton took the
advice to heart, obtained instruction in drawing, and eventually
became a drawing instructor himself. It was Sartain who described
Hamilton as “a most devoted admirer and student of the works
of Turner,” qualifying his remark by noting “as far as we arc
able to know them by engraved copies.” In 1854, two years after
Sartain made this observation, Hamilton traveled to England to
study Turner’s work firsthand along with that of other English
landscape artists. He returned to Philadelphia steeped in English
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painting shortly before Thomas Moran terminated his appren-
ticeship and entered Edward’s studio. In pictures characterized
by strong color, dramatic light, and richly textured paint, Hamil-
ton demonstrated what he had learned abroad. Quickly dubbed
“the American Turner,” he pro-
duced a body of work that was sig-
nificantly different in conception
and exccution from that produced
by Paul Weber.

Sartain’s remark that Hamil-
ton knew Turner as well as one could
through “engraved copies” is telling,
for without access to formal train-
ing, aspiring artists with meager
resources, like Hamilton and the
Moran brothers, by necessity took
their lessons where they could.
Aside from exhibitions at the acad-
emy and displays in dealers’ shops,
access to original works of art was
limited. Available in greater num-
bers, however, were prints, engrav-
ings, and illustrated books. John
Sartain, for example, had in his
Philadelphia shop a large collection of European and American
prints, and as mentor to Hamilton and later to Edward and
Thomas Moran, he surely made these works available for study.
Also accessible were illustrated books produced in great num-
bers during the nineteenth century. Family accounts of Thomas
Moran’s early years note that as his watercolors became more
accomplished he succeeded in persuading at least one Philadel-
phia bookseller, C.J. Price, to accept his watercolors in exchange
for books. > Among these were several publications with illus-
trations by Turner.

There is no doubt that Moran profited from the personal
guidance he received from Weber, Hamilton, Sartain, and oth-
ers, but it is also clear that Moran was a voracious reader from
his earliest days.* Although of limited means, he grew to matu-
rity in a city ornamented with libraries, a city that viewed itself
as the cultural capital of the nation. For an obsessive autodidact
like Moran, Philadelphia offered an ideal point of departure.

Moran’s visual debt to others is evident in numerous early
works. Drawings, watercolors, and oils inscribed “after Claude,”
“after Turner,” or “after Isabey” define Moran’s self-selected “acad-
emy” and confirm European influences. Less obvious perhaps

are the textual sources for his imagery.



As might be expected from any artist whose youthful cur-
riculum was hobbled together from resources at hand, Moran’s
early work reflects multiple enthusiasms. The most successtul
paintings from the 1860s, Moran’s formative decade, may be the
landscapes (often forest interiors) that testify to a sustained
admiration (and perhaps market) for Pre-Raphaelite precision
and detail. A large exhibition of British paintings (including
works by the English Pre-Raphaelites) was shown at the Penn-
sylvania Academy of the Fine Arts in 1858. But well before that
important event, lengthy excerpts from Ruskin’s laudatory reviews
of earlier Pre-Raphaelite exhibitions had appeared in The
Crayon (published 1855—1861), a periodical that Moran and other
members of his circle undoubtedly read.'s Ruskin, who later
remarked that his own early work found a wider and more sym-
pathetic audience in America than in Europe, was a formidable
voice during the 1850s and 1860s when Moran was assembling
his syllabus of instructive reading. The English critic’s enthusi-
asm for Turner and the Pre-Raphaelites enjoyed wide distribu-
tion in America through both the popular and specialized press.
Moran was well acquainted
with Ruskin’s views as
expressed in Modern
Painters, but perhaps of
greater practical use were
the instructive chapters
in a lesser-known publica-
tion, The Elements of
Drawing, subtitled Three
Letters to Beginners.

Published in 1857,
Ruskin’s drawing manual
was addressed to the “soli-
tary student.” With respect
to “sketching from nature,”
Ruskin promoted direct
imitation of nature’s “vital
facts” as the path to “truth.”
He advised students to
begin by studying a single

leat and expand their

range of vision gradually,
avoiding any view that would make a “pretty” picture. He sug-
gested that in preparation for study “in the field” the serious
student select one plate from Turner’s Liber Studiorum, hold the
image up to a window, and trace the etched outline as accurately

as possible. For students unable to obtain an image from the
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Liber, Ruskin recommended using a photograph to perform

the same exercise. A cautionary footnote, however, accompanied
Ruskin’s text. Recognizing the inevitable gulf between the en-
gravings of Turner and the field sketches of even the most dedi-
cated student, Ruskin noted that even if strictly followed his
method of instruction might lead to truth in manner but not

in imagination. '°

While aspiring to imitate Turner’s imaginative feats,
Thomas Moran and his brothers heeded Ruskin’s advice to
study the facts of nature. During the 1860s the Moran brothers
spent a good deal of time sketching along the tributaries that fed
the Schuylkill River and in the forests surrounding Philadelphia
(see Chronology). An older brother John, who became an accom-
plished photographer, produced a number of stereo views that
documented these forays, including several images that isolate
the lichen-covered boulders Ruskin directed students to single
out for study (figs. s, 6).

Ruskin’s recommendation that Turner’s Liber Studiorum
be used as the primary “text” for the study of drawing is
intriguing, for there is strong evidence that Thomas and John
Moran undertook a similar project with only limited success.

In the list Thomas made of works completed between 1863 and
1868 (see Appendix 2), he added the notation “for ‘Studies for
Pictures™ to selected drawings that, when photographed by John,
could have constituted a photographic “Liber.”'7 John produced
a similar volume for the Artists’ Fund Society of Philadelphia



7. Detail from Thomas
Moran, Our Camp at

the Pictured Rocks, L.S.,
6 August 1860, graphite
and crayon, courtesy
Museum of Fine Arts,

Boston, Gift of Maxim

Karolik.

8. Thomas Moran, The
Grand Chapel and Pictured
Rocks, L. Superior, 1860,
graphite, courtesy Gilcrease

Museum, Tulsa, Oklahoma.

9. J.M.W.Turner, The
Golden Bough, c. 1834,
oil on canvas, courtesy

Tate Gallery, London.

10. Thomas Moran after
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in 1869 with twenty photographs of paintings by members

of the society, including a work by Thomas Moran. Although
described as an annual, the publication appears to have been

a unique attempt by the society to extend its influence and in-
crease revenue. If the Artist’s Fund volume was a
financial failure, as appears likely, the Moran
brothers may have modified or aban-
doned their plan to publish a similar
volume dedicated primarily or ex-
clusively to images by Thomas.

The single painting by
Thomas Moran included in the
Artist’s Fund Society album was
“The Pictured Rocks of Lake
Superior,” which he had based on
drawings from his first major sketch-

ing expedition.

Hiawatha's Landscape
In the summer of 1860 Moran and Isaac L. Williams,

another Philadelphia artist, traveled to Lake Superior, where

Moran wrote to Mary Nimmo, his future wife, that he had seen

“the great sight, the Pictured Rocks,” and that they had

J.M.W.Turner, The Golden

Bough, 1862, oil on

canvas, present location

unknown.
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“exceeded [his] expectations though in a manner different from
what I had supposed them.”'® That Moran had expectations
confirms that Lake Superior was a deliberate rather than a ran-
dom destination. Indeed this trip established a pattern that
Moran would repeat frequently. Inspired by texts,
in this case by Longfellow’s enormously
popular poem The Song of Hiawatha,
Moran made a literal journey to the
physical landscape that had served as
the setting for the poem.! During
the coming decades he would also
make a number of imaginative
journeys to the more illusory land-
scapes created by such literary
figures as Percy Bysshe Shelley,
Samuel Taylor Coleridge, Robert
Browning, and, ironically, Lord Byron.
Moran’s trip to Lake Superior also
represents one of the earliest manifestations of
his market acuity. By the time Longfellow completed
Hiawatha in 1855, his popularity was such that four thousand
copies of the poem were sold on the day of publication. Fifty
thousand copies had been sold in the United States by April
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1857. It is impossible to know which edition of the poem Moran

read or perhaps owned, but Ticknor and Fields, Longfellow’s
Boston publisher, included notes from the author in its 1856 edi-
tion that advised the reader interested in further information
about the “Pictured Rocks” to consult “Foster and Whitney’s
Report on the Geology of Lake Superior Land District, Part I1.
p. 124.”% Longfellow then offered an extended excerpt from the
report. As others have noted, this report contains a tantalizing
invitation: “So far as we know none of our artists have visited this
region and given the world representations of scenery so striking,
and so different from any which can be found elsewhere. We can

hardly conceive of anything more worthy of the artist’s pencil.”?!
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Pencil sketches were in fact exactly what Moran
brought back from his trip to Lake Superior. In one such image,
inscribed “Our Camp at the Pictured Rocks, L.S.” (fig. 7),
Moran included an artist’s easel supporting a work that appears
quite similar to a pencil sketch in the collection of the Gil-
crease Museum, “The Grand Chapel and Pictured Rocks, L.
Superior” (fig. 8). Such sketches provided the raw material that
Moran eventually used to produce paintings and illustrations
for the market.?? In 1860, however, the visual delivery system
that would serve Moran so well a decade later (publications such
as The Aldine, founded 1868, and Scribner’s Monthly, founded
1870) was not yet firmly in place. Thus, although he had identi-
fied a subject with great popular appeal, he was not able to
capitalize immediately on the market for images of a landscape
that much of the public had come to know first through a

work of literature.

Following Turner’s Trail

In the spring of 1862 Thomas and Edward Moran traveled to
England, where both had been born. Since emigrating to
Anmerica, however, the brothers knew the country best as it had
been painted and drawn by Turner. Perhaps encouraged by
James Hamilton, who had made a similar pilgrimage eight years
before, they sailed for Britain to see what they could not see in
reproduction: Turner’s color.* Already “apprenticed” to Turner
by choice, they went abroad to study both the master’s paint-
ings and his subjects.

According to family lore, Thomas spent several weeks
at the National Gallery in London, ferreted away with original
works, teaching himself to paint by copying pictures by the artist
he esteemed above all others. There may be some truth to the
well-worn tale, for Moran made several paintings that are direct
copies of Turner originals— The Golden Bough (figs. 9, 10), for
example, which he inscribed “after Turner,”** and Ulysses Deriding
Polyphemus, which he is known to have admired. Moran’s copy
of Ulysses is identifiable above the fireplace in a photograph of
his East Hampton studio taken at least twenty years after this
youthful journey (fig. 11).

There is no doubt that Turner’s color—both in oil and
watercolor—made a tremendous impact on Moran, for it is
clear that when he saw the landscape of Yellowstone for the first
time nearly a decade later it was Turner’s palette that served him
so well. Of equal importance, however, during Moran’s study
tour abroad, was the sketching trip he and Edward undertook
along the southern coast of England following— quite literally—

in Turner’s footsteps (see Chronology).
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11. Interior of Moran’s
East Hampton studio,
showing his copy after
Turner’s Ulysses Deriding
Polyphemus over the
fireplace, courtesy East

Hampton Library.

12. Mary Nimmo Moran,
1863, courtesy East Hamp-
ton Library.

Many years later, referring to this early trip, Edward com-

mented on Turner’s disregard for topographical accuracy:

It is not to be supposed that Turner’s sketches of particular localities are
strictly correct. | once took a lot of Turner’s engravings of views on the
English coast, and went with them, as nearly as I could judge, to the
exact spots from which they must have been taken—at Hastings, Dover
and other southeastern points—going out in a boat and rowing about
until I found the right place. Well, the result settled all doubts as to his
accuracy. He is very inaccurate—willfully so. He would move a steeple
from left to right of a given point without scruple, but his were always
possible changes; his knowledge of the forms of land and sea and cloud
was so thorough that he could do pretty much as he pleased with them,

and yet keep within the bounds of naturalness. 2

The revelation Edward described regarding Turner’s “inaccuracy”
was not lost on Thomas, who later summoned Turner’s example
when stating his own position regarding topographical truth:
Turner is a great artist, but he is not understood, because both painters
and the public look upon his pictures as transcriptions of Nature. He

certainly did not so regard them. All that he asked of a scene was simply

how good a medium it was for making a picture; he cared nothing for
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the scene itself. Literally speaking, his landscapes are false; but they con-
tain his impressions of Nature, and so many natural characteristics as
were necessary adequately to convey that impression to others.... The
literal truth counts for nothing; it is within the grasp of any one who has
had an ordinary art-education. The mere restatement of an external

scene is never a work of Art, is never a picture.%

Although Moran would later travel with survey expeditions
whose mandates dictated accurate topographical reporting, he
rarely bowed to such demands when composing studio paint-
ings. James Hamilton may have introduced him to the concept
of artistic “license” before his journey abroad, but the experience
of bobbing about in a boat off the English coast, with engrav-
ings by Turner in hand, noting how church steeples had been
moved in accordance with artistic necessity, sanctioned the prac-
tice. Whenever attacked for “inaccuracy,” Moran offered the
Turner defense. He too had little interest in topographical truth.
Thomas and Edward Moran returned to Philadelphia in
the fall of 1862. In February of the following year Thomas mar-

ried Mary Nimmo (fig. 12). Clearly a match based on affection,



the union also became an extraordinary working partnership. paintings assembled in the French capital for the Exposition

During the early years of their marriage Mary contributed to Universelle that opened on 1 April 1867. Moran himself was a
the support of the family (three children were born between contributor to the Exposition having brought two works from
1864 and 1870)? by teaching drawing at home. She was also America for that purpose. One of these, Children of the Moun-
her husband’s business partner, largely responsible for tain (cat. 7), he completed abroad. In later years the
coordinating the details related to the staggering i painting was often described as a western scene.

number of commissions Moran received for In fact, Moran had been no further west than

illustrations. Later, with her husband’s Lake Superior by 1867, and the mountain

assistance, Mary became an accom-
plished etcher whose work was widely ‘
exhibited and highly praised. Until

scene was pure invention. The picture
contains no figures; rather, the “chil-
dren” of the title are “the cataract,
her death in 1899, she ran the
Moran household with such effi-

ciency that Thomas was freed of

the storm cloud, the rainbow, the
mist, the eagle and the rock.”?

Moran’s decision to jour-
most domestic tasks and thus able ney to Paris with an unfinished
to devote himself almost entirely picture that he hoped would be
to his work. Following Mary’s accepted for inclusion in one of
death, the Morans’ youngest the largest European art exhibi-
daughter Ruth assumed the respon- tions of the decade reflects a level
sibility of caring for her father until of ambition not usually attributed to
his death in 1926. Thomas Moran’s the artist. Equally impressive was his
astonishing productivity was, in large success in placing another large painting
measure, made possible by a domestic sup- in the concurrent exhibition at the Salon

port system that continued for sixty-three years. in Paris. Listed in the catalogue as Une forét en

7 Amerique, the painting was most likely the picture
Return to Europe Moran recorded in his ledger as Opus 22, The Woods
In June of 1866 Thomas, Mary, and their young son, Paul, sailed Were Gods First Temples (fig. 13). Among the largest of his early
for Europe, where they remained for much of the following works, the picture was one of a series of forest interiors that
year. Although Thomas had begun to exhibit regularly at the Moran completed during the decade of the 1860s. Intricate, pre-
Pennsylvania Academy of the Fine Arts and had sold a number cise, and captivating in their detail, these paintings represent one
of works for respectable prices, this second trip abroad was of the earliest manifestations of a theme central to the artist’s
also, in many respects, a study tour. It was during this journey mature work. And once again their heritage is literary.

that he visited the studio of Camille Corot, sketched in the

Forest of Fontainebleau near the village of Barbizon, traveled Solitude
through the Alps and northern Italy, and spent several weeks Like the Lake Superior pictures begun in 1860, The Woods Were
sketching in and about Rome. Despite his declared wish to paint God’s First Temples is the visual equivalent of a popular poem:
American subjects in an American manner, Moran incorpor- William Cullen Bryant’s “A Forest Hymn” (1824), which opens
ated so much of what he admired in the work of European mas- “The groves were God’s first temples.” By the time Moran began
ters that throughout his career even American critics invoked painting forest scenes, the sanctity of American wilderness,
the names of Salvator Rosa, Claude Lorrain, Alexandre Calame, often represented by images of pristine eastern forests, had been
Camille Corot, Narcisse Diaz, as well as Turner in reviewing his the staple of more than one generation of American artists.
work. 2 It was the European sojourn of 1866/1867 that allowed Moran’s variation on this theme reflects not only his enthusiasm
Moran to study in depth original paintings by many of these for the painting techniques of the English and American Pre-
artists, whose work he had known primarily in reproduction. Raphaelites but also his transformation of the American forest
Headquartered in Paris during much of this period, into a New World sanctuary for that most celebrated creation
Moran was also able to study an enormous cache of European of the English romantics—the solitary poet-hero.
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13. Thomas Moran,
The Woods Were God's
First Temple, 1867,

oil on canvas, courtesy
The Haggin Museum,

Stockton, California.

Evidence of Moran’s acquaintance with the literature that

gave rise to the figure of the wandering poet appears early, for in
1857 he exhibited the painting “Among the Ruins— there he lin-
gered” at the Pennsylvania Academy, its title taken from Shelley’s
poem Alastor, or the Spirit of Solitude. Published in 1816, Alastor
was Shelley’s first important work, but by no means the first of
its kind. Four years earlier Lord Byron had completed the

first two cantos of his youthful exposition of the theme, Childe
Harold s Pilgrimage. In both works solitary young men of poetic
temperament travel through the landscape of Europe searching
tor truth and beauty among the ruins of decaying civilizations.

Although the present location of Moran’s painting based
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on Alastor remains unknown, a watercolor of the same subject
does survive. Titled Ruins on the Nile, the composition includes
the requisite broken columns and other debris of a fallen civi-
lization (fig. 14). Sitting amid the ruins is the solitary poet-hero,
surrogate for both author and reader.

Moran was well acquainted with the poetry of Shelley,
Coleridge, Wordsworth, and Keats, but the literary figure to
whom he was most indebted was Byron. The artist may have
responded to Byron's poetry on his own and for personal reasons,
but by the time he was mature enough to read Byron's work, the
poet’s chief visual interpreter was J. M. W. Turner. Early in his

career and repeatedly in later years Moran stated that Turner was



14. Thomas Moran,
Ruins on the Nile, 1858,
watercolor, courtesy
Philadelphia Museum
of Art, W.P.Wilstach

Collection.

15. Edward Moran,
Jacques and the Forest
of Arden, oil on canvas,
courtesy Museum of
Fine Arts, Boston, Gift
of Harold W. Dana.

16. Sir Charles Locke
Eastlake, Lord Byron’s
“Dream,” 1827, oil

on canvas, courtesy

Tate Gallery, London.

the artist he admired most. Traditionally such statements have foreground foliage. The leaves and lichens that Ruskin advised
been interpreted as references to Turner’s technique, his color, young artists to study in detail are present in abundance. Also
and his landscape subjects. Of equal importance, however, was present is a solitary reclining figure.

the avenue Turner opened to Byron, for to a degree difficult to Edward Moran, in another early painting based on a lit-
understand today, Byron defined and then became the solitary erary work, Jacques and the Forest of Arden (Shakespeare’s As You

artist, the poet-hero of his age. Like It), used a similar com-

The persona he created was enor-
mously attractive, and Thomas
Moran was far from the only
artist who fell under his spell.
But for Moran the effects

were significant and enduring—
not because he would continue
to paint “literary” pictures,
although he did, but because
Moran succeeded in redefining
visually several of the key ele-

ments of Byron’s romanticism.
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positional format, including
canopied trees shading a
reclining figure in the fore-
ground (fig. 15).%' More to
the point, however, may be
several European works.
Charles Eastlake’s painting
Lord Byron’s “Dream” (fig. 16),
based on Byron’s poem
“The Dream,” has been
described as the “definitive

image of a melancholy or

A hint of what was to come may be seen in The Autumnal reflective wanderer in distant lands.”3? Engraved in 1834 and
Woods (cat. 6), one of Moran’s most successful paintings of a distributed in large plate format, the image was widely known.
forest interior.™ Like others in the series, The Autumnal Woods Eastlake’s interpretation of the Byronic landscape—complete
combines a canopied forest glade, a distant lake surrounded by with contemplative figure (Byron) amid the ruins of civiliza-
wooded hills, a quiet pool, and an extraordinary display of lush tion—may have inspired Turner’s Childe Harold's Pilgrimage—
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Iraly (1832) based on Byron’s most famous poem. 3 Turner’s
painting was well known to both Moran brothers, for in March
1868 a Philadelphia newspaper noted that Edward Moran had
opened a new studio in which “a copy, painted with some care,
of Turner’s ‘Childe Harold™
hung above the piano.*
The reclining contemplative
figure appears in another
landscape Thomas Moran
knew well: Turner’s So/itude,
plate 53 in his Liber Studiorum
(fig. 17). Initially published
in 1814, Turner’s etching is a
landscape view with framing
trees, a foreground pool,
and lush foliage —a setting
fit for solitary contemplation.

In a painting like
Ruins on the Nile Moran
invented a setting for the
poet-hero he had followed through Europe via Shelley’s Alastor.
In coming years he would perform the same imaginative task
countless times as he became one of the most prolific illustrators
of books and periodicals in nineteenth-century America. In
paintings like 7%e Autumnal Woods, however, he produced pictures
much less reflective of a single text and far more revealing as
the work of a young artist attempting to balance the dictates of
Ruskin, the model of Turner, the technique of the Pre-Raph-
aclites, the seductions of the Romantic poets, and the advice of
his mentors. In so doing, Moran created images that testify to
the skillful adaptation of European themes and models by a
young man who consciously aspired to be a poet-artist himself. >

In The Autumnal Woods Moran provided an American
bower for Byron’s solitary poet. Deftly transforming European
precedent, he placed his contemplative figure in an American
forest in full autumnal glory. Clearly based on close firsthand
observation, Moran’s forest interior was constructed leaf by leaf
following Ruskin’s instruction and the Pre-Raphaelites’ example.
The result is a wonderfully American hybrid. Lord Byron’s poet,
bereft of ancient ruins, reclines in the natural sanctuary of a
Pennsylvania forest.

Four years after he completed 7The Autumnal Woods Moran
created the finest of his early lithographs, So/itude (fig. 18),
later described as a “view on the south shore of Lake Superior.”

Moran may have incorporated details from sketches executed
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in Michigan nearly a decade carlier, but it seems just as likely
that he drew upon his European experience, —particularly his
acquaintance with the work of Alexandre Calame. Whatever
the source of individual compositional elements the collective
whole represents the next
step in Moran’s redefini-
tion of the romantic state
of “solitude.” Gone is the
leafy bower with its soft
mottled light. A mountain
lake and cascading water
have replaced the quiet
pool and trickling stream
of The Autumnal Woods.
Thunder clouds threaten,
and twisted pines betray
earlier elemental battles.
No velvet-clad poet re-
clines beneath these trees.
A decade after
Solitude was completed, the lithograph was published as an illus-
tration in an article about Moran, with a caption that identified
it as “from a painting.”*” During the course of his career Moran
created several paintings titled So/ifude that are closely related
to the early lithograph. One of these, a picture signed and
dated 1897, recently came to light (cat. 84). Similar in terms of
composition, the lithograph and the painting are nevertheless
quite different. In the 1897 painting Moran modified many of
the Calame-like elements. The thunderheads and the alpine firs
have been replaced by blue sky, soft pink clouds, and western
pines. The most significant change, however, appears in the dis-
tance, where a range of snow-capped peaks rises above the more
modest mountains that defined the horizon in the earlier litho-
graph. This recently rediscovered painting was occasionally
listed in exhibition catalogues with an amplified title that included
the words “Rocky Mountain Waterfall.” The juxtaposition of
Moran’s early lithograph with his late reworking of the theme
may offer the most dramatic example of the kind of transform-
ation that the artist effected throughout his career. Steeped in
the tenets of European romanticism, particularly as manifest in
the life and poetry of Byron, Moran capitalized on the eclectic
nature of his artistic apprenticeship, gradually assembling a visual
vocabulary that allowed him to recast romantic concepts as basic
as “solitude” first in the forests of Pennsylvania and later in the

Rocky Mountains.



17. J.M.W.Turner,
Solitude, 1814, etching
and mezzotint, courtesy
National Gallery

of Art, Washington.

18. Thomas Moran,
Solitude, 1869, lithograph,
courtesy Gilcrease

Museum, Tulsa, Oklahoma.
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Salvator Rosa
Sketching
the Banditti

1860, oil on canvas

101 X 169.6 (39 % x 66 %)
The Chrysler Museum,
Norfolk, Gift of
Walter P. Chrysler Jr.

THE EVENT WHICH most singularly
marked the fearless enterprises of Salvator
in the Abruzzi, was his captivity by the
banditti, who alone inhabited them, and
his temporary (and it is said voluntary)
association with those fearful men. That
he did for some time live among the pic-
turesque outlaws, whose portraits he has
multiplied without end, there is no doubt;
and though few of his biographers allude
to the event, and those few but vaguely,
yet tradition authenticates a fact, to which
some of his finest pictures afford a circum-
stantial evidence....

The genuine banditti...of the seven-
teenth century were no vulgar cut-throats.
... They were, in fact, more nearly allied
to the brave, bold Condottieri, and the
black and white bands of Medici and of
Suffolk, in the fifteenth and sixteenth
centuries; and though, when unhired, they
lived at large and wild, with their hand
against every man, and every man’s
hand against them, yet they occasionally
rivalled in dignity and importance the
standing armies of existing legitimates,
fighting like them for hire in any cause
that paid them....Like the marine letter
of marque, half pirate, and half national,
their troops were regularly enrolled and
disciplined; and though their ranks were
filled with the wild and the worthless—
with men born out of the pale of civilized
society, or driven beyond it by their

crimes,—yet many among them were of
a superior cast: they were outlawed gentle-
men of Naples, escaped from the wheel
and the scaffold, to which their efforts in
the cause of their country had condemned
them; who, seeking shelter in the savage
wilds of the Abruzzi, became, by their tal-
ents and rank, chiefs and leaders of men
associated and armed against society
under the influence of far different causes.
It is an historical fact, that the number,
skill, valour, and fidelity of these bands
had rendered them, at the period here
alluded to, so formidable in the eyes of
the Austro-Spanish government, and so
respectable in the estimation of the people,
that, by a strange inversion of principle,
these natural enemies of society frequent-
ly became its chosen champions....The
time spent by Salvator among these
outlaws has never been verified; but it is
probable, and indeed evident, that he
remained sufficiently long to fill both his
imagination and his memory with accu-
mulated combinations of the magnificent
and the terrible. It is not impossible that
the adventurous artist owed the security
in which he pursued the interests of his
art, in such abodes of violence and danger,
to the exertion of talents both musical
and poetical, not less calculated to amuse
his ferocious hosts by the midnight fires
of their earth-embosomed dens. (Morgan
1824, 108—119)
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2
Dusk Wings

1860, oil on canvas
50.8 X 76.2 (20 X 30)
Montgomery Museum
of Fine Arts, The

Blount Collection




3

Slave Hunt, Dismal
Swamp, Virginia

1862, oil on canvas

85.7 x 111.8 (33% x 44)
The Philbrook Museum
of Art, Tulsa, Oklahoma,
Gift of Laura A. Clubb

Away to the Dismal Swamp he speeds,—
His path was rugged and sore,

Through tangled juniper, beds of reeds,

Through many a fen, where the serpent feeds,
And man never trod before.

THE READER WHO consults the map
will discover that the whole eastern shore
of the Southern States, with slight inter-
ruptions, is belted by an immense chain
of swamps, regions of hopeless disorder,
where the abundant growth and vegeta-
tion of nature, sucking up its forces from
the humid soil, seems to rejoice in a sav-
age exuberance, and bid defiance to all

human efforts either to penetrate or sub-

due. These wild regions are the homes of
the alligator, the mocassin, and the rattle-
snake. Evergreen trees, mingling freely
with the deciduous children of the forest,
form here dense jungles, verdant all the
year round, and which afford shelter to
numberless birds, with whose warbling
the leafy desolation perpetually resounds.
Climbing vines, and parasitic plants, of
untold splendor and boundless exuberance
of growth, twine and interlace, and hang
from the heights of the highest trees pen-
nons of gold and purple,—triumphant
banners, which attest the solitary majesty
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of nature. A species of parasitic moss
wreaths its abundant draperies from tree
to tree, and hangs in pearly festoons,
through which shine the scarlet berry and
green leaves of the American holly.

What the mountains of Switzerland
were to the persecuted Vaudois, this
swampy belt has been to the American
slave. The constant effort to recover from
thence fugitives has led to the adoption,
in these states, of a separate profession,
unknown at this time in any other Christ-
ian land—hunters, who train and keep
dogs for the hunting of men, women, and
children. (Stowe 1856, 1:255)
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4

Cresheim Glen,
Wissahickon, Autumn

1864, oil on canvas
74X 92.4 (29 % x 36 %)
Hevrdejs Collection

ONE OF THE most picturesque places THERE IS NoO other city where the vari-  See also Appendix 2, Opus no. 5.
in the valley of the Wissahickon is where eties of wild landscape so closely surround

Creasheim’s creek runs into the larger and so boldly invade a civilization given

stream. Here a pool, dark and deep, over to material industries. Besides the

lurks under a huge overhanging rock. It broad Delaware, the exquisite Schuylkill,

is called the Devil’s Pool, and the glen a stream far more beautiful than the Arno,

which surrounds it is a highly-prized bathes one side of the city, and into this

resort for picnic parties, on account of Italian sheet of water slides the wild

its beauty and retirement. (Crane 1871, 237) Wissahickon, coming down pure from its

“savage gorges and cold springs” as pri-
mitive as a stream of the wilderness, yet
easily accessible to the most sedentary
citizen. (Strahan 18752, 7-8)
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5 THE SALE OF this fine collection of See also Appendix 2, Opus no. 11.
paintings commenced last evening. A very

The Wilds of large company was present and a spirited

Lake Superior competition for many of the pictures

took place. We only mention the prices

brought by the principal works:...“Wilds

1864, oil on canvas

76.2 x 114.3 (30 X 45)
New Britain Museum

of Lake Superior,” Moran, sé10....

The sale last evening was very well
of American Art, attended, and bidding was spirited, and
Charles F. Smith Fund there were many fine bargins. We have
never, in our experience, met with a more
select and appreciative audience, even
at a Fine Art Sale, and it sat out, with un-
exampled patience, until 11% o'clock,
the entire sale. (Phila. Evening Bulletin,

24 Mar. 1865)
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The Autumnal Woods
(formerly titled
“Under the Trees”)

1865, oil on canvas
101.6 X 87 (40 X 34 %)

Manoogian Collection

FAIRMOUNT (PARK) we may remark
en passant, is rich in ravines....Look into
and along its depths, up its sloping, hilly
sides, and through its long ranks of
trees—is it not a majestic and impressive
scene? An aisle of God’s great forest-
temple, it dwarfs all the cathedrals that
man has reared; it is worthy of its bound-
less dome—the sky. The noonlight,
which is so intense here, loses its bright-
ness as it struggles through the multitu-
dinous foliage, and goes wandering
among the trees and slopes. Here and
there at the hither end a tree stands out
strongly, distinguishable from its leafy
companions; but as we advance we find
ourselves in what is neither light nor dark-
ness, but a tender twilight shade hovering
about the greenery which surrounds us,
and of which we may almost be said to be
a part, so deeply has it interpenetrated our
thoughts and feelings. We stand among
these gigantic forest fathers like one of
themselves. That magnificent tulip poplar
on the other side of the brook, and

this grand old fellow here—they have
strengthened and enlarged us, lesser and

weaker children of nature. We should like
to embrace them, but our arms are too
short. We should like to shake hands with
them, but we cannot reach high enough.
The lowest branch is full sixty feet above
our heads. This is not tall talking by any
means, but short talking, —it is so far
below the magnitude of these old forest
kings. They wait their poets, who to large-
ness of imagination will add a greater
knowledge of nature than most poets
possess. The only American singer who
could make us see them in his song is
Mr. Bryant, who is at once a naturalist
and a painter, and whose word-pictures
are perfect, accurate in all their details,
and everywhere comprehensive and har-
monious. His genius would be at home
among these poplars, pines, chestnuts,
beeches, and birches, and would look
lovingly upon the smallest wild flower at
his feet. We city folk, who escape into
nature less frequently, are not so familiar
with forest scenery, and not so happy

in describing 1t. (Strahan 18753, 128 —129)

See also Appendix 2, Opus no. 17.
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Children of
the Mountain

1867, oil on canvas
157.8 x 132.4 (62 % x 52%)
The Anschutz

Collection

THOMAS MORAN has his studio in
Wood street. This young artist when
abroad paid particular attention to the
pictures of Turner, and has since his return
to this country been assiduous in his study
of nature in all her manifestations. The
sketch of his last and best work, “The
Children of the Mountain,” is on exhibi-
tion at the Artists’ Fund rooms. The
“children” are not of human birth, but the
cataract, the storm-cloud, the rainbow,
the mist, the eagle and the rocks. (VY Post,
27 Nov. 1865)

MR. THOMAS MORAN is finishing a
large picture called “The Children of the
Mountain,” with a daring effect of clouds
and wilderness. Mr. T. Moran is undoubt-
edly a poet, though he occassionally leaves
it a little uncertain whether he controls,
or is controlled by, the frenzy. This grand
picture is partially an amplification of one
of those rich charcoal drawings recently
published in photography. (Psila. Evening
Bulletin, 6 Dec. 1865)

IN 1866 MR. AND MRs. Moran and
their little son, Paul, sailed for England
en route for Paris where they took a studio
50 rue de ’Ouest. Moran was fortunate in
seeing his canvas Children of the Mountain
hung in the Paris Exposition, the chief
object of the trip. (Ruth B. Moran, biographical
notes, EHL)

MR. THOMAS MORAN contributes...
his “Children of the Mountain,” which
attracted the notice of all American
visitors at the Paris Exposition. (Phila.
Ewening Bulletin, 6 Apr. 1868)

SEVERAL OF OUR home artists have
made known their intention to furnish an
art department in the coming Industrial
Exhibition. Mr. Thomas Moran has con-
sented to exhibit some of his largest and
most important pictures, including, prob-
ably his great painting, “The Children

of the Mountain.” (Newark Daily Advertiser,

12 July 1872)

THE ART GALLERY has been much
improved. Last night for the first time, a
change in the arrangement of the light
partially brought out the beauty of
Moran’s fine picture, “The Children of
the Mountain.” The conception of the
artist is a grand one. There is the mist
born of the mountain air rising from a
deep gorge in thick fantastic wreaths and
veiling the setting sun; rays of pale golden
light fall upon a mass of rocks and the
pine trees that grow above them. Oppo-
site is a dark, slippery precipice that casts
a shadow of blackish green upon a deep
and angry pool into which pours a
foaming torrent. Above all the eagle soars,
one wing dipping in the cloud. Mr.
Moran’s forte is in rock painting, and

in this he seems to excell. (Newart Daily

Advertiser, 23 Aug. 1872)

THIS PICTURE exhibits some of the
finest rock painting in the world, the con-
ception is very fine and the whole scene
in entire harmony. (Newark Daily Advertiser,

28 Sept. 1872)

See also Appendix 2, Opus no 21.
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Forest Scene

1870, oil on canvas
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Private Collection
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On the Wissahickon
near Chestnut Hill

1870, 0il on canvas

50.8 X 41.3 (20 x 16 %4)
Private Collection,
courtesy Lagakos-Turak
Gallery

FAIRMOUNT PARK, in addition to the
extensive lands on the east and west banks
of the river, embraces...the Wissahickon
Creek for six miles from its mouth, and
sufficient territory on both sides to make
a grand drive. A road at present runs
through the valley, and has been in use for
many years by residents at Chestnut Hill,
a collection of handsome country places
near the source of the Wissahickon.
Although merely a country road, it is the
most attractive drive out of Philadelphia,

on account of the magnificent scenery

which it presents. There are not many

such streams as the Wissahickon, none
perhaps in this country, and few in the
world. For several miles it picks its way

daintily between two rows of high hills....

Sometimes it is only a noisy brook run-
ning over pebbly bottoms, and anon a
flashing cascade leaping from rock to
rock with shouting noise. Then it widens
out into a sober river which flows into

a peaceful lake, so quiet that down in its
depths the trees that meet above it are
reflected with every delicate outline of
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foliage. ... Romancers have woven the
queer legends of the Wissahickon, which
date back a couple of centuries, into inter-
esting tales that are still read with avidity.
The artists of to-day, like those of the last
generation, have made its haunts their
out-door studios. Many of its phases have
been transferred to canvas; and others,
where ruins of old mills and picturesque,
odd-fashioned bridges relieve the land-
scape, afford studies of rare beauty. (Crane

1871, 235—237)



1871-1880: BREAKTHROUGH

62/2’ 6%/%7(7/2(&55 @{7% 7/ 6)72 Thomas Moran sent his
friend Richard Watson Gilder (fig. 1) a gift, with a note that read in part:
“Accept this slight offering as an indication of the esteem and gratitude that
I feel toward you, for the unselfish interest you have always evinced in my
success. It is to you that I owe the great prosperity that has followed me.”}
At the time Moran wrote this note, Gilder was managing editor of Scribner’s
Monthly Magazine. Two years earlier Gilder had hired Moran to rework a
number of amateurish field sketches that had been submitted as illustrations
for an article by Nathaniel P. Langford about a strange land in the Far
West called Yellowstone, full of hot springs and geysers.?

Rarely is the turning point of an artist’s career as easy to identify as in
the case of Thomas Moran. Commissioned by Gilder to amend illustrations
of a landscape he had not yet seen, Moran was astute enough to recognize
an opportunity not to be missed and resourceful enough to find a way to jour-
ney to Yellowstone himself just a few months later. As he acknowledged in
his Christmas message, Moran was indeed much indebted to Gilder.

The article that changed the course of Moran’s career appeared in
Scribner’s in May and June of 1871. Titled “The Wonders of the Yellowstone,”
the narrative had been written by a member of the Washburn-Doane ex-

pedition, a group of private citizens who had ventured into Yellowstone the






1871 —1880: Breakthrough

Preceding page: Thomas
Moran in his studio

with Mary, 1876, courtesy
East Hampton Library.

1. Richard Watson Gilder,
published in Letters

of Richard Watson Gilder
(Boston, 1919).

2. Temporary and Perma-
nent Bridges and Citadel
Rock, Green River, 1868,
photograph by Andrew
Joseph Russell, Yale Col-
lection of Western Ameri-
cana, Beinecke Rare Book
and Manuscript Library,

New Haven.

previous year to see if stories of geysers and mudpots might be
true. According to the article, the stories were more than true.
Langford’s report piqued the interest of many, including Ferdi-
nand Vandeveer Hayden, a geologist of wide-ranging interests,
who had skirted but not penetrated
Yellowstone several years earlier.

It was Hayden, who, in the summer
of 1871, would lead the expedition

to Yellowstone that unexpectedly
included Thomas Moran.?

Although Scribner’s later pub-
lished a number of illustrations based
on sketches Moran completed in
Yellowstone, the magazine did not
sponsor his trip. Instead Moran
obtained private funding, borrowing
$500 from Roswell Smith, publisher
of Scribner’s (with his Children of
the Mountain [cat. 7] as collateral), and
an additional ss00 from Jay Cooke,
financier of the Northern Pacific Rail-
road, to whom he promised a group of

Yellowstone watercolors.

Early in June 1871 A.B. Nettle- (1)

N

ton, office manager of the Northern Pacific Railroad and a
friend of Moran’s, wrote to Hayden and asked if the young artist
might join the upcoming expedition, noting, “He, of course,
expects to pay for his own expenses, and simply wishes to take
advantage of your cavalry escort for protection.”* Two weeks
later, in a follow-up letter to Hayden, Nettleton described Moran
as an artist “of much genius” who “desires to take sketches in

the upper Yellowstone region from which to paint some fine
pictures on his return,” adding, “That he will surpass Bierstadt’s
Yosemite we who know him best fully believe.”’

By the time Thomas Moran boarded the train for his
first trip west, Albert Bierstadt had been exhibiting large-scale
paintings of the Rocky Mountains and Yosemite for more than
a decade. As Nettleton noted, Bierstadt was indeed the compe-
tition. But Bierstadt had not been to Yellowstone. The speed
with which Moran found his way to Yellowstone suggests that
he was well aware of the lucrative market Bierstadt had created
for spectacular views of the Far West. A large-scale painting of a
relatively unknown western wonderland might garner Moran
the same financial rewards that by 1871 had made Bierstadt one
of the most successful artists of the nineteenth century.

In 1859, when Bierstadt journeyed west for the first time,
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he had at his command the technical skills and European
experience that allowed him to recast traditional landscape com-
positions in Rocky Mountain garb. Twelve years later Thomas
Moran arrived in Green River, Wyoming, with very different
skills. They were, however, precisely
the right skills for the landscape he
would be the first artist to paint.

Green River

Yellowstone was Moran’s ultimate
destination in the summer of 1871,
but before he reached the land of
geysers and hot springs, he com-
pleted a field study that he later
inscribed “First sketch made in the
West” (cat. 10). Modest in size, the
watercolor study was the first of
many that Moran would make of the
sculpted and striated cliffs near the
railroad town of Green River,
Wyoming. Surprised by a landscape
unlike any other he had ever seen,
Moran may not have immediately
known that the lessons of Turner
and the literature of romance had provided him with the ideal
visual vocabulary to turn a hot, dusty, desert landscape into a
western Xanadu.

Three years before Moran reached Green River, Union
Pacific railroad crews had arrived in force (fig. 2). Engaged in a
spirited race with their Central Pacific counterparts to span the
continent by rail, the vanguard of the Union Pacific contingent
had set up shop near the banks of the Green River, where they
began construction of temporary and permanent bridges across
the water. Over flat land the crews had been able to lay between
one and three miles of rail a day, but constructing a bridge
required considerably more time. Anticipating a profitable delay,
speculators had arrived in advance of the railroad crews, and
quickly a town was born. By the time Thomas Moran arrived,
the founding fathers could boast a schoolhouse, church, hotel,
and brewery—none of which would ever appear in a Green
River painting by Moran.

In 1871 Moran did not linger in Green River. He was on
his way to join Hayden’s survey party in Montana, and it was the
landscape of Yellowstone that was foremost in his mind. Before
leaving Green River, however, he did secure a number of sketches

of Citadel and Castle Rocks—the enormous buttes that dwarfed



the burgeoning town below—and these he put to very good
use, later, when he returned east.

Unlike Yellowstone, the landscape of Green River had
not been “previewed” for eastern viewers through illustrations
published in Scribner’s. The multicolored, castellated buttes were
an entirely fresh subject for paintings. Moran made the most of
this opportunity, claiming the landscape as his own through a
series of paintings completed over a period of forty years. Among
the most successful and revealing of these is Green River Cliffs,
Wyoming (cat. 61). Broad in its vista, the composition includes a
sparsely foliated foreground through which a caravan of Indians
makes its way toward a village on the horizon. In the far distance
are the cliffs of Green River, cast in hues of orange, lavender,
and pink. Wisps of clouds, also tinged with the pink of the set-
ting sun, dust the sky.

Geographic distance from the landscape itself may have
encouraged Moran’s contemporaries to believe that the artist
had actually seen such a sight, just as temporal distance might
tempt twentieth-century viewers to make the same assumption.
In fact, Moran never saw Indians in the vicinity of Green River,

and the neon hues of the cliffs are more the figments of fantasy

than the facts of geology.
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Andrew Joseph Russell, a photographer who traveled with
the Union Pacific construction crews to document the progress
of the railroad, took a number of photographs at Green River in
1868. Russell’s photographs are works of art in their own right,
but when juxtaposed with Moran’s paintings of the same geog-
raphy, they serve as revealing touchstones.

In the photograph Temporary and Permanent Bridges and
Citadel Rock, Green River, Russell recorded parallel lines of track
and a smoking engine directed toward the viewer. In the middle
distance a watertower echoes the shape of Citadel Rock looming
above. Construction workers pose on the track they have laid
and stand atop stone battlements they are preparing for the per-
manent bridge. Russell’s camera clearly captured the arrival of
the mechanical age in Green River, Wyoming.

In Moran’s painting, however, all signs of the railroad
and its attendant community have been excised. Instead, the
languorous river lies undisturbed and free of bridges. Exotically
clad Indians more suggestive of figures from the Arabian Nights
replace the railroad crew photographed by Russell. Far from
a report of what Moran saw in the West, Green River Cliffs,
Wyoming, is a carefully constructed fiction that taps the same

vein of romantic nostalgia that made Hiawatha a bestseller.
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3. Thomas Moran, Devil’s
Den [?], from the Yellow-
stone sketchbook, 1871,
graphite and watercolor,
courtesy Department of
the Interior, Yellowstone

National Park.

4. William Henry Jackson,
1873, courtesy Colorado

Historical Society.

5. Crystal Falls, Cascade
Creek, 1871, photograph
by William Henry Jackson,
courtesy Department of
the Interior, Yellowstone

National Park.

6. Thomas Moran, Crystal
Falls, 1871, watercolor,
courtesy Department of
the Interior, Yellowstone

National Park. See also

cat. 20.

Under no obligation to produce topographical views of The compositional formula he devised for views of Green River
Wyoming, Moran may have taken his cue yet again from Turner. fed the lingering hunger for spectacular New World landscapes,
The church steeple on the southern shore of England that which would surpass that for views of Europe, and at the

the Moran brothers discovered Turner had “moved” same time tapped an increasingly nostalgic view of

for artistic purposes was a minor infraction com- American Indian life fanned by the relentless popu-

pared to the wholesale erasure Moran exercised larity of works like Hiawatha. Moran’s Green
on the Green River landscape. Describing River images proved so popular, spoke, in other
Turner’s practice as that of an imaginative artist words, so clearly to a romantic and already
who took from a landscape not its literal truth nostalgic impression of the West, that the artist
but rather those elements that would allow continued to sell variations on the theme well
him to make a good picture, Moran again fol- into the twentieth century.
lowed his master’s lead.

With evidence at hand of the extent to Yellowstone

which Moran manipulated the Green River land- From Green River, Wyoming, Moran traveled to

scape, it is important to recall that as an artist Moran Corinne, Utah, then on to Virginia City, Montana,

was in the business of making pictures for a market. In 1871 G) where he joined Hayden’s expedition. On 11 July the Helena
he went west specifically to gather the raw material (drawings, Herald reported that the survey party was preparing to depart.

sketches, photographs) that would allow him to produce In identifying the members of the group, the article noted that
images that could be bought and sold in a commercial market. the expedition would serve art, science, and commerce, adding,
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“We doubt not that the report of this scientific expedition will
attract thousands of tourists to the country of the Yellowstone.”®
The Herald was correct in recognizing multiple agendas associ-
ated with the Hayden expedition, but even they could not

have anticipated the full impact of the journey. Rarely had art,
science, and commerce joined with politics, as they would in
1872, to legislate a new idea.

Moran’s reason for making the trip was clearly defined:
he was gathering the raw material he would need to compose
images for a wide range of uses. The journal he kept of his
Yellowstone adventure includes detailed descriptions of rock
formations (fig. 3), foliage, and the extraordinary colors of
Yellowstone—all elements that might be incorporated in future
illustrations and paintings. At one point along the trail he
observed that the outlet of a lake passed through “an immense
gorge in the mountains bordered with great cliffs & peaks of
limestone, some of them isolated & forming splendid fore-
ground material for pictures.”’

At the time of his departure Moran could not have known
that William Henry Jackson (fig. 4), a young photographer, would
be his companion through Yellowstone and that the images
they would produce together would have an enormous impact
when they returned east. Jackson had preceded Moran to the
West by several years and had worked with Hayden in the field
the previous summer. Moran, no stranger to photography him-
self (his brother John was a skilled photographer), quickly struck
up a friendship with Jackson. For more than six weeks they
worked together in Yellowstone, selecting the best subjects and
points of view for photographs and sketches. A Jackson photo-
graph of Crystal Falls and a watercolor of the same subject by
Moran confirm that they often worked side by side, each bene-
fiting from the expertise of the other (figs. 5,6).

On 7 August Hayden’s survey party received word that
their military escort had been told to return to Fort Ellis. Moran,
Jackson, and several other members of the group decided to
return as well. Moran noted in his journal, “as the Wonders of
Yellowstone had been seen I concluded to return.”® Arriving in
Virginia City (fig. 7), he was quoted by the Helena Herald as
declaring, “all the phenomena described by Messrs. Langford
and Trumbull have been seen and the half was not told by them.”
The reporter went on:

Mr. Moran pronounced the country the most wonderful region on the
Continent. All the phenomena which elsewhere is found scattered and
distributed over widely separated portions of the globe, is here crowded
into a region which does not exceed eighty miles in length. What Hum-

boldt traveled twenty thousand miles to see, may have been seen at a
glance. Mr. M. has photographic views of the falls, cascades and canyons
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7. Virginia City, Montana,
1871, photograph by
William Henry Jackson,
courtesy Department of
the Interior, Yellowstone

National Park.

8. Castle Geyser and Fire
Hole Basin, 1871, photo-
graph by William Henry
Jackson, courtesy Depart-

ment of the Interior,

Yellowstone National Park.

See also cat. 38.

9. Ferdinand Vandeveer
Hayden, c. 1875, silver

albumen print, courtesy
National Portrait Gallery,

Smithsonian Institution.

of the Yellowstone, and of many points of interest in that vicinity. He is
a landscape painter of very fine powers, and we may expect some result

of his visit to this country within the next year.”

Because Moran was not employed by the survey, he was not
bound by its “scientific” mission. He was not compelled, in other
words, to report literal facts of geography or geology. Rather he
was free to use the drawings, sketches, and photographs he had
assembled (fig. 8) to compose studio paintings for an audience
eager to see more of Yellowstone following the enticements
Scribner’s had offered the previous year.

Shortly after returning to the East, Moran moved with
his family to Newark, New Jersey. It has been suggested that the
move was prompted by Moran’s wish to be closer to Richard
Watson Gilder, his link to Scribner’s Magazine.** This may be
true, for Moran moved just a few doors away from Gilder and
nearly as close to Alexander Drake, the art director for Scribners.
Recognizing the financial potential in providing a successful
magazine with commissioned illustrations, he positioned him-
self to take advantage of the new market. At the same time,
he was preparing to challenge Albert Bierstadt, long the domi-
nant figure in.western landscape painting, with an enormous
Yellowstone canvas.

Moran quickly became his own best publicist. Early in
October 1871, the Newark Daily Advertiser reported that Moran
was about to become a resident and that he had just returned from

an expedition to Yellowstone, bringing with him “the most remark-

able portfolio, perhaps, that it has ever fallen to the lot of an
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artist to fill.” Noting that illustrations of Yellowstone had appeared

in Scribner’s and had inspired “incredulity,” the reporter declared:

Mr. Moran assures me that they fall modestly short of the vast fantastic
freaks of Nature which they attempt to represent.... Mr. Moran says he
could only describe it as a country bespattered with rainbows. It seemed
unreally strange, like a dream-land, and he could hardly believe at times
that he was not in a drcam instead of an exploring expedition. He fears
that he will need strong affidavits to defend his pictures against the charge
of exaggeration. The wonderful brilliancy of his mineral specimens, con-
firm, however, on a small scale, both description and picture. It is a very
happy fortune that this ferra incognita is to be introduced to the cyes of
men by an artist of Mr. Moran’s extraordinary genius for natural scenery.
Those best acquainted with his works anticipate that the new pictures
will take a rank in American Art as eminent as the subjects they illus-
trate hold among the characteristics of the American continent. He will
immediately settle down to his work in Newark, N.J., and some time
next year, I suppose, the world of art will be agog with the freshest and

richest scnsation it has enjoyed for some time. !

Moran had succeeded in setting the stage for the debut of his
most ambitious painting.

While Moran began to work on his Yellowstone picture
in Newark, F. V. Hayden (fig. 9) had undertaken a promotional
campaign of his own in Washington. Preparing the survey report
he was required to present to Congress, Hayden was also involved
in the initial discussions that eventually led to the formation of
Yellowstone National Park. As early as January 1872 Washington
newspapers began to report that a bill providing for such a park
was “under consideration” in Congress.'? In one notice a mem-

ber of the Committee on Public Lands was quoted as saying



“it was thought best to pass this bill at once, before any private
claimants could lay title to any portion of the land.”"* In Feb-
ruary Scribner’s published an article by F. V. Hayden titled
“Wonders of the West: More about Yellowstone.” In his update
on Yellowstone Hayden
pressed his cause: “Why
will not Congress at once
pass a law setting it apart
as a great public park for
all time to come, as has
been done with the not
more remarkable wonder,
the Yosemite Valley?” !
By the end of Feb-
ruary, in an astonishing

display of expeditious

deliberation, both the Sen-
ate and the House had
agreed to the proposal. On 1 March the bill was passed, and the
following day it was signed by President Ulysses S. Grant. Years
later William Henry Jackson wrote that during the Yellowstone
debate “the watercolors of Thomas Moran and the photographs
of the Geology Survey [ Jackson’s] were the most important
exhibits brought before the Committee”; he quoted histo-

rian Hiram M. Chittenden’s supporting opinion:
“They did a work which no other agency could
do and doubtless convinced every one who saw
them that the regions where such wonders
existed should be carefully preserved to the
people forever.” ' If, as Jackson wrote,
Moran’s Yellowstone watercolors were
instrumental in the formal establishment of
the national park, they also served as an
appetizer for the large oil painting Moran
would place on exhibition in Washington
just a few weeks later.

Ten days after the Yellowstone bill
passed, Moran reported to Hayden that his large
picture was “more than half finished.” He apologized
for not sending the painting Hayden had commissioned
but insisted, “It was of the first importance to me to get the
big picture out before any one else dabbled with the subject.” ¢
Like a miner laying claim to the mother lode, Moran was anx-
ious to make public his artistic deed of ownership. Well before
his Yellowstone painting was finished, Moran welcomed visitors

to his studio: “several art-critics went over to the Newark studio
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of Thomas Moran, an artist of considerable local fame, to see
an immense picture upon which he is at work illustrating the
Grand Canyon of the Yellowstone, and they returned very enthu-
siastic about it.... The connoisseurs who have seen this picture
declare that it is superior to Bierstadt’s Yosemnite and that Moran
is certainly the coming man in art.”'” Another lengthy descrip-
tion of the work-in-progress concluded: “this remarkable picture
[is] a great and so far successful effort to depict for us the cul-
minating wonder of a region new and strange to us, as different
in all its pictorial elements for form and color, as if it were a
sudden revelation of another world, governed by other laws than
those of the nation which we know.”'® Moran continued to work
on his Yellowstone painting through April, all the while enter-
taining visitors, including several members of the board of direc-
tors of the Northern Pacific Railroad who had a vested interest
in the commercial potential of Yellowstone. "
Moran had been so successful in engineering advance
publicity for the painting that he must have been disappointed
with its first showing in New York. Grand Canyon of the Yellow-
stone (cat. 41) was displayed in the exhibition room of Leavitt
and Co. auctioneers on 2 May 1872. The viewing was private,
brief, and unusual. Clarence Cook, art critic for the New York
Tribune, later reported that the picture was poorly shown, flanked
by “two tables filled with a forlorn collection of miscella-
neous books waiting their turn to be knocked down
to the lowest bidder.... There were no flowers, no
birds in cages, no delicately printed programmes,
no tin tubes, no drapery. A zealous friend,
going to the hall in the afternoon to see how
things were getting on, was troubled in
spirit to find the picture in its bare frame
standing up against a back-ground of noth-
ingness.”? In describing the less-than-
favorable viewing conditions, Cook seized
the opportunity to skewer subtly Bierstadt
and other artists whose private viewings of
important paintings were indeed often replete
with flowers, birds, and tin tubes. Moran need
not have worried about the details of presentation,
however, for Cook went on to praise his painting in lavish
terms: “In truth, there was no need of any decorations or
allurements. The people who came to see this picture came from
curiosity or interest, and the picture kept them there by its own
intrinsic truth, sublimity, and beauty. Next to Church’s ‘Niagara’
—for to that noble picture the first place must long be given—

next to Church’s masterpiece, Mr. Moran’s ‘Great Caion of the
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Yellowstone’ will, we are sure, be received by the best judges
in America as the finest historical landscape yet painted in this
country.”?!

According to Cook, F.V. Hayden was present that evening,
and “in an impromptu description of the picture given at the
request of many persons present, showed, point by point, the
artist’s devoted adherence to facts.” Echoing Hayden, Cook
wrote: “color, form, space, proportion, all were true; if the picture
had no other merit it had this, that a mine of scientific illustra-
tion is to be found in it.”?? Noting that scientific fact could as
easily be found in photographs and maps, however, Cook declared
that a work of art must offer more—it must reflect imagina-
tion. This he declared he found in Moran’s painting. For young
Thomas Moran, who had boldly challenged Bierstadt at his own
game, Cook’s review served as an important stamp of approval.

Just before Moran exhibited Grand Canyon of the Yellow-
stone in New York, a Newark newspaper reported that the pic-
ture would also be placed on view in Washington, adding that it
“ought to become the property of the government.” It is not
clear who initially proposed offering the painting to the federal
government or when the campaign began, but once it was under
way, Moran played an active role in the sales effort.

On 9 May 1872, approximately two months after the pas-
sage of the Yellowstone Park bill, Grand Canyon of the Yellowstone
went on public view at the Smithsonian. Almost immediately
Moran began lobbying for exhibition space in the Capitol, and
less than two weeks later he had succeeded in placing the picture
in the “old Hall of Representatives where every member of Con-
gress will see it.”?* At the same time he entertained another invi-
tation: “Major Powell of the Colorado expedition sent for me
this morning and offers to take me with him this summer and
pay my R.R. fare from Chicago to Salt Lake City and back and
provide everything during the expedition and give me ss00 for
a picture of the Grand Caifion of the Colorado.”*

At mid-century four important survey expeditions were
under way. Led by John Wesley Powell, Clarence King, George
Wheeler, and F. V. Hayden, the expeditionary forces were charged
with mapping and measuring the Far West for commercial as
well as scientific purposes. Although sponsored by the federal
government, each survey was dependent on annual funding. Thus
Powell, King, Wheeler, and Hayden were forced to compete with
one another for congressional allocations. In 1872 Hayden took
full advantage of the attention Moran’s Yellowstone images had
garnered to promote his own plans for future survey activities—
a tactic not lost on his competitors. Within a short time Moran

received invitations to travel west from Powell, King, and Wheeler,
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further testifying to the impact of his Yellowstone paintings.
Moran had won, in effect, an open ticket for travel west with
any survey party.

In June 1872 Congress purchased Grand Canyon of the
Yellowstone for s10,000. Weeks of promotional effort by Moran,
Hayden, and others had, quite literally, paid off. After a short
eastern tour, the painting was installed in the Capitol, the first
landscape to enter its collection. Much has been written about
the composition, color, and “geology” of the painting both by
Moran’s contemporaries and by modern art historians (see cat.
41). Equally important is the manner in which Moran sought
to balance the often opposing mandates of art and science. As
already noted, Moran had declared himself unfettered by any
slavish adherence to facts. His was an art inspired as much by
the imaginative nature of poetry as by the literal lay of the land.
Yet contemporary reviews of the painting, often quoting Hay-

den, praise the “accuracy” of the picture:

The perfect success which Mr. Moran has achieved in this wonderful
painting is due to a happy and, we believe, unique combination of gifts
and acquirements. It is evident that the painter of this picture possesses
in a high degree the poetic instinct, as well as entire familiarity with
nature. He not only understands the methods of art but the processes
and work of nature, so far as the faithful interpreter of natural scenery
must know them. In all the rush of enthusiasm and glow of artistic power,
he seems never to forget the faithful manipulation by which absolute
truth is caught and fixed in the splendor of picturesque art. It is noble
to paint a glorious and inspiring poemy; it is satisfying to render nature
with firm mastery of technical detail. In “The Grand Canon of the
Yellowstone” Mr. Moran has done both. 2

Moran’s early success lay in his ability to manipulate truth and
art. In large measure he did so by employing a cultural voca-
bulary that was born as much of literature as of painting, a
vocabulary widely understood by his contemporaries.

Universally praised for their contributions to science, the
western survey expeditions also carried the romantic overlay of
the sacred pilgrimage, the poetic quest. Thus it is not surprising
to find Nathaniel Langford, in the first important article on
Yellowstone, reporting that during a particularly difficult trek
through fallen trees and underbrush a member of his party was
reminded of lines from Byron’s Childe Harold: “There is a plea-
sure in the pathless woods,/ There is a rapture on the lonely
shore.”?” For all his inventive gifts, however, even Byron could
not have imagined a landscape as bizarre and wondrous as Yel-
lowstone. As locus for an American version of the heroic quest,
Yellowstone challenged even the phantasm of Coleridge.

Like costume dramas, the survey expeditions were often

clothed, descriptively, in the language of romantic poetry. Even
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10. Pack Train of the
U.S. Geological Survey,
1871, photograph by
William Henry Jackson,
courtesy Department
of the Interior, Yellow-

stone National Park.
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the expedition leaders, scientists to the core, were steeped in the
language of Shelley and Byron, Longfellow and Scott.2* The
great western surveys, enterprises as commercial and political as
they were scientific, became secular pilgrimages—a uniquely
American variant on a European model. Thus Jackson’s photo-
graph of the expedition party en route to Yellowstone (fig. 10)
resembles nothing so much as a buckskin version of Chaucer’s
pilgrims setting out for Canterbury.

Like others of his age, Moran was both a sclf-proclaimed
romantic and a shrewd businessman. Keenly attuned to the mar-
ket, he skillfully cast what Langford described as the “profound
and solemn solitude” of Yellowstone’s grand canyon into an image
that simultaneously celebrated the American landscape and the
heroics of the ultimate secular pilgrim—the expedition scientist.
In Grand Canyon of the Yellowstone, his large painting of solitude
redefined, Moran placed Hayden, pilgrim/poet/scientist, on a
rocky precipice above a geologic timetable. Unlike Shelley’s
Alastor or Byron’s Childe Harold, who struck melancholy poses
among the ruins of civilization, Hayden contemplates both an

ancient past and a promising future. It was Hayden, after all,
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who championed the National Park bill by skillfully demonstrat-

ing the mutually beneficial interests of science and commerce.

And it was Moran who knew how to construct a picture—how
to marshall what he had learned from teachers as varied as Turner
and Byron—to create an image described by his contemporaries

as both a document and a poem.

Colorado Chasm

On 28 June 1873 Moran wrote to F. V. Hayden to advise him that
despite earlier plans he would not be joining Hayden’s survey
party that summer. Concerned that Hayden might not reach the
Grand Canyon as initially proposed, Moran explained that he
had already “made a number of contracts to furnish pictures

of the region, amounting in all to about 100,” and thus could not
risk failing to see the site before fall, when he would need to
begin work on the commissions; Moran would be traveling to the
Grand Canyon with John Wesley Powell instead.?” By this time
he had seen photographs of the Grand Canyon taken on George
Wheeler’s recent expedition, and he clearly recognized that the

landscape offered rich “material for pictures.”3
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11. John Wesley Powell,
courtesy National Archives,
Washington, DC.

Early in July Moran set out on his second major trip
west, expecting to reach “the cafions” about 15 July. Inhospitable
terrain made travel difficult, however, and it was not until early
August that Moran stood above the Colorado River on the
rim of the Grand Canyon for the first time:

It was by far the most awfully grand and impressive scene that [ have
ever yet seen.... Above and around us rose a wall of 2000 feet and below
us a vast chasm 2500 feet in perpendicular depth and % a mile wide.

At the bottom the river, very muddy and seemingly only a hundred feet
wide, seemed slowly moving along but in reality is a rushing torrent
filled with rapids. A suppressed sort of roar comes up constantly from the
chasm, but with that exception every thing impresses you with an awful
stillness. The color of the Great Cafion itself is red, a light Indian Red,
and the material sandstone and red marble and is in terraces all the way
down. All above the cafon is variously colored sandstone, mainly a light
flesh or cream color and worn into very fine forms. I made an outline
and did a little color work but had not time nor was it worth while to
make a detailed study in color. We made several photos which will give
me all the details I want if I conclude to paint the view.?!

For several days Moran, Powell, and their companions pursued
different “views” of the canyon from various points along the
rim. By mid-September Moran had gathered the sketches, color
studies, and photographs he needed for the staggering amount
of work he had outlined in a letter home: “70 drawings for Pow-
ell, 40 for Appleton, 4 for Aldine, 20 for Scribners all from this
region, beside the water colors and oil pictures.”??

Once back in Newark, and though pressed to complete
the many illustrations for which he had accepted commissions,
Moran wasted little time in setting to work on the large paint-
ing he would soon describe as a “companion” to his Yellowstone
picture. By 25 November he had “finished the design for it in
charcoal.”® On Thanksgiving Day John Wesley Powell visited
the artist and was “delighted” with the work, which Moran had
begun to call “Chasm of the Colorado.”

In his ledger Moran wrote that he began to paint Chasm
of the Colorado (cat. 47) in January 1874. On a canvas the same
size as his Yellowstone picture, Moran created a second western
landscape that he clearly intended to market as a pendant to the
Yellowstone painting purchased by Congress. Again well before
the painting was finished, he launched his promotional campaign.
By late January he had left a photograph of the picture (probably
the finished charcoal) with a Washington friend, who promised
to forward it to the Honorable Marcus L. Ward, representative
to Congress from Newark. ¥

When he had completed Chasm of the Colorado, Moran
followed the same exhibition pattern he had established with
his Yellowstone painting. On 30 April he welcomed friends and

neighbors to a private viewing in Newark. The following day
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the picture was placed on public view for the first time. In what
may be the first review, the art critic for the Newark Daily
Advertiser recalled that when Moran first exhibited his earlier
Yellowstone painting the work had been described as a “brave
picture.” According to the Advertiser’s critic, “brave” was the
appropriate adjective because “in its very truth of coloring it
seemed to be an absurdity.”3* Conceding that Moran had not
exaggerated the color of Yellowstone, the reviewer applied the
same adjective to Chasm of the Colorado. In this instance the
“bravery” was defined as Moran’s attempt to capture the enor-
mous expanse and depth of the canyon—a canyon unlike any
other Moran’s contemporaries had ever seen.

Early in May Moran placed the picture on exhibition in
New York.%” Lengthy reviews quickly followed. More than one
critic described the landscape as a view of hell and the literary
precedent as Dante’s Inferno: 3 “The scene is a tumultuous and
even appalling chaos of cliffs and chasms, a wildly-broken plain
of cyclopean rocks without a tree or shrub to vary its savage
grandeur. Midway in the picture, through a deep rift in the rocks,
one traces far below the narrow thread of the Colorado; while
in the near foreground are frightful chasms reaching to un-
known depths. These dark abysms seem fairly infernal; it is as
if hell itself were gaping.... Altogether, it is the wildest, and,
we may say, fairly diabolical scene man ever looked upon.”3

Following its New York debut, Moran shipped Chasm of
the Colorado to Washington, where it was displayed at the Cor-
coran Gallery of Art. As early as 13 June the Washington Evening
Star declared that “this picture ought to be owned by the gov-
ernment as a companion to the Yellowstone landscape.”* In
nearly record time the deal was done, and on 14 July the Szar
reported that Congress, “on the unanimous recommendation of
the Joint Committee on the Library,” had purchased Chasm
of the Colorado for $10,000.*! As a lobbyist, Moran had proven
himself extraordinarily able.

As noted above, Chasm of the Colorado had been described,
shortly after its public debut, as a “brave” picture. The word is
apt and perhaps more resonant than initially intended. Chasm of
the Colorado is not a “pretty” picture; nor is it comforting. Indeed
one critic declared that “standing before the painting, the first
impression is of chaos.... There is no sign of life anywhere—no
human interest; not even a bird flecks the sky, nor so much as a
lizard crawls on the pitiless rocks. Here and there a few stunted
clumps of olive-green sagebrush or rugged mesquit bushes appear
to enhance the forlornness of this utter solitude. It is awful.”*
The “solitude” perceived here is much removed from the

solitude earlier commentators had praised in Moran’s Pre-



Raphaclite paintings of forest interiors. In the Grand Canyon
Moran had found a landscape capable of inspiring that “frisson”
of terror that stalwart romantics had pursued for decades—Dboth
in literature and life—often in the mountain passes of the Swiss
Alps. In a striking twist on European precedent, however, Moran’s
flirtation with terror comes from looking into the depths of the
earth rather than scaling its heights.

Thus Dante’s journey into the depths of hell provided the
metaphor most frequently used by those attempting to describe
Moran’s newest painting. Writing for the Atlantic Monthly,

Clarence Cook invoked the Italian poet:

The subject of this important work is the chasm or pit worked by the
Colorado River in the sandstone rock over which it flows at this point....
The landscape of Mr. Moran’s first picture was equally awful and deso-
late with that shown us in the present work, but its terror was lessened
by the beauty and variety of the color with which nature veiled her work
of change and destruction. Here, we have no such charm. We are led
into a region where the eye has hardly a resting-place, no resting-place,
in fact, unless it be turned upward to the sky. For this serene heaven—
serene except where in one portion it darkens with the wrath of thunder
clouds and the stream of deluging rain—1looks down upon the very pit
of hell. Only Dante’s words seem fit to describe this scene.*3

Dante’s descent through the circles of hell was but the first part
of a longer journey through purgatory to paradise. It was a poetic
pilgrimage well known to Moran’s contemporaries and thus a
useful metaphoric touchstone
for those attempting to
describe the unusual character
of the Grand Canyon. In his
review Cook posed a rhetorical
question: “Did Dante in his
wanderings ever see such a
country? Perhaps Vesuvius or
Etna might show something
as full of fear if one climbed
down into their craters. But
even there, the limited area of
the desolation would not allow
the mind to forget utterly the
supreme loveliness of the
nature that lies so near. Here
there is no loveliness for hun-
dreds of miles, nor anything on which the healthy human eye
can bear to look (the scientific eye excepted).”* Touching on the
enterprise of American science, the reviewer placed the expe-
dition scientist, the secular pilgrim, within a European literary

tradition that was centuries old. Never mind that the grail was
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as commercial as it was scientific; the visual and verbal vocabu-

lary were born of poetry.

“The Great Fact”

In the summer of 1873, determined to reach the Grand Canyon,
Moran had selected as his guide, John Wesley Powell (fig. 1),
the survey leader whose account of his harrowing journey down
the Colorado River in 1869 had already made him famous. Five
years after he led Moran to the rim of the Grand Canyon, Powell
published one of the most farsighted and sobering documents
ever issued by the U.S. Government Printing Office: Report on
the Lands of the Arid Regions of the United States. In his study
Powell wrote candidly about the scarcity of water in the West
and the ramifications this unavoidable fact would have for future
development. Powell’s message was not the one railroad promo-
ters and other western boosters wanted heard. Developers of all
types, eager to encourage settlement, had long trumpeted the
Far West as Nature’s garden. Yet Powell, though attacked for
the candor of his report, was not alone in his assessment. Five
years earlier Justin E. Colburn, a correspondent for the New
York Times and Moran’s traveling companion on his way to join
Powell at the Grand Canyon, had raised similar alarms. From
several points along his journey west Colburn had sent letters

to the Times (see Appendix 3), describing in particular the deso-
late landscape of the Plains and Southwest. Although he had
not intended to “write one word” about the landscape between
Omaha and Ogden, because the route of the Union Pacific
Railroad had been so frequently described, he found that his
“impressions and expectations, formed from reading,” were “so
at variance with the truth, and the facts so different from the
notions that extensively prevail that something new to many
readers seems quite possible to be written.”

Colburn had unexpectedly stumbled upon the rhetorical
gap between the western “garden” described in promotional litera-
ture and the bleak landscape he saw out the window of the train
on which he traveled west: “When one goes to sleep at night of
the first day from Omaha, the last arable land on the whole jour-
ney has been seen. The supper-station, Grand Island, is on the
verge of “The Great American Desert’ of the maps of fifteen to
twenty years ago. The train has entered the rainless realm where
drouth and aridity hold indisputable sway. This is the great fact,
the fact gigantic in proportions when considered in its econo-
mical aspects and its importance to the American nation.”

For Colburn, Powell, and a handful of others water was
the critical economic, political, and social issue of the West. Water,

as one reviewer noted, also played a central role in Moran’s Grand



1871 —1880: Breakthrough

12. Mountain of the Holy
Cross, 1873, stereograph
by William Henry Jackson,
Collection of Leonard A.
Walle.

13. Thomas Moran, Holy
Cross Trip— Camp Vexation,
12 August 1874, graphite,
courtesy Jefferson National
Expansion Memorial,

National Park Service.

Canyon of the Yellowstone and Chasm of the Colorado: “Although
the places depicted in the two paintings are several hundred miles
apart, and though the geological structures of the two are widely
different, there is yet a superficial resemblance between the two
subjects, owing chiefly, no doubt, to the fact

that in both we are shown the tre-
mendous action of water, first, in
denuding a vast tract of country,
and then in boring and cutting
its way down to a lower level
through immensely thick layers
of stratified rock.”* Many of
Moran’s contemporaries saw
Dante’s hell in Chasm of the Col-
orado, but others saw a geologic
textbook in which the chief pro-
tagonist was water: the mighty
Colorado River, a silver thread

at the center of the picture, the
roiling thunderstorm at the left,
and the hot, steamy mist rising
from the canyon walls.

Following his initial visit
in 1873, Moran returned to the
Grand Canyon many times.

Over a period of five decades he
created hundreds of Grand Canyon images, but perhaps none
as richly complex as Chasm of the Colorado, for woven together
in this single image are threads of epic and romantic literature,
of ancient pilgrimages and modern expeditions, of art and sci-
ence. Fortunate in his companions, Moran reaped the rewards of
Powell’s experience and Colburn’s candor. Dante’s Virgil could

not have served him better.

Mountain of the Holy Cross
On 14 March 1874, before he had finished Chasm of the Colorado,
Moran deposited a photograph at the copyright office in Wash-
ington, D.C., that allowed him in effect to stake visual claim
to the subject of his next major painting, Mountain of the Holy
Cross (cat. §3).% At the time he had not yet seen the mountain
with the cross of snow. As had been the case with the Yellow-
stone and Grand Canyon subjects, Moran saw images created
by others—field sketches and photographs—and quickly recog-
nized the aesthetic and economic viability of a new subject.
During the summer of 1873, on the Hayden expedition
that Moran had declined to join, William Henry Jackson had
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taken his first photographs of Colorado’s Mountain of the
Holy Cross (fig. 12). Located approximately 1oo miles west of
Denver, in rugged terrain, the mountain had long been a staple of
local lore. In August 1873, however, when Hayden and Jackson
settled on their itinerary, few had actually
seen the peak. The journey was difficult
and the weather unsettled, thus
Jackson secured only a few glass
plate negatives. * Yet the result-
ing photographs were enough
to send Moran to Colorado the
following summer.
Traveling first to Denver,
Moran and his companions
set out on a mountain trek that
proved as arduous as that
reported by Jackson the previous
year (fig. 13). By 24 August
Moran was able to write to Mary
that he had seen the moun-
tain and, en route, “one of the
most picturesque waterfalls”
he had ever observed. Already
composing his Holy Cross
painting, at least in his mind,
Moran declared that he would
“use” the waterfall “in the foreground of the picture.”*

Pleased that Colorado’s legendary mountain might soon
become the subject of a painting by Moran, Denver’s Rocky Moun-
tain News reported: “Mr. Moran made a portfolio of sketches,
including the Holy Cross, from which he intends to make paint-
ings, the principal one to be of the Cross. Mr. Moran pronounces
the view which is obtained from that locality one of the grandest
he has ever seen, and says that no better subject could be pre-
sented for the pencil and brush of the artist.”*

By early September Moran had returned to Newark.
Though clearly eager to stake claim to another spectacular west-
ern landscape, Moran may have had difficulty balancing his
commercial commitments with his wish to undertake a major
new painting, for Mountain of the Holy Cross was not completed
until April of the following year. Once again the artist invited
friends and neighbors to a private viewing. Shortly thereafter
the Newark Daily Advertiser described the finished painting as
“grandly successful.”*

By 1875 Moran was far more experienced in the subtleties

of marketing a major painting than he had been in 1872 when



Grand Canyon of the Yellowstone was first shown in the company
of used books. Following the private viewing in Newark, Moran
placed Mountain of the Holy Cross on exhibition at Schaus Gal-
lery in New York. A privately printed exhibition announcement
stated that Moran had “penetrated this wilderness and made the
studies for the picture” the previous summer. On 10 April the
New York Times declared the painting “decidedly superior to
either of the two former pictures of western scenery painted by
Mr. Moran.... In its general treatment, “The Mountain of the
Holy Cross’ reminds us strongly of the studies of Calame, that
almost unrivaled painter of wild mountain scenery, though at
the same time we fully recognized the fact that Mr. Moran’s
work bears the unmistakable stamp of originality and we think
that it will unquestionably take rank as one of the finest exam-
ples of American landscape art that has yet been produced.”*!
The comments were perceptive, for Moran's western paintings
were very much rooted in European tradition. Alexandre
Calame was the recognized master of European mountain
landscapes at mid-century, thus the
link with Moran was offered as a
compliment.>?

It is not clear if Moran
intended to undertake a third lobby-
ing campaign to sell his latest
picture to Congress. It is certain,
however, that by early June he had
arranged for the painting to be
placed on exhibition in Washing-
ton at the Corcoran Gallery. Cor-
coran records indicate that Moran
offered the picture to the gallery
shortly after it arrived, but the
Corcoran declined to purchase it. %
If Moran also attempted to pro-
mote the painting to members of
Congress, the effort came to
naught, for by early November the
work was on view in Boston, where
it remained through December. >

In 1876, during the celebra-
tion of the nation’s centennial,
Moran attempted to bring together his three great western land-
scapes: Grand Canyon of the Yellowstone, Chasm of the Colorado,
and Mountain of the Holy Cross. Hoping to exhibit the three works
in the art gallery of the Centennial Exposition in Philadelphia,
Moran tried to borrow back the two paintings he had sold to
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Congress. Congress refused. Moran was thus thwarted in his
effort to exhibit what had become, in essence, a western triptych.

In addition to other works by Moran, Mountain of the
Holy Cross was shown at the exposition, where it received an
award but did not sell. In 1879, when Moran sent the painting to
London for exhibition, it remained unsold. Early in 1880, how~
ever, the picture was purchased by Dr. William Bell, an English
physician and railroad entrepreneur. Eventually the painting
was installed in the home that Bell maintained in Manitou,
Colorado, and therein lies the tale of the ultimate redefinition
of the religious pilgrimage and the quest for the grail.

William Bell was a founding member of the consortium
that built the Denver and Rio Grande Railroad, a line that ran
between Denver and Mexico City. Like Jay Cooke, chief financier
of the Northern Pacific Railroad, Bell saw prosperity ahead if
potential passengers could be lured to stops along the railroad
line. Just as Cooke stood to profit from the public’s fascination
with Yellowstone, Bell saw profit in promoting the therapeutic
properties of the mineral water
located at Colorado Springs and
Manitou, two newly established
communities on the rail line
south of Denver. Soon dubbed
the “Saratoga of the West,” the
area became an attractive desti-
nation for well-to-do invalids
and their families.

By the time Bell installed
Mountain of the Holy Cross in
Manitou, the painting was nearly
as famous as the fabled waters.
Tronically, the overt religious
symbolism of the picture—sym-
bolism that may have rendered a
sale to Congress difficult, if not
impossible—was precisely the
message Bell wished to convey.
When Moran decided to recon-
figure the topography of the
landscape near the Mountain of
the Holy Cross and “use” the
waterfall he had sketched on his journey in the foreground of his
painting, he created an image in which “holy” water seemed to
be streaming from the mountain with the cross of snow. Wise in
the ways of the market, Moran undoubtedly recognized in the
Mountain of the Holy Cross a geographic anomaly that would be
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14. Albert Bierstadt,
photograph by Napoleon

Sarony, New York.

15.Chamber of the House
of Representatives, U.S.
Congress, before 1901,
with Bierstadt’s Settlement
of California— Bay of
Monterrey and Discovery
of the Hudson River
installed at the left and
right of the Speaker’s
podium, courtesy Archi-
tect of the Capitol, Wash-
ington, DC.

widely interpreted as a natural sign of divine favor—one of the
central tenets of nineteenth century American social, political,
and religious thought. Bell took the symbolism further, squeez-
ing from the image railroad tickets and water treatments. Twice
a week he opened his home to pilgrims who wished to

look upon Moran’s painting before making their way
to the water cure. Throughout his career Moran’s
best patrons were often those who had something

to sell along the iron tracks of a railroad line.

Head to Head

From the time A.B. Nettleton of the Northern
Pacific Railroad first suggested that Moran
would “surpass” Bierstadt (fig. 14) if he had the
opportunity to visit Yellowstone, the names of the
two artists were often linked. Although only seven years
older than Moran, Bierstadt had succeeded in establishing him-
self at such a young age that the two seemed to be of different
generations. It was Bierstadt who had dazzled American and
European audiences with enormous paintings of the Rocky

Mountains and the Sierra Nevada during the 1860s. And it was

(1a)

Bierstadt who, in 1863, had sold 7he Rocky Mountains, Lander’s
Peak, for an astonishing $25,000. In aspiration and temperament
the two artists were very different men. Yet in 1878 they very
nearly came to blows. Not surprisingly, the issues were money
and government patronage.
In 1872, when Congress purchased Moran’s
Grand Canyon of the Yellowstone, the $10,000 price
was widely reported. In 1874 the purchase of
Chasm of the Colorado for the same sum also
became a news event. Undoubtedly many artists
took note of such congressional largess. But
Bierstadt may have paid particular attention to
such reports, for he had been attempting to reap
similar rewards from Congress for several years.
As early as 1866 Bierstadt had begun a cam-
paign to win the commission for two paintings to be
placed on either side of the Speaker’s platform in the House of
Representatives. Originally he had proposed filling the coveted
spots with western landscapes: a Rocky Mountain scene and a

Yosemite view. As an alternative he suggested paintings illustrat-

ing important events in American history—the discovery of the
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Hudson River, for example. Bierstadt may have doomed his own
proposal, however, by asking for the enormous sum of $40,000
per painting. Subsequently, declaring the “honor” worth some-
thing, he indicated he would reduce the price to $30,000 for each
picture. The Library Committee viewed both proposals as outra-
geous and decided to shelve the issue for an indefinite period.**

The purchase of the Moran paintings several years later
revived Bierstadt’s interest in the commission for the House
chamber, and by late fall 1874 he had succeeded in installing two
of his paintings, Discovery of the Hudson River and Autumn in the
Sierras, in the House of Representatives (fig. 15). Covering all
bets, he chose to offer a traditional history painting and a west-
ern landscape. The sketches for Autumn in the Sierras had been
completed on an expedition to California with Clarence King, a
circumstance that may reflect Bierstadt’s awareness of the role
Hayden and Powell had played in the successful sale of Moran’s
paintings. In March 1875 the Library Committee voted to pur-
chase Bierstadt’s Discovery of the Hudson for s10,000. No appro-
priation was made for the Sierra picture. Bierstadt may have
been advised that current opinion favored a second history sub-
ject rather than a landscape, for shortly thereafter he began
Settlement of Ca/iﬁ)rnz'a—Bay of Monterey, 1770.

News of the purchase of one Bierstadt painting and the
rejection of another undoubtedly reached Moran without delay.
Both artists knew that one panel in the House chamber remained
to be filled, and both determined to win the prize. In February
1878 a disagreement had broken out over the continued exhibi-
tion in the Capitol of a privately owned painting. Favoritism was
implied when a petition from a second artist who wished to hang
a picture in the Capitol was rejected.*® The principals were Bier-
stadt, whose Discovery of California had hung unpurchased in the
House chamber for more than two years, and Moran, who wanted
to offer a newly completed painting, Ponce de Leon in Florida
(cat. 54), as a candidate for the remaining space in the House
chamber. Unsuccessful in his attempt to dislodge Bierstadt’s paint-
ing, Moran arranged for his picture to be shown at the Corcoran.
The rancor continued, and late in June supporters of both artists
were lobbying Congress.*” Bierstadt won the battle, less on merit
than on the compromise premise that Congress had already pur-
chased two paintings by Moran and only one by Bierstadt.

Neither artist emerged from the competition unscathed,
but the most unfortunate result may have been that in seeking
government patronage both felt compelled to abandon the
panoramic western landscapes that had brought them great
success and to turn instead to history paintings—a genre for

which neither had demonstrated any special gifts.
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West Again

Setting aside the disappointment he must have felt at the out-
come of his skirmish with Bierstadt, Moran quickly made plans
to return west. Accompanied by his brother Peter, Moran was
clearly on a mission to collect new material for pictures. Surviv-
ing sketches indicate that Thomas and Peter traveled to Donner
Pass in the Sierra Nevada range and sketched near Lake Tahoe
and Salt Lake City before turning north toward Fort Hall and
the Snake River country of Idaho. It was during this trip that
Thomas Moran sketched the Teton Mountains for the first
time. Several years earlier F. V. Hayden had named one of the
Teton peaks “Mount Moran” in his honor. At the end of the
journey Moran returned to Green River and the same railroad
station where his western odyssey had begun eight years earlier.
During that short period of time he had achieved a measure of
success most of his contemporaries would never know. He had
staked visual claim to two of the most phenomenal landscapes
on the American continent: Yellowstone and the Grand Canyon.
Inevitably, every other painting of those geologic wonders would
be judged against his standard.

Extraordinarily productive, both as an illustrator and as a
painter, Moran had captured the attention of the public and the
press with his Jarge western landscapes. Carefully composed and
skillfully executed, Grand Canyon of the Yellowstone, Chasm of
the Colorado, and Mountain of the Holy Cross had become iconic
images by the end of the decade. Inextricably linked to political,
commercial, scientific, and social issues, the paintings came to
reflect much more than aesthetic concerns. Moran’s western
triptych may in fact be seen as one of the most powerful state-
ments ever made regarding land use. Simultaneously embraced by
those who won legislative approval for the concept of “national
parks” and by those who actively promoted settlement of the
West, Moran’s images were compelling enough to validate the
proposition that both conservation and commerce were well
served when landscapes as spectacular as Yellowstone and the

Grand Canyon were left relatively untouched.
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“First Sketch Made
in the West at Green
River, Wyoming”

1871, watercolor
8.9x19.7 (3%2x 7%)
Gilcrease Museum,

Tulsa, Oklahoma
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YELLOWSTONE NATIONAL
PARK WATERCOLORS
CATALOGUE NOS. 11-22

WE LATELY TOOK great pleasure in
looking over a number of sketches made
by Mr. Thomas Moran in the Yellow
Stone region. They were, of course, ex-
tremely interesting on account of their
entirely unique and picturesque subject
matter. The Geysers, both spouting and
in repose, the singularly-shaped beds of
mineral matter deposited by the springs,
the lovely and lofty terraces built by the
slow and silent action of the waters, the
unfamiliar vegetation and the wild and
broken surface of the land—all these are
features of which any at all adequate
rendering must be interesting. Mr. Moran’s
sketches certainly were so. But their
greatest interest does not lie in their sub-
ject matter so much as in the artist’s own
qualities which they display. The prevail-
ing characteristic of the sketches is not,
as might have been expected, boldness
or brilliancy, but extreme delicacy. The
drawing is necessarily slight, and not
specially remarkable in any regard. But
the color is very beautiful. The effects are
extremely varied and subtle, and most

of the color pure and strong. Mr. Moran

has seized it with facility and fixed it with
precision. There are some water-views,
and some combinations of the strange
rock color, of which we have seldom seen
the equal in refined and firm rendering.
These sketches of Mr. Moran bespeak
the trained perceptions of a gifted and
conscientious artist. He has just finished
a considerable series of drawings from
them for Mr. Jay Cooke. (NY7] 14 May 1873)

BACK IN WASHINGTON, that winter
of 1871—1872, in the proceedings before
Congress for the creation of the Yellow-
stone National Park, the water colors of
Moran and the photographs of the Geo-
logical Survey were the most important
exhibits brought before the Committee.
“They did a work which no other agency
could do and doubtless convinced

every one who saw them that the regions
where such wonders existed should be
carefully preserved to the people forever.”

(Jackson 1936, 157)
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II

Great Springs of
the Firehole River

c. 1871, watercolor
20.6 x 28.3 (8% x 11%)
Department of the
Interior, Yellowstone
National Park

AFTER ENCOUNTERING many ob-

structions, we arrived at the Fire-Hole
Basin, and spent five days in exploring its
wonders, making charts, sketches, pho-
tographs, and taking the temperatures of
the springs. The boiling-point of water
at this elevation is about 192° to 196°. We
ascertained the temperatures of more than
six hundred hot springs in this valley, and
there were as many more that were dying
out, to which we did not think it worth
while to give our attention. Many also
must have been overlooked by us; so that
within an area of about five miles square
we may estimate the existence of about
1,200 to 1,500 springs, with basins of all
sizes, from a few inches in diameter to

three hundred feet. The springs in this

valley are of three kinds, but varying much
in their active power: 1st, those in which
the ebullition occurs only at intervals, and
which may therefore be called intermit-
tent springs; 2d, such as are constantly
boiling and bubbling up, therefore perma-
nent springs; 3d, those whose surface is
always undisturbed, and in which there is
no bubbling or boiling up. The first class
reach the boiling-point only when in
operation—when in a state of repose the
temperature of the water is as low as 150°.
The second class have a temperature equal
to boiling water, or not far below it—

in this region, varying from 180° to 196°.
Some of the largest of the springs are in a
constant state of agitation.... The basin

is about two hundred feet in diameter, and
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the sides of the crater, which have been
much broken down, are about thirty feet
deep. The crater is so filled with dense
steam that it is only at periodical times
that it is cleared away so that one can
catch a glimpse of the seething caldron
below. From one side of it five streams of
water are ever flowing, which in the ag-
gregate form a river ten feet wide and two
feet deep. The delicate shades of coloring
from the iron and sulphur are most finely
displayed upon the surface over which
this water flows. (Hayden 1872a, 395)
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Cinnabar Mountain,
Yellowstone River

20 July 1871, watercolor
26.2 X 35.9 (10 %6 X 14 %)
Department of the
Interior, Yellowstone
National Park
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13

The Yellowstone
Range from near
Fort Ellis

12 July 1871, watercolor
25.7%x34.9 (10Y% x13% )
Department of the
Interior, Yellowstone
National Park
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The Devil’s Slide,
Yellowstone

1871, watercolor

26 x17.8 (10 % x 7)
Department of the
Interior, Yellowstone
National Park
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AFTER TRAVELING six miles over the
mountains above the cafion, we again
descended into a broad and open valley,
skirted by a level upland for several miles.
Here an object met our attention which
deserves more than a casual notice. It was
two parallel vertical walls of rock, project-
ing from the side of a mountain to the
height of 125 feet, traversing the mountain
from base to summit, a distance of 1,500
feet. These walls were not to exceed thirty
feet in width, and their tops for the whole
length were crowned with a growth of
pines. The sides were as even as if they
had been worked by line and plumb—
the whole space between, and on either
side of them, having been completely
eroded and washed away. We had seen
many of the capricious works wrought by
erosion upon the friable rocks of Mon-
tana, but never before upon so majestic

a scale. Here an entire mountainside,

by wind and water, had been removed,
leaving as the evidences of their pro-
tracted toil these vertical projections,
which, but for their immensity, might as.
readily be mistaken for works of art as

of nature. Their smooth sides, uniform
width and height, and great length, con-
sidered in connection with the causes
which had wrought their insulation, ex-
cited our wonder and admiration. They
were all the more curious because of

their dissimilarity to any other striking
objects in natural scenery that we had
ever seen or heard of. In future years,
when the wonders of the Yellowstone are
incorporated into the family of fashion-
able resorts, there will be few of its attrac-
tions surpassing in interest this marvelous
freak of the elements. For some reason,
best understood by himself, one of our
companions gave to these rocks the name
of the “Devil’s Slide.” (Langford 1871, 6—7)
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Gardiner River

July 1871, watercolor
12.7x19.7 (5 x 7%)
Department of the
Interior, Yellowstone
National Park
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15

Warm Springs
Creek, Idaho

1871, watercolor

8.6 x 18.1 (3% x 7%)
Department of the
Interior, Yellowstone
National Park
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Liberty Cap and
Clematis Guich

1871, watercolor
17.5% 25.4 (6% x 10 )
Department of the
Interior, Yellowstone
National Park

18

Yellowstone Canyon

1871, watercolor

26.4 X 35.9 (10% x 14 %)
Department of the
Interior, Yellowstone
National Park
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Sand in the Canyon

1871, watercolor

14.6 x 25.2 (5% x 9'%6)
Department of the
Interior, Yellowstone

National Park
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Crystal Falls

1871, watercolor

27.9 X 20.6 (11 x 8%)
Department of the
Interior, Yellowstone
National Park

NEAR THE FOOT of the gorge the
creek breaks from fearful rapids into a
cascade of great beauty. The first fall of
five feet is immediately succeeded by
another of fifteen, into a pool as clear as
amber, nestled beneath overarching rocks.
Here it lingers as if half reluctant to
continue its course, and then gracefully
emerges from the grotto, and, veiling the
rocks down an abrupt descent of eighty-
four feet, passes rapidly on to the Yellow-
stone. It received the name of “Crystal.”
(Langford 1871, 11-12)
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Tower Creek

1871, watercolor

19.7 x 26.8 (7% x 10 %6)
Department of the
Interior, Yellowstone
National Park

TOWER CREEK IS a mountain torrent
flowing through a gorge about forty yards
wide. Just below our camp it falls perpen-
dicularly over an even ledge 112 feet, form-
ing one of the most beautiful cataracts in
the world. For some distance above the
fall the stream is broken into a great num-
ber of channels, each of which has worked
a tortuous course through a compact body
of shale to the verge of the precipice,
where they re-unite and form the fall. The
countless shapes into which the shale has

been wrought by the action of the angry

waters, add a feature of great interest to
the scene. Spires of solid shale, capped with
slate, beautifully rounded and polished,
faultless in symmetry, raise their tapering
forms to the height of from 8o to 150 feet,
all over the plateau above the cataract.
Some resemble towers, others the spires
of churches, and others still shoot up as
lithe and slender as the minarets of a
mosque. Some of the loftiest of these for-
mations, standing like sentinels upon the
very brink of the fall, are accessible to an
expert and adventurous climber. The posi-
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tion attained on one of their narrow
summits, amid the uproar of waters, and
at a height of 250 feet above the boiling
chasm, as the writer can affirm, requires
a steady head and strong nerves; yet the
view which rewards the temerity of the
exploit is full of compensations. Below
the fall the stream descends in numerous
rapids, with frightful velocity, through a
gloomy gorge, to its union with the Yel-
lowstone. Its bed is filled with enormous
boulders against which the rushing waters
break with great fury. (Langford 1871, 8—9)
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In the Grand Canyon
of the Yellowstone

July 1871, watercolor
19.5 x 12.7 (716 x 5)
Department of the
Interior, Yellowstone
National Park

FROM A FIRST view of the cafion we
followed the river to the falls. A grander
scene than the lower cataract of the Yel-
lowstone was never witnessed by mortal
eyes. The volume seemed to be adapted
to all the harmonies of the surrounding
scenery. Had it been greater or smaller

it would have been less impressive. The
river, from a width of two hundred feet
above the fall, is compressed by converg-
ing rocks to one hundred and fifty feet,
where it takes the plunge. The shelf over
which it falls is as level and even as a work
of art. The height, by actual line measure-
ment, is a few inches more than 3350 feet.
It is a sheer, compact, solid, perpendicular
sheet, faultless in all the elements of
grandeur and picturesque beauties. The
cafion which commences at the upper fall,
half a mile above this cataract, is here a
thousand feet in depth. Its vertical sides
rise gray and dark above the fall to shelv-
ing summits, from which one can look
down into the boiling, spray-filled chasm,
enlivened with rainbows, and glittering
like a shower of diamonds. From a shelf

protruding over the stream, 500 feet below

the top of the cafion, and 180 above the
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verge of the cataract, a member of our
company, lying prone upon the rock, let
down a cord with a stone attached into
the gulf, and measured its profoundest
depths. The life and sound of the cataract,
with its sparkling spray and fleecy foam,
contrasts strangely with the sombre still-
ness of the cafion a mile below. There all
was darkness, gloom, and shadow: here
all was vivacity, gayety, and delight. One
was the most unsocial, the other the most
social scene in nature. We could talk,

and sing, and whoop, waking the echoes
with our mirth and laughter in presence
of the falls, but we could not thus profane
the silence of the cafion. Seen through
the cafion below the falls, the river for

a mile or more is broken by rapids and
cascades of great variety and beauty.
(Langford 1871, 13)
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Cliffs, Green River,
Wyoming

1872, watercolor

15.7 X 29.7 (6 %16 x 11'Y16)
Museum of Fine

Arts, Boston, M. and
M. Karolik Collection

Washington only

ONE PICTURE GIVES aview on Green
River, the head waters of the Colorado,
which is fully as wonderful in its illustra-
tion of the local color of the cliff and rock

formation of the region as [Moran’s]
“Chasm of the Colorado.” In the present
work, which is in reality a study from
nature, there is a castellated cliff, 1,000
feet high, formed of a yellow-toned sand-
stone and capped with red or blood-
covered lava, which as it has become dis-
integrated by the action of the atmos-
phere runs down its perpendicular sides,
one color mingling with another in rich
confusion, until at the base it assumes a
gray-green tone of surpassing brilliancy.
(NY Post, 18 Nov. 1874)
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BLACKMORE WATERCOLORS
CATALOGUE NOS. 24-39

PUT ON YOUR best strokes this summer
so as to be ready for a big campaign next
summer—1I think you ought to try hard
to complete Blackmore’s pictures—1It was
a sad event, the death of his wife. Now

he wishes to have them as a sort of monu-
ment to her memory. (Hayden to Moran,

29 Aug. 1872, GA)

WE WISH TO show our really high esti-
mate of Mr. Moran in specifying a series
of water-color drawings from the Yellow-
stone region which we have seen, and
which include in parcels the principal fea-
tures of the Capitol landscape, with many
other studies. They will amount, we learn,
when complete to nearly twoscore, and
have been obtained by an English pur-
chaser for ultimate presentation to the
Queen. They are abundantly finer works
than the painting we have been admiring.
They are rapid, racy, powerful, romantic
specimens of water-color sketching,
showing in each example faculties that
any artist ought to glory in. (74e Nation

[5 Sept. 1872], 158)

TO sAY THAT these drawings are the
most brilliant and poetic pictures that
have been done in America thus far, is
unfortunately not to say much; because
our work in landscape to the present time
has been plain prose, or weak idyl, or out-
heroding of Herod; anything, in short, but
poetry. This, with a few sweet exceptions,
is the main outcome of our landscape
painting. But Mr. Moran’s water-colors
show a strong man rejoicing to run a race;
and with all his senses alive for rich and
strange and tender shimmering color,
rainbow and mist, with fleeting cloud, and
more hues than Iris with her purfled scarf
can show. His love of form is as strong as
his love of color, and his lines betray the
same innate grace of spirit, the same deli-

cately moving mind. In these drawings, as
in the large picture bought by the Gov-
ernment and now hanging in the Capitol,
the artist is on such strange, unaccus-
tomed ground, that one suspects some
trick, some stage-play, and fears to be
caught with unrealities. Tame conven-
tional people, who make a fetish of the
Frenchman, and look upon Theodore
Rousseau as the speaker of the last word
in landscape art, blame Moran for not
leaving the strangeness out of his pictures,
and for not making the Yellowstone syn-
onymous with the Seine. But those who
can love Rousseau, and Turner, and Corot,
and Raphael, with one and the same heart
—nor hear any division in the concord of
sweet sounds they make—will ask only
how this new painter has solved his prob-
lem, and whether the Yellowstone is as
weirdly poetic on his canvas as it is in
nature. But who will look at Mr. Moran’s
pictures and ask themselves how he has
delivered the message given him for us—
whether he has belittled it, or clouded it,
or slipped it, or given it in all the fullness
of which he is capable, and with all sim-
plicity—will, we think, agree with us that
the messenger was well chosen, and that
the wild western desert has found in him
a most faithful because most poetic voice.

(Scribner’s [Jan. 1873], 394)

IN 1871 AN opportunity was offered
[Moran] of accompanying the United
States’ exploring expedition conducted by
Professor Hayden to the Yellowstone
River in Wyoming territory. This river
courses through a most extraordinary
region. It is of sulphureous formation.
Hot springs and geysers abound, and the
sulphur rocks and cliffs assume the most
fantastic shapes, and are tinted with vivid
blue, red, and especially yellow colours.
Sometimes one can, without any stretch

of fancy, imagine himself in some deserted

city of the orient, whose highly-coloured
walls, battlements, palaces, minarets, and
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towers yet remain, while all the inhabi-
tants are gone except the vulture and the
kite and the lizard. Through a narrow tor-
tuous seam in the singular country winds
the Yellowstone River; the gorge is often
1,000 feet deep. Mr. Moran took many
careful sketches, chiefly in water-colours,
of these impressive scenes, some of which,
I believe, are now owned at Salisbury,
England. (Benjamin 1882, 91)

1T 1s TRUE that Englishmen here have
shown a greater appreciation of my work
than Americans....In the Museum at
Salisbury are 16 watercolor drawings of
the fine scenery of the Yellowstone Park,
made by me for another English gentle-
man, Mr. Wm. Blackmore, who presented
them to the Museum. He had travelled
much in the Western territories, and his
wife died almost within sight of the Park,
after enduring great hardships of travel

to see the marvellous scenery of that won-
derland. (Thomas Moran, in “Bolton Artists in
the New World: The Moran Family,” Bo/ton Journal
[England], 22 Apr. 1882)

HIS SERIES OF exquisite water-colors,
relating to Yellowstone Park, were pur-
chased by the late William Blackmore of
London, who, at his death, bequeathed
them to his brother, Dr. George Black-
more, founder of the Salisbury Museum,
which was presented to that city by Dr.
Blackmore, and is entirely devoted to the
relics of the native races of North Amer-
ica, and where these famous water-colors
may now be seen. (Teetor 1889, 6)



24

The Yellowstone
Range, near the
Crow “Mission”

1872, watercolor
17.8x 34.9 (7 x 13%)
Gilcrease Museum,
Tulsa, Oklahoma

Blackmore Set, no. 1
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The Yellowstone
Range, near Fort Ellis

1872,watercolor
20.3x27.9 (8 x11)
Gilcrease Museum,
Tulsa, Oklahoma
Blackmore Set, no. 2
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The Hot Springs
of Gardiner’s River,
Upper Pools

1872, watercolor
28.6 X 21.6 (11% x 81%)
Gilcrease Museum,

Tulsa, Oklahoma
Blackmore Set, no. 3
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The Hot Springs of
Gardiner’s River,
Extinct Geyser Crater

1872, watercolor

26 x 17.2 (10 Y4 X 6 %)
Gilcrease Museum,
Tulsa, Oklahoma

Blackmore Set, no. 5

27

The Hot Springs
of Gardiner’s River,
“Diana’s Baths”

1872, watercolor

34 x24.8 (13%x9%)
Gilcrease Museum,
Tulsa, Oklahoma
Blackmore Set, no. 4
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The Great Hot Spring,
Gardiner’s River

1872, watercolor

21.9 X 43.3 (8% x 17 %6)
Gilcrease Museum,
Tulsa, Oklahoma
Blackmore Set, no. 6

78



31

Tower Falls

1872, watercolor

28.6 x19.7 (1Y x7%)
Gilcrease Museum,
Tulsa, Oklahoma

Blackmore Set, no. 8

30

The Towers of
Tower Falls

1872, watercolor

27 x 20 (10% x 77%)
Gilcrease Museum,
Tulsa, Oklahoma

Blackmore Set, no. 7

79



1871 —1880. Breakthro ugh

32

Wyoming Fall,
Yellowstone River

1872, watercolor
33x19.1 (13 x 7%)
Gilcrease Museum,

Tulsa, Oklahoma
Blackmore Set, no. ¢
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33

The Grand Caiion
of the Yellowstone

1872, watercolor
28.6 x 20.3 (11% x 8)
Gilcrease Museum,
Tulsa, Oklahoma

Blackmore Set, no. 10
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34

The Devil’s Den
on Cascade Creek

1872, watercolor

33-3 X 24.5 (13% x 9 %)
Gilcrease Museum,
Tulsa, Oklahoma
Blackmore Set, no. 11
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The Yellowstone River,
at Its Exit from
the Yellowstone Lake

1872, watercolor
33x24.1(13x9%)
Gilcrease Museum,
Tulsa, Oklahoma

Blackmore Set, no. 13

35

The Upper Falls
of the Yellowstone

1872, watercolor

26 x 20.6 (10% x 8%%)
Gilcrease Museum,
Tulsa, Oklahoma
Blackmore Set, no. 12
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The Yellowstone Lake
with Hot Springs

1872, watercolor
16.8 x 34.3 (6% x 13%)
Gilcrease Museum,

Tulsa, Oklahoma

Blackmore Set, no. 14
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The Castle Geyser,
Fire Hole Basin

1872, watercolor
19.1x 27.9 (72 x 11)
Gilcrease Museum,
Tulsa, Oklahoma
Blackmore Set, no. 15
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The Grotto Geyser,
Fire Hole Basin

1872, watercolor
22.9 X 33.7 (9 X 13%)
Gilcrease Museum,
Tulsa, Oklahoma

Blackmore Set, no. 16
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Hot Springs of
Gardiner’s River

1872, watercolor

S1.4 X 72.7 (20% x 28%)
Private Collection,
Washington, DC

Washington only

FROM THE RIVER our path led up the
steep sides of the hill for about one mile,
when we came suddenly and unexpectedly
in full view of the springs. This wonder
alone, our whole company agreed, sur-
passed all the descriptions which had been
given by former travelers. Indeed, the
Langford party saw nothing of this.
Before us arose a high white mountain,
looking precisely like a frozen cascade. It
is formed by the calcareous sediment

of the hot springs precipitated from the
water as it flows down the steep declivities
of the mountain side. The upper portion
is about one thousand feet above the
waters of Gardiner’s River. The surface
covered with the deposit comprises from
three to four square miles. The springs
now in active operation cover an area of
about one square mile, while the rest of
the territory is occupied by the remains
of springs which have long ceased to flow.
We pitched our camp upon a grassy ter-
race at the base of the principal group of
active springs. Just in the rear of us were

a series of reservoirs or bathing-pools,
rising one above the other, semi-circular
in form, with most elegantly scalloped
margins composed of calcareous matter,
the sediment precipitated from the water
of the spring. The hill, which is about two
hundred feet high, presents the appear-
ance of water congealed by frost as it
quickly flows down a rocky declivity. The
deposit is as white as snow, except when
tinged here and there with iron or sulphur.
Small streams flow down the sides of the
snowy mountain, in channels lined with
oxide of iron colored with the most deli-
cate tints of red. Others present the most
exquisite shades of yellow, from a deep
bright sulphur to a dainty cream-color. In
the springs and in the little channels is

a material like the finest Cashmere wool,
with its slender fibers floating in the
water, vibrating with the movement of
the current, and tinged with various

shades of red and yellow, as bright as
those of our aniline dyes. These delicate
wool-like masses are undoubltedly plants,
which seem to be abundant in all the hot
springs of the West, and are familiar to
the microscopist as diatoms. Upon a kind
of terrace covering an area of two hundred
yards in length and fifteen in width are
several large springs in a constant state of
agitation, but with a somewhat Jower
temperature than the boiling-point. The
hottest spring is 162°; others are 142°, 155,
and 156°, respectively. Some of them give
off the odor of sulphuretted hydrogen,
lime, soda, alumina, and a small amount
of magnesia. It is beautifully clear, and
slightly alkaline to the taste.

The water after rising from the
spring basins flows down the sides of the
declivity, step by step, from one reservoir
to the other, at each one of them losing
a portion of its heat, until it becomes as
cool as spring-water. Within five hundred
feet of its source our large party camped
for two days by the side of the little
stream formed by the aggregated waters
of these hot springs, and we found the
water most excellent for drinking as well
as cooking purposes. It was perfectly clear
and tasteless, and harmless in its effects.
During our stay here all the members of
our party, as well as the soldiers comprising
our escort, enjoyed the luxury of bathing
in these most elegantly carved natural
bathingpools, and it was easy to select,
from the hundreds of reservoirs, water of
every variety of temperature. These natural
basins vary somewhat in size, but many
of them are about four by six feet in diam-
eter, and one to four feet in depth. With
a foresight worthy of commendation, two
men have already preempted 320 acres
of land covering most of the surface
occupied by the active springs, with the
expectation that upon the completion of
the Northern Pacific Railroad this will

become a famous place of resort for
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invalids and pleasure-seekers. Indeed,

no future tourist in traveling over the Far
West will think of neglecting this most
wonderful of the physical phenomena of
that most interesting region. (Hayden 1872a,

389-391)

1 AM OVERRUN with work on the Yel-
lowstone & the interest in them seems
to increase. | lately finished a very large
drawing of Hot Springs (20 x 30 inches)
which will be exhibited in New York in a
couple of weeks. (Moran to Hayden, 24 Nov.
1872, Hayden 1C, NA)

I sHALL SEND down the large water
color drawings of the Springs next week
to Barlow on Penna Av. [ Washington,
D.C.] for exhibition for a week or two.
Tt will attract attention I think. (Moran to
Hayden, 28 Jan. 1873, Hayden IC, NA)

SINCE HIS LATE sale, the walls of Bar-
low’s gallery look comparatively bare....
The most notable things to be seen there
just now are Moran’s striking water color
drawing of the hot springs on Gardner’s
river,—a characteristic type of Yellow-
stone scenery...so surprising and peculiar
in its effect as to attract constant attention
without the aid of newspaper notice.
(Evening Star [DC], 15 Mar. 1873)

THE HOT sPRINGS of Gardner River
in the Yellowstone Park repeats the star-
tling color effects of Mr. Moran’s famous
Yellowstone picture with an admirable
mastery of technique and perfection of
detail. (Boston Transcript, 7 Dec. 1875)



1871 —1880: Breaéz‘/ﬂraug/]

88



41

Grand Canyon
of the Yellowstone

1872, oil on canvas
213.4 X 365.8 (84 X 144)
Department of the

Interior Museum

1 HAVE BEEN intending to write to you
for some months past but I have been so
very busy with Yellowstone drawings, &
so absorbed in designing & painting my
picture of the Great Cafion that I could
not find the time to write to anybody. The
picture is now more than half finished &
I feel confident that it will produce a most
decided sensation in art circles. By all
artists, it has heretofore been deemed next
to impossible to make good pictures of
strange & wonderful scenes in nature;

& that the most that could be done with
such material was to give topographical
or geological characteristics. But I have
always held that the grandest, most beau-
tiful, or wonderful in nature would, in
capable hands, make the grandest and
most beautiful or wonderful pictures; &
that the business of a great painter, should
be the representation of great scenes in
nature. All the above characteristics attach
to the Yellowstone region, & if I fail to
prove this, I fail to prove myself worthy of
the name of painter. I cast all my claims
to being an artist, into this one picture of
the Great Cafion & am willing to abide
by the judgment upon it. All my friends
in this region declare that it is already a
great success, but I cannot feel confident
about it, until you have seen it. In fact I
cannot finish it until you have seen it, as
your deep knowledge of nature & her
workings would make your judgment on
the truths of the picture of far greater
value to me, than that of any other man in
the country. Your knowledge of cause &
effect in nature, would point out to me
many facts connected with the place that
I may have overlooked, & if your duties
or time would allow you to come & see
the picture, you would add another to the
many great obligations I am under to you.
I was delighted to see Jackson the other
day & I believe he was favorably im-
pressed with the picture. I have made two
large drawings of the Yellowstone for

Harpers Weekly, one in the Great Cafion
& the other the valley from the lower
Canon [published 5 Apr. 1873]. I am also
engaged to the “Aldine” to make five or
six large drawings for that paper, but

I find but little time for drawings since I
commenced the picture.

I now want to make another request
of you. I am desirous of placing you on
horseback as one of the figures in the
foreground. To do this will make it neces-
sary for me to have a photograph of you,
the head to be just the right size. A head
alone would do, say this size. [sketch] If
you have such a photo I would thank you
very much for it. I have done nothing
on your picture or that for Jim [Stevenson,
Hayden’s assistant], but you will appre-
ciate the reason. It was of the first impor-
tance to me to get the big picture out
before any one else dabbled with the sub-
ject & when I have done this, you shall
not wait long for yours. (Moran to Hayden,
11 Mar. 1872, Hayden IC, NA)

I KNEW THE ARTIST was going to
paint a big picture, but I didn’t know how
big it would be. It was not begun till he
had been back from his summer rambles
many months. When I think of his
carrying that immense canvas across his
brain so long, I wonder that he didn’t go
through doors sidewise, and call to people
to look out when they came near.
Watching the picture grow was like
keeping one’s eye open during the succes-
sive ages of world creation—from darkness
to the word Good. The outline was thrown
upon the bare canvas in a single day.
Afterward great streaks of, to me, mean-
ingless color flashed hither and thither.
I saw only hopeless chaos. Then blue sky
appeared; by and by, delicate indications
of cloud, mist, mountain, rock, and tree
crept down the canvas, slowly gathering
body and tone; till at last the artist’s full,
glorious Idea shone perfect in every part.
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I believe I have had almost as much
worry and pleasure over it as the painter
himself, although I put brush to it but
once. My figure had a vast deal of action,
he said, yet, on the whole, he thought it
would look better the other side of a pine
tree. | take satisfaction in knowing it’s
there, even if nobody can see it.

I dropped in last evening just about
dusk. A shadowy glow from the western
window half illumined the big canvas.

“Well, how comes on the Baby?” I said.

“Oh, She’s behaved like a lady today.
I guess we'll carry her out tomorrow.”
And so we talked on about the picture in
a low tone of voice, as if it were a child
lying asleep there in the twilight.

Tomorrow the critics and the public
will come rustling and gossiping about it.

I know what some of the critics will
do. Because it is a “new departure” in art;
because it is something altogether fresh
and daring—they will do as the American
Jacks tars at Port Mahon did when they
saw the French sailors going about with
short tails to their jackets—they won't
stand that sort of thing. They will “pitch in!”

They will prove that the noble
fellow’s great-great-uncle, on his mother’s
side, was hung for horse-stealing; some
time in the latter part of the last century.
(Gilder 1872, 242)

THE PAINTING OF the “Grand Can-
yon” measures some fourteen feet by
seven, and if ever a subject justified the
use of a gigantic canvas surely this one
does. The point of sight chosen by the
artist is on an elevation several miles
below the great fall, towards which we
look as the central point of interest in
the picture. This fall is of three hundred
and fifty feet and ninety feet in width,
yet at the distance which we view it and
dwarfed by its colossal surroundings of
cliff and peak, it is more an object of
grandeur than of beauty. But the story of



1871 —1880: Breakthrough

its great volume is suggested by the cloud
of spray forever rising from the depths
carried upward far above the highest peak,
and, as in the picture here the frail back-
ground upon which the sun paints rain-
bows as he nears the West. As the artist
places his spectator standing on great
rocks in the foreground higher than the
summit of the distant fall, he not only
overlooks all the intervening gorge, but
away beyond the canyon toward the region
of the lake itself, and the great volcanic
cones ten thousand feet above the level

of the sea.

But it is in contemplating this great
rent in the earth’s surface below the fall,
and between that and the point on which
he stands, that the spectator’s wonder cul-
minates. And he needs to be fortified by
the perusal of the statement of the prosaic
geologists, to accept this painter’s story
of forms and color-forms before which
those of the Yosemite are tame, and colors
which surpass in beauty and variety the
Autumn glories of our forests. To right
and left the great rocks rise in the most
fantastic shapes, more like the forms that
clouds take, than anything more subject
to gravitation. Shapes suggesting cathedral
domes and turrets, peaks and pinnacles,
Norman keeps, with battlements and
bridges, a thousand forms which play with
the imagination whichever way it turns.
And yet not alone by these fantastic
shapes is the imagination stirred, for color
in most unexpected fashion comes into
add its completing glory to the wonder-
land. But who can describe color as it is
shown here, where the rocks and the earth
from which they rise the great river and
the river’s bed exhibit hues as many and
as brilliant as a stormy sunset: Looking
from the heights above, said a spectator, it
is as if a million rainbows had made their
home among the rocks. The source of
all this color is, as the reader doubtless
knows, the minerals of the region. Says

Lieut. Doane: “The combinations of
metallic lustres in the coloring of the walls
is truly wonderful, surpassing, doubtless,
anything of the kind on the face of the
globe....Promontories stand out in all
manner of fantastic forms, affording vistas
of wonder utterly beyond the power of
description....”

Mr. Moran has chosen, as the hour
of the day at which we are presumed to
look upon the scene depicted by him, the
early afternoon, when only the deeper
cavities are in shadow and a broad belt of
light traverses the middle distance, bring-
ing out the marvelous coloring of rocks
and stones; of the great sloping beds of
sulphur, of volcanic ashes and of the vari-
ous tinted salts which are the soil of this
strange land. The rocks of the foreground
are in gray shadow. Pines innumerable
stud the declivities and top the summits,
these dark objects lending brilliance by
contrast to the already prismatic tinted
rock forms to which they are opposed.

But, however earnest our effort, we
must fail to do more than awaken curios-
ity to see a work so indescribable as this
remarkable picture—remarkable as being
a great and so far successful effort to
depict for us the culminating wonder of a
region new and strange to us, as different
in all its pictorial elements of form and
color, all if it were a sudden revelation of
another world, governed by other laws
than those of the nature which we know.”
([D.O.C. Townley], NY Mail, 25 Mar. 1872)

THE CANVAS MEASURES fourteen by
seven feet. The artist has chosen a mass
of great rocks some distance below the
fall as the point of sight, so as to display
the fantastic rock-formation, all sorts of
shapes...and the brilliant colors...of the
vast gorge. Beyond, in the distance, is

the huge fall, three hundred and fifty feet
high, and ninety feet in width, dwarfed
by the colossal surroundings of cliff and
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peak, its greatness shown only by the vol-
ume of spray carried upward beyond the
highest cliff; and the point of observa-
tion,~—the rocks in the foreground,—
being higher than the summit of the fall,
further beyond a glimpse is given of the
region of the lake itself, and the great vol-
canic cones, ten thousand feet above the
level of the sea. (Boston Advertiser, 1 Apr. 1872)

WHEN, SOME WEEKS ago, we heard,
by the way, that a young and almost
unknown American artist was hard at
work painting a large picture of the
Great Cafion of the Yellowstone River,
we heaved a natural sigh, and tried to be
resigned. We took it for granted, in our
haste, that it was simply a new chapter in
the old story. Another acre of canvas was
to be spoiled in an attempt to prove that
Nature, in constructing the American
continent, had gone clean daft, and for-
gotten her own laws; somebody else was
groaning and laboring over mountains
that after all would turn out a ridiculous
muss; some other mighty landskip [sc]
was to be boiled down to academic glue in
a Dusseldorf saucepan. We had meekly
hoped there had been a turn in the tide.
We were fresh from contemplating with
a not unjustifiable pleasure the ignomin-
ious downfall of certain pretenders who
had too long abused the patience of good
men, and whose tricks and manners were
enough to make the Muses turn in their
coffins; and it was not a welcome thought
that there were others standing ready

to take their places, and made the old
nuisance eternal.

Thursday evening we found the
auction-room of Mr. Leavitt, in Clinton
Hall, well filled with people, invited to
look at the new picture for an hour or two
before it should be sent away to Washing-
ton. The artist, a modest and withdrawing
man, who had painted his picture in
earnest solitude, desired, now that, like



spoken words, it was no longer his, it
should be placed in the fullest light of
publicity, but it was impossible to find a
room in which it could be shown for any
length of time. At length, after much
searching, one hospitable door turned on
its hinges, and for a few hours it was
given shelter in the dusty auction-room,
flanked with two tables filled with a for-
lorn collection of miscellaneous books
waiting their turn to be knocked down to
the lowest bidder. There was none of that
professional festivity that has come to be
the expected thing at all picture exhibi-
tions in New York. There were no flowers,
no birds in cages, no delicately printed
programmes, no tin tubes, no drapery. A
zealous friend, going to the hall in the
afternoon to see how things were getting
on, was troubled in spirit to find the pic-
ture in its bare frame standing up against
a back-ground of nothingness. Generous
efforts were made to cover this nakedness
with a few fig-leaves of upholstery, but it
was too late, and a quaint bit of stuff, like
a blanket in the alarm of fear caught up,
made a satire of the usual paraphernalia
of such occasions.

In truth, there was no need of any
decorations or allurements. The people
who came to see this picture came from
curiosity or interest, and the picture kept
them there by its own intrinsic truth,
sublimity, and beauty. Next to Church’s
“Niagara”—for to that noble picture the
first place must long be given—next to
Church’s masterpiece, Mr. Moran’s “Great
Caron of the Yellowstone” will, we are
sure, be received by the best judges in
America as the finest historical landscape
yet painted in this country. In its origin,
no less than by its actual achievement, it
deserves to be placed so near to the most
famous picture that has as yet come out of
an American studio. Mr. Church’s picture
was the slow result of the most abundant
studies; there never was a picture painter

anywhere to which went more earnest,
more devoted, more joyous labor. And the
same earnestness, the same simple-hearted,
sincere devotion, the same delight in
labor for its own sake, have created Mr.
Moran’s “Cafion.” It is true that it was
painted many hundred miles away from
the scene it represents, but that was not to
be helped. All the multitude of sketches
and studies out of which it has been com-
posed were made on the spot, and study
and observation have so filled the artist’s
mind with the scene itself that it does not
need the testimony of learned geologists
like Mr. Waterhouse Hawkins and Pro-
fessor Hayden to convince us of the truth-
fulness of the result; we feel that truthful-
ness appealing to our own consciousness
for confirmation. An eminent geologist
said last night: “I have never been to this
place, but I will vouch for the scientific
accuracy of this picture. I have never seen
any place like it, but I know from this
picture that it exists. I have seen famous
pictures of the Rocky Mountains that

I knew must be false, for no such moun-
tains exist, or can exist. This scene is
stranger, grander, more abnormal than
even the valley of the Yo Semite, but Mr.
Moran’s picture makes doubts of its possi-
bility impossible.” Professor Hayden, in
an impromptu description of the picture
given at the request of many persons pre-
sent, showed, point by point, the artist’s
devoted adherence to facts. Color, form,
space, proportion, all were true; if the pic-
ture had no other merit it had this, that

a mine of scientific illustration is to be
found in it.

But the artist seeks for other satis-
factions in a picture; scientific accuracy
he can find in photographs and surveyor’s
maps; here in a work of art he asks the
added charm of beauty, the light of life.
And no one will be disappointed who
seeks these on Mr. Moran’s canvas, for
before he was a scientific observer he was
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an artist, and it is with the eye of imagi-
nation, the desire for beauty, that he has
lingered over this majestic scene. The
composition is arranged with great skill,
and there is a simple reliance upon the
intrinsic value of the lines, and forms, and
colors, that lay about him, without resort
to sensational tricks that we feel most
grateful for. The tree drawing is most sat-
isfactory, and the variety, the richness, the
delicacy of the color must surprise those
who have learned from other artists that
Nature in those parts is dressed mostly in
hodden gray. There is an exquisite passage
of color in the stream as it appears in the
center of the picture below the great fall,
and again a rich chord in the rocks at the
right, stained with the crushed wine of
the hidden ores, and veiled with the cream
and gold of the sulphur deposit. It is,
indeed, a most extraordinary spectacle to
which the artist introduces us, but while
we stand lost in the wonder of it, we feel
that there is a weird beauty about it more
impressive and more abiding.” (Clarence
Cook, NY Tribune, 4 May 1872)

TO THOSE WHO have considered Mr.
Moran’s paintings deficient in warm and
truthful coloring, this work of his will

be an unexpected pleasure. Nothing can
exceed the brilliancy of his coloring in
this picture, unless it is the manner in
which he has graduated and subdued it

in his treatment of aerial perspective. This
is most evident where the green mossy
banks are seen through their thick curtain
of spray in the distance, and in the intense
contrast of his cold gray rocks in the
shady foreground with the brilliant sunlit
walls of the chasm on the other side of
the torrent. If it be urged that the almost
prismatic tints of the basaltic rocks are too
brilliant, not only have we the testimony
of Dr. Hayden (a travelling companion of
the artist, who was present at the meeting,
and volunteered some useful explanations),
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that in gazing on the scene Mr. Moran
was puzzled what colors to select to repre-
sent the actual richness of its yellows and
red; but any one who has travelled among
the porphyry-colored defiles of the Tyrolese
Alps, or witnessed an Italian marble
quarry gleaming in the sunshine, will bear
testimony that there is nothing in Mr.
Moran’s representation of the rich oxides
and sulphurets of rock scenery to surpass
the bounds of nature. Upon the whole this
great painting will go far to enhance the
value of American art, and if Mr. Moran
had not already claimed that position

this last work of his would unquestionably
place him in the very foremost rank

of American landscape painters. (Newar#

Daily Advertiser, 4 May 1872)

THOMAS MORAN, one of Philadelphia’s
artists, has been gradually but surely
twining for himself a wreath of laurel, and
now, at one bound, by his last, greatest
work, the “Grand Cafon of the Yellow-
stone,” he has won the day, and will stand
henceforth in the front rank of American
painters. This picture, which he has but
lately completed, is now on exhibition at
the Smithsonian Institution, and will
well repay a visit to those who adore the
beautiful and the grand.

Every inch of the canvas, which is a
large one, glows with beauty in the elabo-
rate finish of the picture, while the lofty
and grand ideal of the whole scene is the
handiwork of sublimity itself....To the
left, in the foreground, towers a huge tree,
beneath whose shade are picketed some
horses. Standing upon a huge rock,
directly in the front center of the picture,
are two human figures, contemplating the
awful sublimity of the scene. We could
willingly spare this feature of human life.
This picture is so awing in its beauty, so
solemn in it magnificent grasp of nature,
that we would like to think of it, as
hedged around by solitude, with no sound

save the thunder of the river leaping into
the cafion, and no spectator save the soli-
tary eagle, resting on wide spread pinions
far above the scene.

Mr. Moran may well feel proud of
this last best achievement of his brush.
The picture is worthy to rank in the same
class with Church’s “Andes,” and Bierstadt’s
“Yosemite,” and as a faithful portrayal
of one of the wildest and most beautiful
phases of American scenery, is as much
a valuable contribution to science as it is
a Superb painting. (Unidentified newspaper
clipping, ¢. 11 May 1872, EHL scrapbook)

MR. THOMAS MORAN’s picture of the
Yellowstone Cafion is the most remark-
able work of art which has been exhibited
in this country for a long time....In the
great size of his picture (about twelve feet
by seven), the startling character of the
geologic forms, the brilliant colors he has
had to deal with, and in the manifold
planes of distance presented by the view,
all needing clear definition yet gradation,
and all threatening to claim special and
undue attention while requiring to

be subordinated and harmonized to the
whole—the artist has had a task of no
common magnitude. A patent obstacle
to the unity of the work, also, is the in-
dependent and, so to speak, rival signi-
ficance and importance of the splendid
mass of rockwork at the right, and the
cafion proper with its waterfall. It is a
favorite theory with some art critics that
too great grandeur of subject in land-
scape painting may be as fatal to success
as tameness or insignificance of theme,
crushing and bewildering the artist by its
splendor or variety, and calling unwel-
come attention from its own wealth and
immensity to his poverty and littleness
of description. In the present work the
artist has had not merely one but two
such subjects to deal with—the superb
cliffs with their exceptional coloring, and
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the equally superb waterfall, one of the
most striking cataracts on this our conti-
nent of magnificent objects and colossal
proportions. By his masterly arrangement,
his ingenious combination and subordi-
nation of details, and his boldness yet
harmony in coloring, he has blended the
two to an impressive and artistic whole,
and gone far to demonstrate his own
theory, that any, the most imposing of
Nature’s works is legitimate matter judi-
cious delineation.

The perfect success which Mr. Moran
has achieved in this wonderful painting
is due to a happy and, we believe, unique
combination of gifts and acquirements.
It is evident that the painter of this pic-
ture possesses in a high degree the poetic
instinct, as well as entire familiarity
with nature. He not only understands the
methods of art but the processes and
work of nature, so far as the faithful inter-
preter of natural scenery must know them.
In all the rush of enthusiasm and glow
of artistic power, he seems never to forget
the faithful manipulation by which
absolute truth is caught and fixed in the
splendor of picturesque art. It is noble to
paint a glorious and inspiring poem; it
is satisfying to render nature with firm
mastery of technical detail. In “The Grand
Caiion of the Yellowstone” Mr. Moran
has done both. He has produced a paint-
ing which has, we suppose, but a single
rival in American landscape art; in certain
elements of greatness will be acknowl-
edged to excel even this, and it is not
likely soon to be surpassed by the work of
any hand save, perhaps, that of Thomas
Moran himself. (Scribner’ [ June 1872], 251-252)

THIS GRAND PAINTING, now in
Statue Hall, at the Capitol, is the most
wonderful picture by far that we have ever
beheld—more wonderful even than
Bierstadt’s “Yo Semite,” or “Rocky Moun-

tains”—the scene is so unique, so entirely



different from anything ever seen or
painted before, and none who listened to
Captain Hayden’s description of it could
imagine for a moment that the wonderful
coloring is exaggerated in the slightest
degree. Indeed, we sincerely believe the
artist when he tells us that quite a large
amount of coloring had to be taken out
of the cliffs for the sake of giving the true
effect in shadow and distance. (Mary E.

Nealy, Sunday Morning Chronicle [DC], g June 1872)

IT 1s BUT afew years since the wonders
of the Yosemite Valley, now of world-
wide fame, have been known to any save
Indians; and a shorter time still it is

since any one has dreamed of there being
scenes, still farther removed from the
centres of civilization, that are of even
more striking character, although some
might claim they were more of the sen-
sational characteristics of nature than

its grandeur. But little indeed is known of
the wonderful region of the Yellowstone,
in Wyoming Territory, and other wild
regions in that and Colorado Territory.
Occasionally a correspondent has pene-
trated the region, and sent home glowing
words of description, that were often
laughed at by the practical New Englander,
as high-colored and too sensational. And
this is what the prosy and practical will
say of Thomas Moran’s “Grand Canyon
of the Yellowstone,” which will be shown
to the people of Boston for a short time,
by Elliot, Blakeslee & Noyes, 127 Tre-
mont street, previous to its delivery to the
Government at Washington, it having
been purchased by Congress, at the price
of ten thousand dollars, for the adorn-
ment of the Capitol.

The coloring of the gigantic walls
and domes and pillars, seemingly carved
by man’s own hands instead of the action
of water and convulsions, aided by chemi-
cals and oxides inherent in the earth here,
is often gorgeous, frequently giving an

antique appearance as of some pile of
ancient ruins, covered with fragments of
stained glass, or isinglass with a bright fire
burning behind it. One might almost
doubt the correctness of the coloring of
Mr. Moran, and think his eyes were play-
ing him some Aladdin or Cinderella
trick of fancy, if it was not for the asser-
tion of Professor Hayden, who says that
“the painting is in this regard, as also in
its definition of geologic forms, strictly
true to nature.” Lieutenant Doane, in his
report published by the War Department,
says, “The walls of the canyon are gypsum,
in some places having an incrustation
of lime as white as snow, upon which the
rays of the sun produce a dazzling effect,
rendering it almost painful to look into
the gulf below. In others the rock is crys-
talline, and almost wholly sulphur, of a
dark yellow color, with streaks of red,
green, and black, caused by the percola-
tions of hot mineral waters, of which
thousands of springs are seen, in many
instances flowing from spouts high upon
the walls on either side. The combinations
of metallic lustres in the coloring of the
walls is truly wonderful, surpassing,
doubtless, anything of the kind on the
face of the globe.”

As a work of art, of course, the paint-
ing is full of sensations; but they are
those of nature, and are not objectionable.
The distance off beyond the mountains,
in its immensity, will take the eye from
the colors and the spouting geysers nearer
to the spectator; which is the best evi-
dence, after all, of the artistic merits of
the work. Every one should see this paint-
ing, as it is the revelation of a new world
of wonders on our northwestern borders,
and one which will please while it will

struct. (Boston Transcript, 22 June 1872)
MR. THOMAS MORAN, an artist hith-

erto better known to the public interested
in art by his lithographic drawings, and
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his drawings-on-the-block for wood-
engravers than for his painted pictures,
has just finished a work in oils, which,
whatever may finally come to be thought
of it in its relation to the landscape art of
our own time or of other times, cannot
but be admitted, by whoever will study it,
a work of real artistic and scientific
importance. The subject is the Grand
Caiion of the Yellowstone River with the
Lower Falls, and it is a lively presentment
of one of the most wonderful wonders

in a land made by Nature, when, to use
the language of her child, the artless Pike,
“she had her high-heeled shoes on.” So
faithful to the facts of the place is the
picture, that those who have seen both
assure us we might as well be on the spot
as Jooking at this canvas....One does not
need to be instructed in art to enjoy it; its
appeal is to the general love of nature, to
the love of color, and of grandeur in forms
and lines. Perhaps, also, it appeals a little
to the pleasure we all may have, and not
be ashamed of it, in the fact that this
wonderful place is not merely a bit of the
continent, but is, indeed, the private prop-
erty of every man, woman, and child of
us, being in the very middle of that gener-
ous tract of 3,578 square miles which by
the energy and persistence of Professor

F. V. Hayden, backed by good men and
true in both Houses, Hon. S.C. Pomeroy
in the Senate, and Hon. W.S. Claggett

in the House, has been set apart forever as
a public park for the people of the whole
United States to walk abroad and recreate
themselves. (Cook 1872b, 246—247)
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Old Faithful

1873, watercolor
45.7x34.3 (18 x 13%)
Museum of Western
Art, Denver

Washington only

HURRYING DOWN the Firehole, think-
ing the wonders of the Yellowstone coun-
try had been left behind, and anxious only
to reach the settlements of the Madison
Valley, the expedition of 1871 was startled
and astonished to see at no great distance
an immense volume of clear, sparkling
water projected into the air to the height
of one hundred and twenty-five feet.
“Geysers! Geysers!” exclaimed one of the
company, and, spurring their jaded horses,
they were soon gathered around an unex-
pected phenomenon—a perfect geyser.
The aperture through which the column
of water was projected was an irregular
oval, three feet by seven in diameter. The
margin of sinter was curiously piled up,
the exterior crust filled with little hollows
full of water, in which were globules of
sediment, gathered around bits of wood
and other nuclei. This geyser stands on a
mound, thirty feet above the level of the
surrounding plain, its crater rising five or
six feet higher. It spouted at regular inter-
vals nine times during the explorers’ stay,
the columns of boiling water being
thrown from ninety to one hundred and
twenty-five feet at each discharge, which
lasted from fifteen to twenty minutes.
They gave it the name of “Old Faithful.”

(Richardson 1873, 135-136)



E’qug Usde

THE REGION OF the Yellowstone River
has come to be regarded as an enchanted
land. We have heard so much about its
lofty peaks, its upspouting geysers, and
the wondrous effects of color which adorn
the mountain sides that we are tempted to
think that the halo of romance has been
cast around the locality, and disbelieve

the truth of such pictures as “Cliffs in the
Grand Canon of the Yellowstone”...and
“The Great Blue Spring, Yellowstone
Park.” Nor do we wonder at those who
declare those tints a palpable intensifica-
tion of nature, for no one who was not

familiar with similar natural phenomena

would believe that the hues are, if any-

thing, over somber in color. We have
never been up the Yellowstone, but a few
months have elapsed since we stood in
Geyser Canyon, in California, and reason-
ing from the information we obtained
there we can thoroughly endorse Mr.
Moran in the rendering of the play and
brilliancy of color he has put upon his
paper. But he must change his key of color
when he comes to deal with the domes

of the Yosemite Valley, for his sketch from
“Glacier Point”...is anything but true to
nature. (NY Mail, 18 Feb. 1873)
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Half Dome, Yosemite

1873, watercolor

36.8 x 26.4 (14%2 x 10%)
Cooper-Hewitt
National Design
Museum, Smithsonian
Institution, Gift of

Thomas Moran

Washington only
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Shin-Au-Av-Tu-Weap
(God Land), Canyon
of the Colorado, Utah

1873, watercolor and
pencil on paper

12.2 X 37 (4 %16 x 14 %16)
National Museum

of American Art,
Smithsonian Institution,
Gift of Dr. William

Henry Holmes

Washington only
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Zion Canyon

1873, watercolor

21.6 x 15.2 (8 %2 x 6)
Joan and Jerry Blank,
Miami
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1873, watercolor
21.6 x 15.2 (8%2 x 6)
Gilcrease Museum,
Tulsa, Oklahoma
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Chasm of
the Colorado

1873—1874, oil on canvas
213.4 X 365.8 (84 X 144)
Department of

the Interior Museum

MR. THOMAS MORAN acted like a
good neighbor and townsman in giving
the first view of his new and grandest
picture, the Chasm of Colorado to our
Newark people. ... The verdict was unani-
mous and four or five hundred people
passed an evening to be remembered, in
studying, criticizing and finally applaud-
ing this remarkable picture. When Mr.
Moran painted the Yellowstone now in the
Capitol at Washington and the property
of the Government, the remark was made
that it was a ‘brave picture, brave because
in its very truth of coloring it seemed to
be an absurdity. So novel was it in all its
effects that it needed some sort of an
affidavit to certify its genuineness. That it
found within itself, because such true per-
spective and faithful handling of natural
tints of cloud and sky as we are familiar
with could not have been worked out by a
dishonest hand, and so those who looked
believed in its astounding colors.

There is something of the same
bravery in the Chasm. A picture, the back
ground of which is more than a hundred
miles from its foreground, in which the
field is so large that no standard of com-
parison, like a human figure, can be intro-
duced, yet which shall be so grandly filled
in as to compel belief, is a bold task. Yet
the eye rests happily on all its thunderous
beauties, the cool foreground, the middle
ground crowded with cities and stately
castles wrought by the hand of God,
where no man ever dwelt, and the flat
sky-line crowned with clouds beyond. If
in any of these effects we are cheated,
it is a charming deception. (Newark Daily
Advertiser, 1t May 1874)

THE GRAPHIC SAYs of Mr. Moran’s
Chasm of the Colorado: This, his latest
work, is equal in vigor to any yet produced
by him. Sensational, indeed, it is, and
there may be some who will carp at it for
being that; but it may be well to remem-

ber that in art the “sensational” is a legiti-
mate element, else to what intent and
purpose had Milton delineated Satan and
Dante Hell?... This Chasm of the Colorado
...1s volcanic, basaltic, and—begging
Nature’s pardon for being so familiar—
more suggestive of a grand transformation
scene gone wild than of anything else that
we can hit upon at short notice for a com-
parison. The forms everywhere are of the
most fantastic and wizard mould. Some of
the peaks look like those old feudal castles
that from their dizzy heights frown upon
the reaches of the Rhine. In true relation
with the tremendous spasm of rocks is

the phase of sky which the artist has
introduced. It is somewhat phenomenal
and bears evidence of having been a wit-
nessed fact. Not exactly a water-spout,
but something like one, a column of water
comes sheer down upon the chasm

from a rolling bank of clouds. It is evidently
a very strange region, this Chasm of
Colorado, and Mr. Moran has rendered
its features with appreciative force...It
has become customary to speak of this
Colorado region as the “Switzerland of
America,” but really we do not see what
the comparison has to rest upon. For
native savageness these volcanic tracts of
the great West are as different from the
Alps of Europe as are the wild Comanches
or Sioux from the “merry Swiss boy” who
blows his Alpine horn among the rever-
berating rocks of his mountain home.

Mr. Moran has done well to select these
strange and startling phases of American
nature for his canvasses. The time cannot
be far distant when to visit those scenes
will be as much “the proper thing” as

it now is to whittle one’s name upon the
Pyramids of Egypt. (Wewark Daily Advertiser,
13 May 1874)

THE HEIGHT and depth of many of

the peaks and chasms of this region, as we
are told by the explorers, are measured by
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hundreds of feet, in some cases by thou-
sands, yet it is difficult for the most
enthusiastic admirer of Mr. Moran’s
works, even if gifted with the most ardent
imagination, to realize this fact by an in-
spection of his picture. In fact, the paint-
ing does not impress us in the remotest
degree with the idea that we are looking
on some of nature’s grandest and noblest
works, nor even that we have before

us hundreds of square miles of country.

It rather gives us the belief that we are
looking through a rocky pass of limited
dimensions. It is true that we have been
told in explanation of this apparent short-
coming on the part of the artist, that the
atmosphere of these regions is so pellucid
and rarified that heights of 500 feet look
to be but seventy or eighty, and that a
mountain, distant fifty miles, appears as if
it could be reached in a morning’s walk.
Further, that amid these arid regions grow
no trees or shrubs, by which the heights
of the surrounding peaks can be com-
pared. All this, though true enough, must
be taken for what it is worth. It is for the
artist to discover some means by which
the comparative height of his peaks and
the depth of his chasms will become

so apparent as to impress the beholder
with the natural grandeur of the scene
depicted. This Mr. Moran has failed to
do, and consequently he has failed in pro-
ducing a true work of art. The technical
merits of the composition are sufficiently
good, though it may be doubted where
the Chasm of the Colorado ever displays
such brilliant tints as are to be found on
the artist’s canvas. (NYT; 18 May 1874)

MOST PERSONS unfamiliar with the
scenery in that part of the country imag-
ine that it must be exaggerated, both in
forms and color; but this is not so. From
what we have ourselves seen of nature in
the interior, as well as from the artist’s
assurance, we are satisfied that the picture
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is underwrought rather than exaggerated
in either respect. To be sure, in general
effect not less than in detail, the canvass
looks like a gorgeous memory of dream-
land, but it is in reality a faithful transcript
of nature, and as such is not only well
worth seeing, but deserving of careful
study. This picture ought to be owned by
government as a companion to the Yel-
lowstone landscape in the old House
hall, by the same artist. (Evening Star [DC],

13 June 1874)

THE SUBJECT OF Mr. Thomas Moran’s
latest large picture is Titanic. It represents
a broken and deeply furrowed mass of
rock, leading by devious angles from the
main cafion of the Colorado River, near
the line which separates Arizona from
Utah. Standing before the painting, the
first impression is of chaos, confusion. ...

In spite of the sunlight here and
there, and the blue sky beyond the tumult
of the showers, the sensitive spectator will
be dismayed. This seems to be a glimpse
of another planet; the weary and troubled
eye longs to find repose in some sweet
pastoral landscape, which, besides this
enormous grandeur, would dwindle into
absurd pettiness.... All is terrible, fantas-
tic and weird. And though the marvelous
faithfulness of detail attests the photo-
graphic accuracy of the picture, one must
be smitten with a sudden incredulity
as to the actual existence of the scene; it
may have been the grotesque glimpse
of a dream!

The manipulation of the work is
absolutely perfect. The texture of the
rocks is a miracle of art. It is not paint
that one sees; it is a description so accurate
that a geologist need not go to Arizona
to study the formation. This is geology
and topography. That it is also bold to
audacity, is apparent from what has been
already said. Few men have ever under-
taken a work which might have so easily

been a monumental failure. Few men
could have achieved so signal a success;
let this be said to the artist’s honor.

(Scribner’s [ July 1874], 373-374)

MR. THOMAS MORAN, who two years
ago painted a remarkable picture of

the Canon of the Yellowstone,—now
the property of the nation,—has just
completed another large work represent-
ing the Chasm of the Colorado.... .

The subject of this important work
is the chasm or pit worked by the
Colorado River in the sandstone rock
over which it flows at this point, as the
subject of the other picture was the
chasm worked in the limestone rock by
the Yellowstone River. The landscape of
Mr. Moran’s first picture was equally
awful and desolate with that shown us in
the present work, but its terror was less-
ened by the beauty and variety of the
color with which nature veiled her work
of change and destruction. Here, we have
no such charm. We are led into a region
where the eye has hardly a resting-place,
no resting-place, in fact, unless it be
turned upward to the sky. For this serene
heaven—serene except where in one por-
tion it darkens with the wrath of thunder
clouds and the stream of deluging rain—
looks down upon the very pit of hell....

Did Dante in his wanderings ever
see such a country? Perhaps Vesuvius or
Etna might show something as full of fear
if one climbed down into their craters.
But even there, the limited area of the
desolation would not allow the mind to
forget utterly the supreme loveliness of
the nature that lies so near. Here, there is
no loveliness for hundreds of miles, nor
anything on which the healthy human eye
can bear to look (the scientific eye ex-
cepted), and this scene is only the concen-
trated ghastliness of a ghastly region....

As there is no claptrap about Mr.
Moran, so there is none about his pictures,
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and the faults we discover in this latest
work are the result of trying to do too
much—at least, this is our way of
explaining the difficulty. The picture not
only crowds too much incident into its
comparatively narrow frame, but the sub-
ject it deals with is one that never should
have been attempted — partly because it

is impossible to do justice to it, and again
because art is not concerned with it, if it
were possible. Mr. Moran showed wiser in
his first picture. He chose a simpler sub-
ject, or at any rate one with more unity.
Perhaps we may go so far as to say that
the first picture had a subject, and this one
has none. It was said by one who looked
at it, “There is no use in trying to paint
all out-of doors.”. ..

Though the composition is muddled
and confused, and the color monotonous,
and the sense of height absent, yet there
is distance wonderfully expressed, most
exquisite painting of sky and cloud over
the plateau at the right, and lovely light-
ness and motion in the mist that forms
in the clefts of the rocks, and rises to be
dispersed in the palpitating heat of the
upper air. All that is most difficult to be
expressed by paint is expressed here with
a skill that approaches perfection, and
if, as we think, Mr. Moran has failed to
cope with the difficulties of his subject,
he has yet in this picture given new evi-
dence, if any were needed, of his ability
to deal with the beauty and the serenity
of the nature we all know and love. (Cook

1874, 375-377)
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Lower Geyser Basin

1873, watercolor

24.1 X 34.9 (9¥2 x 13%)
Gilcrease Museum,
Tulsa, Oklahoma
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Shoshone Falls, Idaho

c. 1874/1875, watercolor
25.4 X 35.6 (10 x 14)
The Chrysler Museum,
Norfolk, Gift of Mr.
Hugh Gordon Miller

Washington only

See Appendix 1.
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“Fiercely the red sun
descending/Burned
his way across the
heavens”

c. 1875, oil on canvas

84.8 x 127.2 (33% X 50 YAe)
North Carolina Museum
of Art, Raleigh,
Purchased with funds
from the North Carolina
Art Society (Robert F.
Phifer Bequest)

The Song of Hiawatha, Canto IX

On the shores of Gitche Gumee,

Of the shining Big-Sea-Water,

Stood Nokomis, the old woman,

Pointing with her finger westward,

O’er the water pointing westward,

To the purple clouds of sunset.
Fiercely the red sun descending

Burned his way along the heavens,

Set the sky on fire behind him,

As war-parties, when retreating,

Burn the prairies on their war-trail;

And the moon, the Night-sun, eastward,

Suddenly starting from his ambush,

Followed fast those bloody footprints,

Followed in that fiery war-trail,

With its glare upon his features.

(Longfellow 1856)

PROFESSOR LONGFELLOW hit on the
richest of all veins of gold when he wrote
the “Song of Hiawatha.” The rarity of the
measure, the novelty of the subject, the
beauties of the poetry, the fearful difficul-
ties of the Indian names, and the remark-
able facility of imitation, set the whole
nation talking about it....It is stated that
over thirty thousand copies of the “Song
of Hiawatha” have been sold already, and
this is quite up to the sale of Uncle Tom’s
Cabin during a like period of time. ...
Hiawatha is the rage just now and bids
fair to continue so for sometime to

come. (Phila. Evening Bulletin, 26 Mar. 1856)
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MR. MORAN HAS attempted to illus-

trate these lines from Hiawatha: “Fiercely
the red sun descending,/Burned his way
along the heavens.” There is no denying
the fact that Mr. Moran is an artist;...but
no artist has as yet succeeded in depicting
a great sunset. Red paint won't do it, even
when thrown on the canvas a /a Turner.
So here the translation of that glory that
seemingly lifts up the earth to the gate of
heaven is a failure. There is power, there
is a something akin to grandeur, yet the
sunset is a failure. The water is in Moran’s
happiest vein, it is the fathomless sea,
solemn in its power, subdued in the light
that falls upon it. Moran is fast taking
place as the best marine painter in the
Union. (Newark Daily Advertiser, 3 Dec. 1881)
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Mosquito Trail,
Rocky Mountains
of Colorado

1875, watercolor
24.8x36.2 (9% x 14%)

Private Collection

Washington only

See Appendix 1.

104



See Appendix 1.

105

52
Summit of the Sierras

1872/1875,

gouache on paper
36x 25 (14%x9%)
The Art Institute
of Chicago, Gift of
Mrs. Byron Harvey

Washington only
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Mountain of
the Holy Cross

1875, oil on canvas
208.6 x 163.2

(82% x 64%4)
Autry Museum of
Western Heritage,
Los Angeles, Gift
of Mr. and Mrs.

Gene Autry

MR. MORAN made a portfolio of
sketches, including the Holy Cross, from
which he intends to make paintings,

the principal one to be of the Cross. Mr.
Moran pronounces the view which is
obtained from that locality one of the
grandest he has ever seen, and says that
no better subject could be presented for
the pencil and brush of the artist. We
feel confident his painting of the Mount
of the Holy Cross will add brilliancy

to his already world-wide reputation.
(Denver Rocky Mt. News, 1 Sept. 1874)

MR. THOMAS MORAN respectfully
announces that his New Picture, “The
Mountain of the Holy Cross,” is now on
Exhibition at the Gallery of W. Schaus,
749 Broadway. New York, April 6th, 187s.

The Mountain of the Holy Cross is
situated in the heart of the Rocky Moun-
tains of Colorado, about 150 miles west
of Denver, on the Pacific slope of the range.
The name was given by the old Spanish
missionaries, who penetrated these re-
gions to christianize the Indians, long
before the settlement of the Western
States, and was suggested by the very per-
fect Cross, formed by two great crevices
high on the face of the mountain, running
nearly at right angles to each other, and
filled with perpetual snow.

Although placed on the face of a
great peak, 13,000 feet above the level of
the sea, yet it is visible from but few
points in the region.

The Holy Cross Creek which flows
from the base of the mountain into Eagle
river, is supplied entirely by the melting
snows, and is the very ideal of a pictur-
esque stream, bordered by pines and firs,
and in its rapid descent, is broken into a
hundred cascades by accumulated rocks.
In many places the valley exhibits glacial
action of a former period in the furrowed
and polished surfaces of the outcropping
“Roches Mouttons.” In the Summer of 1874,

Mr. Moran, accompanied by a few friends,
penetrated this almost unknown wilder-
ness and made the studies from which the
picture was painted. (Printed announcement,

Apr. 1875, director’s records, Corcoran)

Now THAT Mr. Thomas Moran’s new
picture, the “Mountain of the Holy
Cross,” which has been on strictly private
view at his house in this city for a few
days, is on exhibition at Schaus’ in New
York, we may be permitted to say a word
of praise for what we regard as a grandly
successful picture. The distances are not
so immense as in the “Chasm of the
Colorado” or “The Yellowstone,” and the
eye can measure somewhat accurately the
magnificent ten mile perspective at the
back of which is the “Holy Cross,” a snow
crevasse, filled the year round in the form
of a cross, which lies upon the almost
perpendicular face of a bald mountain of
reddish rock. A little imagination will
transmute a snow drift on the right into a
prone figure with hands outstretched and
imploring to the symbol of salvation. Not
only the popular eye, that which almost
unconsciously loves true perspective, hon-
est color and just drawing, will admire
this. It will satisfy the love of the artistic
sense and live in the memory. (Newark Daily
Advertiser, 5 Apr. 1873)

OF THE WORK itself we may say that

it is decidedly superior to either of the
two former pictures of Western scenery
painted by Mr. Moran. Though unexcep-
tionable, so far as mere mechanical exe-
cution goes, both the two works referred
to fell far short of giving the true senti-
ment of mountain scenery. The spectator
did not feel, as he should have done
when standing before Mr. Moran’s canvas,
impressed either by the vastness of the
space covered, the height of the mountain
peaks in the distance, or by the profound
depth of the rocky valleys or cafions in
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the foreground. As mechanical reproduc-
tions of the grander Western mountain
scenery the pictures referred to deserved
commendation, but they could scarcely be
considered as taking rank among works of
high art. In “The Mountain of the Holy
Cross,” now on exhibition at the Schaus
Gallery, Mr. Moran has been strikingly
successful in his translation of our West-
ern mountain scenery. In the foreground
we have the Holy Cross Creek, a wild and
tortuous stream, lashing itself into foam
against the numerous dark and jagged
rocks that impede its course, its banks
bordered by pines and firs and the bright-
colored but scanty herbage usually found
beside a mountain water-course. Up this
brawling stream the eye is led to the
mysterious white cross near the summit
of the vast and distant mountain, a work
of Titans we should be disposed to pro-
nounce it were we not assured that the
cross was carved by the hand of Nature
herself. Above the rocky peaks rolls a fine
mass of gray clouds, and in the middle
distance—“The mists that round the
mountain curl Melt into light.”

To the technical merits of Mr.
Moran’s work the highest praise may be
awarded. The foreground is charmingly
painted, the color is unusually pure and
truthful, the rocks have all the solidity
of nature, the foliage is crisp and well
defined, and there is motion in the water.
At the same time the aerial perspective
has been managed with so much skill that
the spectator really feels as if the grand
mountain on which shines the glittering
cross were many miles away. In its general
treatment, “The Mountain of the Holy
Cross” reminds us strongly of the studies
of Calame, that almost unrivaled painter
of wild mountain scenery, though at the
same time we fully recognized the fact
that Mr. Moran’s work bears the unmis-
takable stamp of originality and we think
that it will unquestionably take rank as
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one of the finest examples of American
landscape art that has yet been produced.
Mr. Moran may well be proud of a work
exhibiting so much technical skill, com-
bined with such noble simplicity and even
severity of treatment, and all who take an
interest in the progress of American art
must gratefully recognize the fact that at
last we have among us an artist of native
birth eminently capable of interpreting
the sentiment of our wilder mountain
scenery in a style commensurate with its
grandeur and beauty. (VY7 1o Apr. 1875)

MR. THOMAS MORAN... exhibits at
Schaus’s his recently-painted view of
“The Mountain of the Holy Cross,” in
Colorado. The scene of the painting is

a most picturesque one, with the high,
snowy mountain at the head of a deep
ravine, through whose rocky bottom the
stream from the mountain wildly plunges.
Far up the mountain-side, and above all
vegetation, two snow-filled crevices unite
in forming a gigantic cross, which is
visible at a great distance. The scene is
one of the most excessive loneliness and
remoteness; not the slightest trace of man
appears in the wild glen, whose vegeta-
tion is torn and gnarled by winter storms.
The mountain is about one hundred and
fifty miles west of Denver, and is in the
very heart of the Rocky Mountain range.
The name was given to it by the old
Spanish missionaries, who penetrated to
this region two or three centuries ago, and
were naturally greatly impressed by this
marvellous apparition of the chief symbol
of their religion. The accessories of the
landscape are very fine, and the tangled
undergrowth and twisted pine-trees are

a fit setting for the silent peak at the top
of the ravine. The studies from which

the picture was painted were made last
summer, when Mr. Moran, with a few
friends, penetrated the wilderness. (Apple-

ton’s [24 Apr. 1875, 535)

MR. THOMAS MORAN is already known
to our readers as...the painter of two
large and remarkable pictures, “The
Grand Cafion of the Yellowstone River,”
and “The Chasm of the Colorado.” A
third work by this industrious artist now
claims our attention, having recently been
on exhibition at the gallery of Schaus

& Co. It is a view of “The Mountain of
the Holy Cross,” so called because of a
peculiarity of the bare rocky wall which
springs to the summit from the body of
the mountain. In this wall are two com-
paratively narrow transverse fissures, filled
with ice and snow, which mark a very
distinct cross on the face of the great
height. This, at first sight, might seem too
bizarre a matter for successful pictorial
treatment; but Mr. Moran, by virtue of
his careful study of rock structure, and his
apparently instinctive sympathy with
mountain-nature, has avoided all appear-
ance of sensationalism in his use of it.
The astonishing novelty of his subject in
the Yellowstone picture laid that work
open, perhaps, to some slight reproach of
making an appeal to our interest that bor-
dered on the factitious, but it cannot be
even suspected in the present case. “The
Mountain of the Holy Cross,” too, is
much in advance of the “Yellowstone” in
another particular— that of general com-
position. There was a massive realism and
sturdy directness in the latter which was
very attractive; it seemed as if the artist
had seized a great block out of the moun-
tains and flung it before us with some-
thing of a giant’s strength; but it wanted
rounding, nevertheless, and was too
abrupt in its presentation. The present
effort is more comprehensive. The painter
has got farther away from his subject,

and so thrown it into a better focus. “The
Mountain of the Holy Cross” is an
impressive and pleasing picture; and the
eye, resting upon the solemn rocks of the
foreground, touched here and there with

108

sunlight, the swirling rush of the indigo-
tinged river, and following the flood back
in its windings through the glen, finds

an abundant variety of interest before it
reaches the snowy cross on the lofty
mountain, walling in the scene. We might,
it is true, make some complaint of a cer-
tain effect of confusion that struck us

as resulting from the crowded presence of
the clouds high up in the middle and
right of the picture, and of some deficien-
cies of strong and accurate definition in
the heights sloping upward in the left
background; but we have no intention of
dwelling on these points, for Mr. Moran
is, in the main, successful; and, good as
were the qualities of his two larger works
previously exhibited, he has here gone
beyond his own earlier success, in combin-
ing those qualities to a more completely

satisfying end.” (Scribners [ June 1875], 252~253)

BEYOND A QUESTION, in the painting
of this picture, Mr. Thomas Moran

has made one of those exceptional pro-
fessional leaps which bridge the chasm
between reputation and immortality.
Church did not more certainly do so, in
his “Niagara” and “Heart of the Andes,”
two pictures closely following each other
and combining to form the ladder (if so
humble an image may be used) up which
he rose from an ordinary appreciation

to that of a magnate of the first rank in
the art-world; Bierstadt did not more
certainly do so, in his “Rocky Mountains,”
at once supplying the strongest proof

of the power with which he could depict
composite nature, and of the fact that,
this excellence reached at a single bound,
he could never go beyond. (7he Aldine, July

1875, 379)

MORAN’S MOUNTAIN of the Holy
Cross, which is on exhibition of the
gallery of L. A. Eliot & Co., adjoining the
Globe Theatre, deserves to rank among



the finest works that have hither to come
from the easel of a native artist. It is a
strikingly beautiful picture in every essen-
tial. The drawing throughout is wonder-
fully clear and decisive. The masses of
rock in the foreground for texture, truth-
fulness of form, color, and general treat-
ment, are equal to anything we have seen
from a modern hand. Not the slightest
detail has been neglected, and yet the
effect of them is superbly broad and nat-
ural.... The whole is vividly impressive.
The spectator stands before it absorbed in
thought, and presently becomes fascinated
with the poetry that pervades it. In sub-
ject, treatment, color, atmosphere, draw-
ing and handling, the work is worthy

of the highest praise. It is a masterpiece,
and we do not know which of our artists
could have painted it as well as Mr.
Moran has done it. The public should
not neglect to pay it a visit. (Boston Transcript,
9 Nov. 1875)

MORAN’S LARGE and masterly painting,
“The Mountain of the Holy Cross,” now
on exhibition at the gallery of L. Eliot

& Co., adjoining the Globe Theatre, is
attracting a great deal of attention from
connoisseurs and the public in general. It
is a superb piece of work, technically con-
sidered, and is in advance of even the very
best the artist has previously given us.
The coloring is exceedingly rich and har-
monious, the drawing is wonderfully clear
and true, and the textures throughout are
reproduced with a skill and a conscien-
tiousness but seldom seen in paintings of
this size. Perhaps the finest bit of art in
the work is the mass of rocks in the fore-
ground. These are almost perfect, not only
in their finely varied forms, their color,
and their solidity, but in their admirable
relief. The shrubbery and the foliage are
painted with a free but at the same time

a careful hand, and, even though occupy-
ing a subordinate place in the picture, are

finished to a high degree. Mr. Moran’s
touch has greatly improved in firmness,
crispness and certainty, and in this canvas
he shows a thorough command over the
techniques of his art. The only point in
which he really seems to have failed is in
giving distance. The picture seems to lack
atmosphere. The objects in the middle
and extreme distance are quite as strongly
defined as are those in the foreground,
and even the far-away mountain, with its
cross of snow embedded in the fissure of
the rocks, shows every marking on its
surface. It has been said, in excuse of this
apparent fault, that the atmosphere in this
region is so clear and pure, that distant
objects are seen in all their minuteness of
detail. It may be so, but the lack of space
is felt nevertheless. Beyond this, we have
only praise to bestow upon the painting,
which is an honor to American art, and

is well worth the secing by every person
of taste and culture. (Boston Evening Gazette,

14 Nov. 1875)

THE PICTURE IS in moderate and
grateful tone, very different from the
extraordinary color in Mr. Moran’s previ-
ous works upon this region. The compo-
sition is pleasing and regular, even to

the point of conventionality, and there is
much faithful and skilful painting of
details. The perspective along the reaches
of the river is managed in a masterly man-
ner... . [there is] one failing of the picture,
—which for chaste and harmonious tone
and composition and artistic handling

is entitled to rank very high among the
best landscapes—and that fault is the
weakness of aerial perspective. The moun-
tain cross is not far enough away. (Boston
Transcript, 16 Nov. 1875)

THERE IS NOW on exhibition at the
art gallery of Messrs. Pettes & Leathe,
Nos. 606 and 608 Washington avenue, a
magnificent painting by Thomas Moran,
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entitled “The Mountain of the Holy
Cross.” It is a most successful effort to
portray a remarkable view in the Rocky
mountains.... Thousands of people in

St. Louis, if they have not seen the precise
scene depicted by Mr. Moran, are yet
familiar with Rocky mountain scenery in
general, and all such will realize the truth-
fulness of this delineation in its general
characteristics. The cross is but an inci-
dent in the picture, and whilst it is a
prominent feature, it is not by any means
a predominant one. Strike it entirely out,
and the painting would simply lose the
significance of its title; it would still
remain a beautiful and artistic representa-
tion of mountain scenery. All the details
are wrought out with marvelous fidelity.
The sky is such as belongs to a mountain-
ous country; the rocks have all the solidity
of nature, the foliage is crisp and well
defined, and there is motion in the water.
At the same time the aerial perspective
has been managed with such skill that the
spectator almost feels as if the grand
mountain on which shines the glittering
cross were miles away. The painting

will remain on exhibition a short time.

(St. Louis Republican, 18 Feb. 1876)
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Ponce de Leon
in Florida

1878, oil on canvas

160 X 292.1 (63 X 115)
The Cummer Museum
of Art & Gardens,
Acquired for the people
of Florida by The
Frederick H. Schultz
Family and Barnett
Banks, Inc. Additional
funds provided by the

Cummer Council

MR. THOMAS MORAN'’S lately com-
pleted large painting of the Discovery of
Florida by Ponce de Leon will soon be
placed on exhibition at the Corcoran
Gallery, where the public is invited by the
artist to call and inspect it after it shall
have been put in position. This work has
been on private view for some time past in
the Wright Building, on G street, where,
in spite of limited space and inadequate
and unsuitable light, it created a decidedly
favorable impression upon artists and
connoisseurs who had the opportunity to
see it. Many of these regard it as Mr.
Moran’s best effort; but upon this point
there is likely to be a difference of opin-
ion, even among the artist’s friends....it
is a pleasing and impressive canvas, and
contains much painting of a very high
order of merit. As commemorating a his-
torical event of great importance in the
ante-revolutionary period of our history, it
would make a fitting companion to Bier-
stadt’s “Discovery of the Hudson River,”
hanging on the south wall of the House,
—that is, to fill the panel now occupied
by that artist’s other picture, the “Discov-
ery of California,” which, we understand,
the library committee of Congress have
decided not to purchase. (Evening Star [DC],
20 Apr. 1878)

MR WORTHINGTON of Georgetown
called. He surprised me by his criticism
upon Moran’s Ponce de Leon, the trees
of which he insists as an old resident of
Florida, are utterly unlike the timber
of that state. He says that the live oak is
black in bark, grows up straight, has enor-
mous boughs, & that none of the trees
represent the bark of Florida timber. &
that the fallen dirc is utterly absurd, as
that tree is not known there. If this be
so, the prospect of selling the picture is
a poor one. (William MacLeod, 29 Apr. 1878,

curator’s journal, Corcoran)

UNDER THE RECENT re-enactment of
the joint resolution requiring the removal
from the Capitol of all works of art not
belonging to government, Bierstadt’s large
picture representing the discovery of Cali-
fornia will have to be taken from the Hall
of the House, where it has hung so long
in spite of the Congressional rule above
referred to, and which, other artists say,
was rigidly enforced against everything
else....An earnest movement has also
been made by the friends of Mr. Moran
for the purchase of his “Ponce de Leon

in Florida,” now on exhibition in the
Corcoran Gallery. The main objection
urged against the purchase of the latter

is the fact that the nation has already
bought two of Mr. Moran’s paintings—the
Canon of the Yellowstone and the Canon
of the Colorado, which hang in the room
opening out of the east gallery of the Sen-
ate. The friends of other artists insist they
ought to have a chance, and that the walls
of the capitol should not be covered by
the works of a few men to the exclusion of
others. (Evening Star [DC], 22 June 1878)

IN 1878 1 PAINTED the large picture of
Ponce De Leon in Florida 4 x 7 feet &
tried to sell it to Congress to fill a panel in
the House of Reps but failed & Bierstadt
picture of the Discovery of California

was bought for the place, most of the Com
being... indifferent & the chief excuse
being that they had already bought two
pictures from me. But professing at the
same time that they preferred mine. It is
now in the Corcoran Gallery but as yet
unsold. 1878‘ (Old Book of Lists, GA: “Sold at
my sale in 1882 [sic—1886] for 2000 to Knoedlers—
they sold it to Ponce de Leon Hotel Florida”

[added in pencil])

THOMAS MORAN’S new picture of
the “Exploration of Florida by Ponce de
Leon”...is also in the Gallery. We look
out from a shadowy, marshy foreground,
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under the colonnade of forest-trees,

upon a clearing bounded by gigantic trees
of cypress and live-oak, with a vista of
tall palmettos and a dreamy bit of river
beyond. On the sunlit open-ing, under the
trees drooping with moss, stand De Leon
and his soldiers in the picturesque mili-
tary garb of the time, confronting a tribe
of Indians, as though he was about to
resume his exploring march. Altogether
there is a charming blending of knightly
romance and primeval sylvan solitude in
this picture, which is executed with elabo-
rate finish. It was painted with a view of
disposing of it to Congress, as a pendant
to the “Discovery of the Hudson,” by
Bierstadt, filling a panel in the House of
Representatives. (4r¢ Journal 4 [ July 1878], 223)

FIFTY-FOURTH Annual Exhibition

of the Academy of Design—Important
Pictures— First Notice. Over the best
landscape by William Hart which we
have seen for a long time hangs, on the
east wall, “Ponce de Leon in Florida”. ..
by Thomas Moran. It is a strong picture,
though, as in the case of the Inness, we
can hardly see the reason for its great size.
It is, however, a grandiose subject, treated
with a thorough and masterly grasp. The
eye is led through an opening between the
magnificent tree forms to the skilfully
introduced mass of figures in the glade.
(NY Herald, 28 Mar. 1879)

NO; s1ZE WILL not help a picture. On
the contrary, it becomes at once an ele-
ment of weakness, unless the subject and
the style are on an equal scale. One end
of the South Room is half filled with a
gigantic composition by Thomas Moran,
representing Ponce de Leon and his
Spanish hunters for gold and the fountain
of immortal youth. It is Florida.... The
Everglades are there—very much there,
one may say: and the bright groups of
horsemen and Indians at a distance repre-
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sent well enough the imaginary scene.
There is a black lizard in the left fore-
ground, and Spanish moss hangs from
moldering trees. But it is waste energy.
Since Leutze’s time, no one except the
wild Western Congressman cares for such
spectacular affairs....But in this picture
there is no strong interest. The filibuster
and his party are doing nothing. We are
therefore cast back on the technical merits
of the painting. One it has. Mr. Moran
is almost always strong in perspective, and
his craft in that respect does not desert
him....Moran is therefore best when he
adheres to some homely, everyday scene
which does not demand warmth of color
or a draft upon the imagination.

The good perspective of Thomas
Moran might be profitably imitated by a
host of painters here. (VY7 7 Apr. 1879)

A LARGE PAINTING by Thomas Moran,
“Ponce de Leon in Florida,”... is the most
ambitious landscape in the [NAD] exhibi-
tion. There is shown a vast deal of earnest
work and high purpose, and, if the result
is not wholly satisfactory, much must

be conceded to the difficulties of the plan.
(rt Journal s [May 1879], 159)

THOMAS MORAN, honored by an ap-
preciative nation with various commis-
sions for the Capitol, and with successive
summer excursions of a romantic and to
him inexpensive nature, shows the result
of some of his travels in a Florida scene,
“Ponce de Leon.”...Moran’s “Florida,”
with Ponce de Leon’s explorers, is a rich
and imposing drop curtain. ...Both of
the landscapist’s contributions aforesaid
have an almost terrifying ease and mastery
of style, and this not in the way of slick-
ness or emptiness, but with downright
fecundity of varied effects; but the artist’s
determination is to teach Nature how

to look, not to learn how Nature looks.

(Boston Transcript, 20 May 1879)

NOR HAS Mr. Moran’s genius confined
itself to the delineation of the sublime
scenery of the great west. He has also vis-
ited the south, and revelled in its gorgeous
colours and its affluence of tropic vegeta-
tion. The music of the palm has touched
his soul, and the tender azure of the skies
which overarch Mexico’s Gulf has
kindled his fancy. Among the number of
admirable paintings suggested by such
scenes may be mentioned his “Ponce de
Leon in Florida.” This is a large canvas,
and represents a clearing, or rather an
opening, in a dense, luxuriant grove of
palms and oaks, draped with the long
festoons of Spanish moss. A little on one
side of this clearing De Leon and his
companions are seen coming to a halt.
The grouping of the figures is excellent
and attractive; but the chief merit of the
painting is the poetic faithfulness with
which the character of a southern forest is
suggested. The pendulous masses of
graceful foliage are most effectively ren-
dered, and make this one of Mr. Moran’s
finest works. (Benjamin 1882, 92)

MORAN’s “Ponce de Leon” hangs mid-
way of the galeria in the Biltmore hotel,
a picture of the school of another day,
rich with his eternal genius and power.

The patina of age gives glory to the
winey browns and greens, the luscious
shadows of the big painting. The virgin
forest spreads its pageant before the feet
of the adventurer. Century old trees
gather together in a mighty regiment,
towering higher and higher so that they
shut out the light from lush undergrowth
that is never touched by the sun. In their
midst is a clearing above which stretches
the blue mantle of the sky that is like a
royal canopy fastened to the tree tops. In
the shadows the white men and the red
men stand together, trying to bridge the
gulf that separates one world from
another. (LA Herald, 1 Jan. 1927)
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Portneuf Cafon, Idaho

1879, watercolor

30.5 X 50.2 (12 X 19 %)
Gilcrease Museum,
Tulsa, Oklahoma
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Green River, Wyoming

1879, watercolor,

pencil, and opaque
white on paper

26.4 x 37.2 (10% x 14 %);
Jetferson National
Expansion Memorial,

National Park Service
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Green River Buttes,
Wyoming

1879, watercolor

26 x 35.2 (10% x 13 %)
Gilcrease Museum,
Tulsa, Oklahoma

114



58

Lower Manhattan
from Communipaw,
New Jersey

1880, oil on canvas

64 X 114.9 (25%6 x 45%)
Washington County
Museum of Fine Arts,

Hagerstown, Maryland

THOMAS MORAN...shows...a view of

sugar bakeries at Communipaw. Let us
not deny the finished ability of this pro-
lific artist in expressive brush-work; the
remarkable length of his catalogue of the
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