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HE American Indian, especially the Indian of the West, has

long been a subject for the artist’s brush. The opinions of artists
and of art critics, however, upon the Indian as a theme in art have
been extremely varied, ranging all the way from gushing acceptance
to rabid and outspoken distaste. For the moment we are not con-
cerned with the pictorial record for purposes of ethnography, which
was the primary object of George Catlin, the pioneer painter of the
Western Indian, and of his successors; rather we are concerned with
the Indian as a subject, who, when treated with skill, knowledge and
imagination, gave rise to pictures of genuine artistic merit—that is,
to pictures of beauty.

That the opinion of the profession has varied greatly can be seen
from the two following comments, both now nearly a century old.
In 1856 the editor of The Crayon, a pioneer art journal in this coun-
try, devoted two columns to a discussion of “The Indians in American
Art.” He wrote:

We should rejoice to see the Indian figure more often on our canvas, and
the costumed European less. As it is, what with the romancer and the so-called
historical painter, he [the Indian] stands a chance of figuring on the picture
canvas as a kind of savage harlequin, lost in a cloud of feathers and brilliant
stuffs; or else in the other extreme, hung about with skulls, scalps, and the
hali-devoured fragments of the white man’s carcass. All this is dramatic
enough, but it is not the truest color of the historical Indian, absorbed in his

quiet dignity, brave, honest, eminently truthful, and always thoroughly in earn-
est, he stands grandly apart from all the other known savage life.l

. Dr. Roperr Tarr, of Lawrence, is professor of chemistry at the University of Kansas and
editor of the Transactions of the Kansas Academy of Seience. He is author of Photography
t;gdlg-‘w American Scene (New York, 1938), and Across the Years on Mount Oread (Lawrence,

41).

Previous articles in this pictorial series appeared in the issues of The Kansas Historical
Quarterly for February, May, August and November, 1946, May and August, 1948, May,
August and November, 1049, The general introduction was in the February, 1946, number.

1. The Crayon, New York, v. 8 (1856), January, p. 28.
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It is difficult to say whether this grandiloquent plea for the Indian
in art had any effect on the profession as it was constituted in 1856.
It is true that several Eastern artists made Western trips about this
time, notably J. F. Kensett and Eastman Johnson.?

A few years later, however, the art critic of the New York Tribune,
hearing that Johnson was considering still another Western trip
wrote:

We regret to learn that Mr. Eastman Johnson intends going off on an ex-
tended tour at the North-west for the purpose of making sketches among the
half breeds and Indians who live beyond the confines of civilized life. We can-
not but think that he might find better subjects for his pencil in the back slums
of the Atlantic cities.3

Whether this caustic comment deterred Johnson or whether his
failure to sell pictures resulting from his earlier Western trips was
the important factor, we have no way of knowing; in any case John-
son’s trip was abandoned.

“The Rocky Mountain school” as Hartmann, one of the historians
of American painting, called it, originated about the time the matters
described above were under discussion. Albert Bierstadt, logically
to be regarded as the leader of this school, made his first Western
trip in 1859, for example.* But the artists of this school were inter-
ested in the West only as it presented panoramic and melodramatic
stretches of plain and mountain scenery, and the Indian was only
introduced oceasionally to lend color and add interest. Many of the
canvases of William Cary, to be considered later in this series, were
of Indian subjects, but here again the Indian was used to record a
way of life or to tell a story.

In fact, before 1890 there were very few artists who considered the
Indian as a subject of artistic imagination. Possibly the best-known
names in this select group were: George de Forest Brush, De Cost
Smith, Edwin Willard Deming and Henry F. Farny. Smith and
Deming, although they had begun work before 1890, did not achieve
their wide recognition until after 1890 (as a matter of exact fact, not
until after 1900) and belong to a later story than ours; Farny al-

2. For mention of Kensett's Western experience see No. VII in this series, “Alfred E.

Mathews,” The Kansas Historical Quarterly, v. 17 (1949), May, p. 102; for Johnson's

Western trips of 1856-1857, see Bertha L. Heilbron, “A Pioneer Artist on Lake Superior,”

Minnesota History, St. Paul, v. 21 (1940), June, pp. 1498-157; John I. H. Baur, Eastman

Johnson (Brooklyn, 1940), pp. 15, 16. Johnson made two trips to the Northwest of his day

in the region around Superior, Wis. The first trip was made in the summer and fall of 1858,

the second in the summer of 1857, Kensett's trip up the Missouri river was reported in 1856,
8. New York Daily Tribune, March 31, 1860, p. 4.

4. Sadakichi Hartmann, A History of American Art (London, 1808), v. 1, p. 78. Hartmann
spoke about the decline of the Rocky Mountain school in 1860 as exemplified in the work
of Bierstadt, Thomas Moran, Williamn Keith and Thomas Hill. The important work of these
men was all done after 1860, For Bierstadt's Western experiences on the trip of 1858 see his
letter dated, "Rocky Mountains, July 10, 1859,” The Crayon, v. 6 (1859), September, p. 287.
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though known as an “Indian artist” was an artist of a far wider
Western scene and we shall consider his work in some detail in the
pages that follow. Brush, on the other hand, completed the phase of
his career that warrants mention of his name here in the decade of the
1880’s.5

He was born in Shelbyville, Tenn., in 1855, and by the time he was
16 was attending art school in New York City at the Academy of
Design. This training was followed by six years (1874-1880) in the
studio of the celebrated Gérdme, painter of “Gladiators Before
Caesar,” in Paris. He thus had a technical training far beyond that
of most painters who essayed the Western scene. On Brush’s return
to this country, he set out to portray the Indian, and once wrote:

But in choosing Indians as subjects for art, I do not paint from the historian’s
or the antiquary’s point of view; I do not care to represent them in any curious
habits which could not be comprehended by us; I am interested in those habits
and deeds in which we have feelings in common. Therefore, I hesitate to at-
tempt to add any interest to my pictures by supplying historical facts. If I

were required to resort to this in order to bring out the poetry, I would drop the
subject at once.®

5. In 1939 I had considerable correspondence with De Cost Smith who wrote me that his
decision to become an Indian artist was made after =eeing some of Brush's pictures in the
early 1880's. In 1884 Smith visited the Rosebud, Lower Brule and Standing Rock Indian
agencies in Dakota territory—his first Western experiences—and spent the winter at Standing

Rock and Fort Yates, After that time he made ma:ﬁ.' Western trips. Some of Smith’s life

in the West is described in his posthumously published volume, Indian Experiences (Caldwell,
Idaho, 1948). Mr. Smith died on December 7, 1989, at the age of 75.

Deming’s first Western experiences after his professional training as an artist oecurred in
1887 when he visited the reservations of the Apaches and Pueblos in the Southwest and the
Umatillas in Oregon. His paintings of Indians first appeared in 1891, For a brief account of
his career, see E. W. Deming. His Work, Therese O, Deming, privately printed, 1925. Mr.,
Deming died on October 15, 1942, at the age of 82,

A series of three articles in Outing, New York, “Sketching Among the Sioux,” v, 23 (1803)
October, pp. 8-18; “Sketching Among the Crow Indians,” v, 24 (1894), May, pp. 88-91, and
“With Gun and Palette Among the Red Skins," v. 256 (1806), February, pp. 866-363, are almost
contemporary accounts of the experiences of De Cost Smith and Deming among the Indians, as
they traveled together for a time. The first two of the above articles are credited to ‘'Man-
Afraid-of -His-Name,” but Mr. Deming wrote me in 1940 that he and Smith were responsible
both for the illustrations of these two articles and for the text. The third of the above articles
is credited to Smith end Deming in the text but curiously enough the illustrations are by
Frederic Remington.

If any of my readers think T have forgotten the Taos school in considering artists who used
the Indian theme, they are mistaken. I may pay my respects to them later in this series, es-
pecially to J. H. Sharp and E. L. Blumenschein. The Taos school, however, is almost toco
late for consideration in this series of articles.

The same consideration applies also to the noted painter of Indian portraits, Elbridge
Ayver Burbank (1868-1949), Burbank began his painting of the American Indian in 1887
(Who's Who in America, v. 13 [1924-1925], p. 579) but his reputation was achieved largely
after the turn of the century. Some of Burbank's experiences in the West are recounted in
Burbank Among the Indians (Caldwell, Idaho, 1944), ed. by Frank J. Taylor. According to
ghegan York Times, March 22, 1949, p. 25, Burbank died in San Francisco on March 21,

9490,

Henry H. Cross (1837-1918) should also be mentioned with the group of artists we are
here considering. Cross, however, was mostly a portrait painter, many of whose eanvases
were Indian subjects. Several examples of his work are to be found in the T. B, Walker
collection, now on loan to the State Historical Society of Wisconsin, and in the Chicago His-
torical Society. Brief accounts of Cross’ life will be found in the article “In Memorium—
H. H. Cross,” Horse Review, Chicago, April 10, 1918; in a death notice in the Chicago Trib-
une, April 4, 1918, and in R. H. Adams’ Iillustrated Catalogue of Indian Portraits (n. p.,
1927). A revision of this eatalogue, with reproduction of a number of the Cross paintings
in eolor, was published in 1948 by the State Historieal Society of Wisconsin,

6. The hiographieal data on Brush given in the text above comes from The Century Mag-
azine, New York, N, 8. v. 21 (1892), February, p. 688: the quotation from the short article
by Brush, “An Artist Among the Indians,” ibid., v. 8 (1885), May, pp. 54-57.
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And it is “poetry” for which Brush’s oil paintings are truly notable.
Brush spent some time during the early 1880’s in the West and in
Canada. He was on the Crow reservation (present Montana), on
various Sioux reservations, and apparently saw a few of the survivors
of the fast disappearing Mandans, that tribe on the upper Missouri
made well known to posterity by Lewis and Clark and George
Catlin.”

Among the best known of Brush’s paintings resulting from these
travels and studies are: “Mourning Her Brave,” “The Sioux Brave,”
“The Indian and the Lily,” “The Silence Broken,” “The Ball-Game,”
“The Aztec Sculptor,” “The Weaver,” “Dawn,” “Evening,” “Killing
the Moose” and best of all “The Picture-Writer.” The last painting
Brush said “is supposed to be a scene in the interior of a Mandan
lodge.” Itdepicted a native artist tracing a design on a buffalo robe.®

Despite the wide acclaim given many of these pictures, few art
patrons were interested in their purchase. Brush, therefore, decided
to change both his theme and his manner and in 1890 he went abroad
again for further training. On his return he devoted himself almost
exclusively to the portrayal of mother and child and of beautiful
women where he again won distinction for the skill of his draftsman-

7. Information on Brush’'s Western travels is meager. The brief article by Brush men-
tioned in Footnote 6 referred to the Crows and the Mandans. A note in Harper's Weekly,
New York, v. 30 (1886), November 20, p. 748, stated that Brush had returned “after four
years' work among the Indians of Canada and the far West.” Thomas Donaldson in his
memoir on Catlin mentioned that Brush worked among the Sioux and “obtained material from
their every-day life,"” House Mise. Doc. No. 15, Pt. 5, 49 Cong., 1 Sess, (1885-1886), p. 807.
An article by Lula Merrick, “Brush’s Indian Pictures,” International Studio, New York, v. 76
(1922), December, pp. 187-193, stated, without any evidence of the source, that Brush visited
Wyoming and Montana in 1884,

Recently I have had correspondence with Mrs. Nancy Douglas Bowditch of Brookline,
Mass., a daughter of Brush, who has been working on a biography of her father. Mrs. Bow-
ditch wrote me that Mr. Brush kept no diary and "practically none' of his early letters were
known to her and that she ““was obliged to write mueh of his early life with the Indians from the
memories of stories he told us.” Mrs. Bowditech further wrote:

“My father went to live among the Incdians after his return from his studies in Paris. It
was in about 1881. He lived with several tribes and became familiar with their habits and
customs. He was at Fort Washeka [Washakie], in Wyoming, where the Arapahoes and the
Shoshones were camped together. He spent a winter at the Crow Ageney, which was, I believe,
about fifty miles from Billings, Montana, At that time the town had just been started and the
drug store was in a tent. The Indians were still hunting for their meat.

“He never could forget his early impressions of the Indians, of whom he was very fond,
and later in life he would oceasionally paint an Indian picture, He witnessed the religious
ceremony of the Sun Dance, which was the festival to the sun.”

8. Reproductions of these oils in black and white (with one exception) will be found in the
order listed above, as follows: The Century, N. 8. v. 8 (1885), May, p. 54; International Studio,
v. 34 (1908), Supplement, April, p. LIV; Hartmann, op. cit., p. 268; Harper's Weekly, v.
30 (1888), November 27, p. 760; The Century, N. 8. v. 22 (1802), June, p. 274; “The Aztec
Sculptor” (in color), “The Weaver,” “Dawn’” and “Evening” in International Studio, v, 78
(1922), December, pp. 187-1938; The Century, N. 8, v. 21 (1892), February, p. 600, and ibid.,
v. 8 (1885), May, p. 56. s ;

Although Brush’s Indian paintings have been praised and admired for their skillful and
beautiful execution and for the highly imaginative faculty displayed by Brush, they have been
on_occasion criticized for their details of composition., Thus the art critic of the New York
Tribune, April 22, 1888, p. 14, in commenting on Brush's *‘Aztee Sculptor” (the critic appears
confused and was more probably referring to Brush’s “The King and the Sculptor™) stated :
Y. . . it is a little confusing to find Central American sculpture s Navajo blanket, a
Pompeian oil or grain jar, Ttalisn marble, one figure Oriental in color if not in face, and
m.l‘;}h“r a North American Indian in face and very largely in costume, all combined in one
pieture, S
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ship and for his studied dignity of manner. Neuhaus called him “A
unique and distinguished figure in our art.” ?

If only a few artists have devoted extended portions of their
careers to the Indian theme, there have been sporadic efforts in this
direction by a considerable number of the profession. One of the
most striking of these instances occurred just at the time the frontier
in American history had ceased to exist—or at least had been offi-
cially read out of existence in the famed statement of the bureau of
the census in 1890. Furthermore, the mass attack—if such it can be
called—of the artists on the Indian occurred in connection with this
same census. Following the suggestion of Thomas Donaldson, the
compiler of the massive but heterogeneous report on George Catlin,
the census bureau sent out a group of “special agents” to take the
census of 1890 among the Indians. Among these special agents were
the artists, Julian Scott, Peter Moran, Gilbert Gaul, Walter Shirlaw
and Henry R. Poore.1?

From the efforts of this group, and many others, there resulted
the voluminous document Report on Indians Tazxed and Indians Not
Tazed.'* Within its 683 pages will be found one of the most ex-
haustive sources of information on the American Indian ever pub-
lished. In addition to statistics (which show that there were Indians
in every state of the Union and the District of Columbia), history,
condition, ethnology, legal status, review of Indian wars and many
other topies will be found on its pages. Of immediate concern to us,
however, are the illustrations, for, in addition to many maps, there
are numerous photographs and many examples of the work of the five
artists mentioned above. The majority of the illustrations appear in
black and white but there are also included elegant reproductions in
full color of 19 paintings; in addition, there are two tinted illustra-
tions. For these reasons, it is an astonishing fact that this volume
has not become one of the most sought after items of Western Amer-
icana but up until the writing of this account, this volume can still

9. His return to Paris is reported in The Century, N. B. v, 21 (1892), February, p. 688,
and his change of style in ibid., v. 20 (1896), April, p. 954, For accounts of his work sub-
gequent to 1896 see Hartmann, op. cit., pp. 262-271; Minna C, Smith, “George de Forest
Brus!l." International Studio, v. 84 (1908), SBupplement, April, pp. XLVII-LVI. Eugen Neu-
haus’ appraisal will be found in his book, The History and Ideals of American Art (Stanford
University, 1981), p. 200,

10. The reference to the statement of the census bureau and the end of the frontier is, of
course, the statement made famous by Turner; see Frederick Jackson Turner, The F rontier in
American History (New York, 1921), p. 89. That the suggestion of sending artists among
the Indians in connection with the 11th U. 8. census (1890) came from Donaldson is so stated
in Harper's Weekly, v. 36 (1882), October 8, p. 975. This account mentions six artists rather
than the five I have _enumcmted in the text. Possibly the Harper's Weekly account, however,
included George F. Kunz, a gem expert who is reported to have made investigations among the
Indians for the 11th census.

11. The eomplete title reads, Report on Indians Taxed and Not Taxed in the United States
(Except Alaska) at the Eleventh Census: 1890 (Washington, 1864).
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be secured at a very moderate price. Among the color illustrations,
for example, are found a striking portrait of Sitting Bull, painted
from life by Gilbert Gaul in September, 1890, a few months before
the death of this chieftain, probably the best-known Indian in Ameri-
can history; an equally interesting portrait of Washakie, chief of the
Shoshones, and almost as well-known a name as Sitting Bull, painted
at Fort Washakie, Wyo., in 1891, by Julian Scott, and a portrait, also
by Scott, of a very beautiful Indian girl of the pueblo of Sichumnaui,
Ariz., in 1891. Although most of the color illustrations are portraits
(12 out of 19), there are color reproductions of “Pack Train Leaving
Pueblo of Taos, New Mexico,” by Poore; “Sioux Camp.—Standing
Rock Agency, North Dakota, September, 1890,” by Gaul; “Hunting
Party of Shoshones.—Shoshone Agency, Wyoming, August, 1890,”
by Moran, and “Issue Day” at the Kiowa, Comanche and Wichita
agency, Oklahoma, 1890, by Scott. All these color reproductions
are full pages, the print size being about seven by nine inches on a
page nine by 1114 inches. The largest illustrations in the volume,
however, are two folding reproductions in color of paintings by
Walter Shirlaw measuring seven by 18 inches: “The Race.—Crow
Indians.—Crow Reservation, Montana, August, 1890,” and “Omaha
Dance—Northern Cheyennes—Tongue River Agency, Montana,
August, 1890.” In these paintings, almost impressionistic in design,
Shirlaw has recorded aspects of Indian life against the sweep and
color of the vast Montana plains and hills.

Of the five artists represented in the volume, Scott had credit for
most of the illustrations both in color and in black and white, being
represented by over 30 drawings or paintings. Moran had three;
Shirlaw and Gaul, two each, and Poore only one. Each artist, how-
ever, had to double in brass, for in addition to their artistic labors,
each prepared a report on at least one Indian agency. Thus Scott
reported on the Moqui pueblos of Arizona, Poore on 16 New Mexico
pueblos, Shirlaw on the Tongue River agency (Northern Cheyennes)
and the Crow agency, Gaul on the Cheyenne River and Standing
Rock agencies and Moran on the Shoshone agency.'?

Several of this group had been in the West previous to their gov-

12. Indians Tazed and Indians Not Tazed, pp. 186-108, 440-4468 (Scott); pp. 424-440

(Poore); pp. 860-3068 (Shirlaw); pp. 519-526, 684-588 (Gaul): pp. 629-684 (Moran). A
letter addressed to the bureau of census recently brought a reply to the writer from David 8.
Phillips, chief of the administrative service division, dated March 20, 1940, Mr. Phillips stated
that the census bureau had no knowledge of the paintings made for the bureau in 1890 and
1891 and that the correspondence with the specinl agents ‘‘was destroyed years ago.”
. A number of the illustrations in this census volume plus some additional ones also ng{mg&i
in ‘Thomas Donaldson’s Mogui Pueblo Indians of Arizona and Pueblo Indians of New Mezico,
Eztra Census Bulletin, Eleventh Census of the United States (Washington, 1898). This ae=
count contains more detailed accounts of the Western experiences of Scott, Poore and Moran
than does the larger volume.
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ernment employment in 1890; Shirlaw is reported to have been on
the plains for six months in 1869 and Poore was probably in Colorado
about 1878. Moran had made several Western journeys before
189018 Of these, his trip in 1881 was probably the most extensive.
In August he accompanied a party led by Capt. John G. Bourke
which visited a number of the Indian pueblos in (present) New
Mexico and Arizona. The party was interested primarily in the eth-
nological aspects of the Pueblo Indians as has been described by
Bourke himself in his well-known book, The Snake-Dance of the
Moquis of Arizona* . . . Bourke mentioned Moran many times
in his account, including the comment, after the ascent of a trail up a
mesa, “Mr. Moran made excellent sketches of this romantic trail, as
he had already made of everything of interest seen on our trip.” Un-
fortunately none of these sketches, or paintings resulting from these
sketches, have been located and even the illustrations in Bourke’s
book were by Sgt. A. F. Harmer, already referred to in this series.1®

Moran’s interest in the Indian is thus apparently largely ethno-
graphical. As for the other artists of the 1890 census we have judg-
ment on the American Indian as an art subject from Gaul and Shir-
law. Gaul, some years after his return, said he thought Indians were
“very picturesque” and that “they were a good deal like the white

men—that some were very good fellows and some were very bad.” 1®

Shirlaw, when queried on the same point, is reported to have said,
“The red Indians are undoubtedly pictorial and perhaps semi-pic-
turesque.” Hartmann, who reported this statement, interpreted it
in this manner:

18. A mention of Shirlaw's 1869 trip is made in the American Art Review, Boston, v. 2
(1881), p. 98; Poore had a Western mining illustration, “From Mine to Mill,” in Harper's
Weekly, v. 22 (1878), September 14, pp. 782, 783; Moran was apparently in the West before
1880 as the New York Tribune, January 26, 1880, p. 5, reported the sale of a painting, “Ban-
nack Indians Breaking a Pony,” for $400. The American Art Review, v. 2 51881). Pt. 1, p.
168, and Pt. 2, p. 200, listed three (or four) Western paintings and the first of these references
stated, “Moran will have left for New Mexico again by the time these lines are in print.”
Indians Tazed and Not Tazed, p. 105, stated that Moran and Capt. John G. Bourke witnessed
“the snake dance at Walpi in August, 1883." There may be some confusion of dates here,
and the Bourke-Moran trip of 1881 a8 described in the text is meant; see Footnote 14.

14. New York, 1884,

16, The quotation above will be found on p. 297 of Bourke's book. Bourke credited the
illustrations (31 plates, lithographs, some in color) to Harmer in the “Preface” of his book.
One_of Harmer's illustrations is of the snake dance and is dated “August 12, 1881."

Biographical data on Moran is very meager. He was one of the famous Moran family of
artists; see Frances M. Benson, "The Moran Family,” The Quarterly Illustrator, New York,
v. 1 (1892), pp. 67-84, which makes only brief reference to Peter Moran. Moran was born in
1841 and died in Philadelphia on November 9, 1914; see American Art Annual, Washington,
{1 I%Q?-!gm:lll% 260; an obituary will be found in the Philadelphia Public Ledger, November

’ , p. 18,

Mention of Harmer is made in this series No, VIII, “Charles Graham and Rufus F. Zog-
baum,” The Kansas Historical Quarterly, v. 17 (1949), August, pp. 210, 211.

16, Jeannette L. Gilder, ““A Painter of Soldiers,” The Outlook, New York, v. B8 (1898),
July 2, pp. 670-5678. A' biographical sketch of Gaul (1855-1919) is included in the Dictionary
of American Biography, v. 7, p. 198, This nccount stated that Gaul spent “much time in the

ar West"” and was noted not only for his battle and military paintings but for his cowboy and
Indian pictures as well. I have never seen any other mention of his cowboy pictures nor have
I ever seen any listed or described. '
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The verdict, overexacting as it may seem, comes nearer to the truth than one
may imagine at the first glance. These Western tribes, with their characteristic
make-up, their wild way of living, and their peculiar ceremonious rites, contain
for the artist all the elements of the pictorial, but even to the layman they can
hardly claim to be as picturesque as, for instance, the Arabian horseman whom

Schreyer paints17

Just what Shirlaw did mean in his brief comment is uncertain. De
Cost Smith also considered Shirlaw’s comment and stated, “I think
I know what he meant. He felt that the heavy striped blankets and
wide-flapped leggings obscured the figure, which was true, though in
their camps there was ample opportunity to see them in various de-
grees of nudity from partial to complete.”® Whatever Shirlaw
meant, the number of his Indian pictures is limited, but he did de-
scribe in some detail—and painted—the melodramatic death of an
Indian warrior, a scene that he himself witnessed while in the West
in 1890.19

Henry F. Farny

A huge man, over six feet in height, broad shouldered, bulky in
the waist line, an inveterate story teller, renowned as an after-dinner
speaker, a man with innumerable friends, alive with interest in life;
such is an epitome of Farny in his prime. Friend of Gen. U. S,
Grant, of Gen. Nelson Miles, of President Theodore Roosevelt and
of many other celebrities, his artistic labors were widely known in
his day. Joseph Pennell, toward the close of the 19th century, listed
him as one of a half-dozen or so American artists, the technique of
whose work students could study with advantage and referred to him
“as one of the most original, if erratic, of American artists.” 2 Even
abroad Farny won recognition, having been awarded a third medal
at the Paris exhibition of 1889.21

Farny spent most of his mature years at his studio in Cincinnati
but he made many Western journeys in search of material, especially
from 1880 until 1900, and his fame rests largely on the Western pic-

17. Hartmann, op. cit., p. 259,
18. Smith, op. cit., p. 23.

18. Walter Shirlaw, ‘“Artists’ Adventures: The Rush to Death,” The Century, N. 8,
v. 25 (1803), November, pp. 41-45. The article is accompanied by several illustrations which
are appnrent.fy portions of the larger painting, “A Rush to Death)” which was reproduced in
Harper's Weekly, v. 84 (1800), October 18, p. 812. Shirlaw died in Madrid, Spain, on Decem-
b’grh?a, 1009 ; see Dictionary of American Biography, v. 17, pp. 119, 120, for a brief sketch
of his career, hE:

Brief accounts of the life of Julian Scott and of Henry R. Poore, the remaining two
artists of the 1890 census will be found in the New York Tribune, July 5, 1901, p. 2, Bcott
(1846-1901), and New York Times, August 18, 1940, p. 15, Poore (1859-1940).

20. Joseph Pennell, Pen Drawing and Pen Draughtsmen, 8rd ed. (London and New York,
1897), pp. 226 and 231.

21. Harper's Weekly, v. 83 (1888), August 81, p. 699. Remington was n.w‘arded a second
medal at the same exhibition and Gilbert Gaul also a third medal, In 1886 I‘nm{.hlmli been
awarded one of four prizes of $260 each at the American Art Association by exhibiting an
Indian subject.—Ibid., v. 20 (1886), November 28, p. T7T1.




Hexgry F. Farny
(1847-1916)

A photograph taken in the West in the

_m.mn._,u.‘Ea::.c2::.:,&.5..(ﬁ._,_....mw,.H_ﬁ.‘..m.,
Farny, Cincinnati, Ohio.
¥ ]
Farny’s sketch (above), “Chief Priest of
the Bow,” is reproduced from Joseph Pennell’s
Pen Drawing and Pen Draughtsmen.




“THE Song oF THE Tavkine Wire” (1904)

An oil painting in the Taft Museum, Cineinnati, Ohio, through whose courtesy it is reproduced.
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“Tae CAPTIVE™

A water color in the Cineinnati Art Museum through whose courtesy it is reproduced.




HE NORTHERN Paciric Rainway.—Driving THE Last Spike” (1883)

ym Frank Leslic's Hlustrated Newspaper, New York.











































