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3 | Mountain Pictures:  
The Sublime Period (1947 to 1961)

A B O U T  T H E  L A N D S C A P E  T R A D I T I O N

It is helpful to view Taylor’s mountain paintings in the context of the evolution of the land-
scape tradition in both Europe and North America. In the art of the Middle Ages and the 
Renaissance, depictions of landscapes are secondary to the figures in the foreground, whether 
religious, mythic, or symbolic. By the mid-seventeenth century, the scale changed, with artists 
painting large landscapes with small figures inspired by religious stories or mythology. These 
paintings, however, were not intended to be representations of real landscapes.

It was philosophical ideas in the latter half of the eighteenth century that would result in 
artists focussing on nature and viewing it in new ways. The aesthetic of their works was based on 
theories such as the Sublime, the Beautiful, and the Picturesque. These ideas involved a re-exam-
ination of man’s relationship to nature and to the divine. English philosopher Edmund Burke 
(1729–1797), in his work On the Sublime and Beautiful (1756), wrote: “WHATEVER is fitted in 
any sort to excite the ideas of pain and danger, that is to say, whatever is in any sort terrible, or 
is conversant about terrible objects, or operates in a matter analogous to terror, is a source of the 
sublime; that is, it is productive of the strongest emotion which the mind is capable of feeling.”1 
The natural world was, thus, a vehicle for exciting strong feelings (such as awe, wonder, or fear) 
and stimulating the creative imagination, thereby giving rise to poetry, prose, painting, and 
other forms of artistic expression. Mountains, rushing torrents, violent storms – any elements in 
nature that inspired extreme feelings – became preferred subjects.

The contemplation of nature could be a spiritual experience whether expressed in conven-
tional religious terms or pantheism, which saw the divine as immanent in nature. The appeal, 
however, was to the imagination and not reason. The emphasis on the individual’s reaction to 
the landscape linked these works with the Romantic Movement that focussed on the individual 
and his/her feelings about the human and natural world. It was the Romantic poets William 
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Wordsworth (1770–1850) and Samuel Taylor Coleridge (1772–1834) who made landscape ac-
cessible through their works. They fell in love with the English Lake District, living and writing 
there as well as extolling its beauties. The ruggedness of moors and the Scottish highlands also 
excited them. Victorian art critic John Ruskin (1819–1900) also influenced aesthetic theory 
and notions of the Sublime. George P. Landow writes of Ruskin: “Ruskin used his theory of 
the sublime, like the theory of beauty which it complements, to solve the problem of the role of 
emotion in beauty and art.”2 He also links Ruskin with Wordsworth and Coleridge and quotes 
Coleridge as follows:

I was one day admiring one of the falls of the Clyde; and ruminating upon what 

descriptive term could be most fitly applied to it, I came to the conclusion that the 

epithet “majestic” was the most appropriate. While I was still contemplating the 

scene, a gentleman and a lady came up, neither of whose faces bore much of the 

stamp of superior intelligence, and the first words the gentleman uttered were “It 

is very majestic.” I was pleased to find such a confirmation of my opinion, and I 

complimented the spectator upon the choice of his epithet, saying that he had used 

the best word that could have been selected from our language “Yes, sir,” replied 

the gentleman, “I say it is very majestic: it is sublime, it is beautiful, it is grand, it is 

picturesque.” – “Ay (added the lady), it is the prettiest thing I ever saw.” I own that I 

was not a little disconcerted.3

Linked to the notion of the “Sublime” was the concept of the “Picturesque,” which had its 
origins in landscape design and architecture. Baronet Sir Uvedale Price (1747–1829), in 1794, 
authored the Essay on the Picturesque, As Compared With The Sublime and The Beautiful (1794). 
The focus of his theories and practical applications were the gardens and grounds of his country 
estate in Herefordshire. His neighbour Richard Payne Knight (1750–1824), a classical scholar 
and archaeologist, in the same year, published his poem “The Landscape.” Both favoured dra-
matic elements in nature and, if they did not exist, created them. Picturesque painters favoured 
ruins, charming cottages, twisted trees, and exuberant vegetation.

Nature is no longer background but rather becomes the foreground of an artistic form devot-
ed to it, thereby giving rise to the establishment of schools of landscape painting. This occurred 
in Britain, continental Europe, and, later, North America. Beginning in the first part of the 
nineteenth century, artists depicted real landscapes in their works and many worked en plein air, 
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creating watercolour studies that would, in some cases, be worked up to major oil paintings in 
the studio. These works were and are an affirmation of regional geology, physical geography, and 
flora and fauna that made a place unique and had the stamp of national identity about it. Thus, 
such landscapes are quintessentially English, German, French, or North American in matter. 
As Laure Meyer notes in Masters of English Landscape, “Each of these three areas – topography, 
scenes of hunting and racing, and seascapes – led in their different ways to the development of a 
fine and independent school of landscape painters.”4 John Constable’s (1776–1837) depictions of 
the rural English countryside and J.M.W. Turner’s (1775–1851) epic seascapes would be products 
of this tradition.

While painters working in North America were influenced by European landscape tradi-
tions, they were motivated by a desire to create an art that would reflect the scale and grandeur 
of the North American continent. In the United States, the establishment of the nation spurred 
the development of a native tradition of the arts and letters – a tradition as distant as possible 
from the Old World and its values. In terms of the visual arts, an artistic movement developed 
around the representation of landscape. The Hudson River School was not a formal school but 
rather a group of painters who shared a common theme – depictions of the Hudson River Valley 
and the Catskill, Adirondack, and White Mountains. In the autumn of 1825, Thomas Cole 
(1801–1848) journeyed to the Catskill Mountains and painted the first formal landscapes of the 
area. It was the pristine nature of these landscapes that appealed to Cole and others. It was as 
if, in an age of belief, they were freshly minted from the hand of God. With the absence of the 
influence of human beings, the observer, whether in the real landscape or viewing the painting, 
could more readily commune with God. Cole, who was born in England and received his art 
training there, coming to the United States when he was twenty, was one of the many artists 
who turned away from industrial England. The most significant works of the first generation of 
the Hudson River School were painted in the period 1825–55. Raymond J. O’Brien in American 
Sublime: Landscape and Scenery of the Lower Hudson Valley writes:

The Hudson is consequently the quintessential North American example. The 

interplay of attitudes and ideas about mountainous riverscapes in nineteenth-centu-

ry America unfolded most dramatically in the lower valley. The period guidebooks 

touted this region as “nature’s greatest panorama.” It was an integral part of any 

“Grand Tour,” birthplace of the nation’s first school of landscape painting, and 

home of successive generations of aristocratic and landed patrons of culture and 
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conservation. That section of the valley characterized by mountainous or highland 

topography was visually accessible to the greatest number of travelers and was 

universally agreed to be a prime source of aesthetic inspiration and national pride.5

The second generation of Hudson River School painters, including Frederic Edwin Church 
(1826–1900), who studied with Cole, John Frederick Kensett (1816–1872), Sanford Robinson 
Gifford (1823–1880), Albert Bierstadt (1830–1902) and others, continued the tradition but also 
added elements of their own. Their most significant works were painted in the period 1855–75 
and, as the railways moved west, so did the artists, adding images such as the Grand Canyon 
and Yosemite to their repertoire. Their style has been described as “American Sublime.” In the 
twentieth century, art historians coined another term – Luminism – to describe their work, 
which is characterized by the effects of light on landscapes, and also by the quality of the brush-
strokes, which were so fine as to be invisible. Light literally glows in these landscapes. Cloudy 
skies and water were depicted in this way as well as fog and mist.6 In this, they were following in 
the footsteps of Turner.

With respect to the development of a Western Canadian landscape tradition, the Rockies 
and the Kootenay Ranges became as iconic as the Hudson River region, the Grand Canyon 
and Yosemite in the United States.7 These ranges inspired the Canadian Pacific Railway (CPR) 
artists under the patronage of American railroad builder Cornelius Van Horne, who became the 
General Manager of the CPR on January 2, 1882.8 As Van Horne’s managerial and financial 
prowess grew (he became vice president in 1884 and, finally, president, in 1888), so did his 
power to authorize passes and reduced fares, and also to influence the artists whom he selected 
and promoted.9

The artists who were given passes included painters, photographers, and illustrators of books 
and magazines. These included John A. Fraser (1838–1898), Lucius O’Brien (1832–1899), John 
Forbes (1846–1925), William Brymner (1885–1925), Edward Roper (1832–1904), Frederic 
Marlett Bell-Smith (1846–1923), Marmaduke Matthews (1837–1913), Thomas Mower Martin 
(1838–1934), Forshaw Day (1837–1903), and Albert Bierstadt. Van Horne also envisioned the 
Banff Springs Hotel and Chateau Lake Louise to encourage wealthy visitors to visit and experi-
ence wild nature without sacrificing the comforts of home.
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F O R M A T I V E  I N F L U E N C E S  O N  T A Y L O R

Mabel Gass was Taylor’s first teacher and certainly inspired him to continue his art education 
but, in Taylor’s own mind, it was Frank Vincent DuMond who helped to shape him as an artist. 
At the time when DuMond received his own art education, the pre-eminent American landscape 
painters had been influenced by the first and second generation of the Hudson River School. 
His studies in France exposed him to Impressionism, which defines his mature style. In a short 
overview of his work likely written for a grant proposal, Taylor wrote about his evolution as an 
artist as follows:

I was fortunate to have had Frank V. DuMond of N.Y.C., to instruct me in the 

fundamentals of art and thinking. It was this kind of analysis of nature, the use of 

mind and eye that gave the ground to plan and develop.

The years at the Ontario College of Art gave me the opportunity to experiment 

and work out many problems I had been able to pursue during the war.

More serious work began on arrival at the University of Alberta. The further 

development of the landscape was made even more exciting by the fact that my 

teaching commitments took me all over Alberta, Northern B.C. and the Northwest 

Territories. The exposure to the many and varied areas made it necessary for me to 

familiarize myself with this land. I attended classes in Geology under Dr. Warren 

for two sessions and made use of the maps and photos of all the areas of specific 

interest. Drawings, field sketches and experimental works gave more freedom to ex-

plore new areas of composition on a two dimensional surface. Work between 1948 

and 1955 concentrated largely on the visual world with specific structural changes. 

At that point I was experimenting with structure and light.

DuMond gave Taylor a thorough grounding in composition and perspective, both critical to 
landscape painting. He is quoted in the catalogue of a tribute exhibit on his retirement from the 
Art Students League of New York as follows:

“I like to paint in Vermont because of the great space there,” he explains, “I don’t 

like ‘picturesque’ places with lobster pots and nets and cork floats hanging all 
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around. It’s the light in the sky that gives the earth its meaning, not an inventory 

list of objects. To find the motif for your picture – that’s the thing. The motif. And 

that is what space, and weather, and light help you find. These are the universal 

things, and when you can paint them so they will have universal appeal, you can 

call yourself an artist.…

“And I don’t mean just copying them, either. Why all this fuss about ‘copying’ 

nature? Nobody can copy anything anyway. It’s like trying to whistle a symphony. 

Cezanne had the right word when he said art is a harmony parallel to the harmony 

of nature. It is a parallel. But still a painting must have universal appeal.”10

Taylor did not study art history initially. His training was in the studio and in nature. DuMond 
provided Taylor with a thorough grounding in plein air painting, a staple of American painting 
summer schools on the eastern seaboard. This was representational but also shaped by the 
artist’s vision. It was the structure in nature as well as effects of light that DuMond emphasized 
to his students. DuMond was passing on what he had learned within the American landscape 
tradition at the Art Students League of New York and his studies in Paris that exposed him 
to Impressionism. Choice of subject matter was crucial and artists faced the difficulty of how 
to represent the enormity of what they saw without, at the same time, appearing to tame or 
diminish nature. They thus tended to paint in multiples, simply because the landscapes were so 
extensive and a slight shift in perspective provided a whole new set of opportunities.11 Frequently, 
they were not exact replications of a real scene but, rather, composites based on observation and 
reflection in the studio.

From his first encounter with the Rockies, Taylor was aware of the problem of composition 
and of the necessity of choosing from the rich landscape before him to find the right subject 
matter for a specific painting. Among the works left in his studio is a large panel, which he 
used for teaching purposes. He has sketched a mountain scene (perhaps a Lake O’Hara scene) 
on it. What is interesting is that he has created oblong “frames” around specific elements of the 
landscape such as rocks and trees, scree and boulders, the mountain-top and transition to sky. 
These were all possible compositions.

Simplistically stated, there are typically four elements represented in a mountain landscape: 
rock, vegetation, water, and sky. It is the juxtaposition of these elements, as well as their depiction 
in the fore, middle, or background that comprises the composition of a painting. It is the composi-
tion, as well as effects of colour, that engage the viewer and provide a link to the subject matter.
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Fig. 40: J. B. Taylor, 
teaching painting, 
Alpine Meadows, 1953, 
oil on masonite, 50.8 
x 60.96 cm, Private 
collection.

There are various established techniques for juxtaposing the elements of the landscape. These 
include the use of mirroring (mountains reflected in a clear lake); “V” composition or inverted 
“V” in which the focal point is in the immediate foreground or at the apex of the picture (e.g., 
a mountain peak); as well as the “X” in which the point of interest is in the centre of the pic-
ture. Taylor used all of these techniques, which in his own words comprise the “structure” of a 
painting, and avoided the detail of rock or tree in the mid-foreground, which typified the work 
of other painters. Composition for Taylor was, thus, the work of “mind and eye.”

The other element that he learned from DuMond is the importance of light. As has been 
noted, this was a characteristic of Sublime art. Light is no longer simply an aspect of weather 
and/or seasonal change. It becomes a central aspect of the painting that draws the viewer’s eye 
and, for believers in the nineteenth century, demonstrates a divine presence. God is the light in 
the landscape, and the effect is reminiscent of Baroque works in which a funnel of light is used 
to illuminate the face of Christ, martyrs, and saints. While Taylor was a churchgoer, at least in 
his upbringing and the early years at the University of Alberta when he and his wife sang in a 
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church choir, he was not a nineteenth-century Christian seeing God in nature. The divine he saw 
in the landscape was in the nature of pantheism. The mountains for him were not only evidence 
of geology and geomorphology but also the spirit. It is significant that he chose to have his ashes 
scattered near Lake O’Hara.

T H E  S U B L I M E  M O U N T A I N S

Taylor began to implement his learnings in mountain pictures almost immediately. However, 
there is a difference in Taylor’s paintings from the nineteenth-century landscape artists of the 
American eastern seaboard, including DuMond. Taylor’s colour palette is that of the northwest 
region of the Canadian west. The tree species are montagne/boreal forest; they are not the 
deciduous trees of the Hudson River region. In comparison, the Taylor paintings appear sombre; 
however, the impact of light, whether filtering through mist in the sky or reflected from water 
or glacial ice, still suggests the sacred in the landscape. These early works are reminiscent of the 
CPR artists.12

In the picture titled Mountain Top, dated 1949 (oil on canvas, 40.64 x 50.8 cm, private 
collection), grey rocks in the right foreground lead the eye to a V-shaped view of pale blue 
clouds and sky at the inter-crossing of two mountain peaks. The wash of light can be seen 
outlining rocks and mountains depicted in shades of creamy white, grey, and grey-blues. Cloudy 
Day – Near Banff (1949, oil on canvas board, 50.8 x 60.96 cm, private collection) depicts in the 
foreground rocks and trees, but the eye is drawn to mountain peaks bathed in a wash of light 
culminating in a back-lit cloudy sky. Moraine Lake (undated, likely ca. 1949, oil on canvas board, 
50.8 x 60.96 cm, private collection) makes use of mist on a cloudy day to draw attention to 
snow/glacier ice in the middle of the composition.

A similar effect is achieved in Valley of Seven [sic Ten] Peaks [also known as Moraine Lake] 
(undated, ca. 1950–51, oil on masonite, 60.96 x 76.2 cm, Alberta Foundation for the Arts Acc 
# 1984.154.001). In this picture, in the lower middle-ground, a sliver of lake can be seen. An 
Untitled [likely Lake O’Hara] picture (1952, oil on canvas board, 46.99 x 55.88 cm, private 
collection) makes use of pines forming an inverted V formation to draw the eye to a V gap in a 
mountain range. Another Untitled picture [also known as Smooth Rock] (undated, ca. 1952, oil 
on masonite, 50.8 x 60.96, private collection) uses a V composition with rocks in the foreground 
and misty mountain peaks in the background. Marble Canyon (1954, oil on masonite, 50.8 
x 60.96 cm, private collection) depicts boulders in close-up with light reflecting off the fall of 
water.
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Fig. 43: J. B. Taylor, 
Moraine Lake, 
undated, ca. 1949, 
oil on canvas board, 
50.8 x 60.96 cm, 
Private collection.

 
Fig. 41: J. B. Taylor, Mountain Top, 1949, oil on 
canvas, 40.64 x 50.8 cm, Private collection.

 
Fig. 42: J. B. Taylor, Cloudy Day – Near Banff, 
1949, oil on canvas board, 50.8 x 60.96 cm, Private 
collection.
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Fig. 44: J. B. Taylor, Valley of Seven [sic 
Ten] Peaks [also Moraine Lake], undated, 
ca. 1950–51, oil on masonite, 60.96 x 76.2 
cm, Alberta Foundation for the Arts Acc # 
1984.154.001.

Fig. 45: J. B. Taylor, Untitled [likely Lake 
O’Hara], 1952, oil on canvas board, 46.99 
x 55.88 cm, Private collection.
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Fig. 46: J. B. Taylor, Untitled [also known 
as Smooth Rock], undated, ca. 1952, oil 
on masonite, 50.8 x 60.96 cm, Private 
collection.

Fig. 47: J. B. Taylor, Marble Canyon, 
1954, oil on masonite, 50.8 x 60.96 cm, 
Private collection.



A D R I A N A  A .  D A V I E S56

In Above Lake O’Hara (1953, oil on masonite, 50.8 x 60.96 cm, private collection), the light 
on the surface of the rocks contrasts with the pyramid-shaped mountain peak surrounded by 
threatening clouds. Depiction of the ice in Columbia Ice Fields (1952, oil on masonite, 48.9 x 
59.06 cm, private collection) serves a similar function as the light on the rock and provides a 
contrast to the underlying rock fragments and the mountain walls above fronted by wisps of 
cloud. There is no doubt about the elevation and the lack of vegetation in these high mountain 
reaches. The illuminated rocks in the foreground, covered in lichen and mosses, contrast with 
the jagged mauve peaks and skeletal fir trees thrusting into the sky in Near Sunshine [likely 
Simpson Pass] (1952, oil on masonite, 50.8 x 60.96 cm, private collection).

While Taylor did field sketching with his students, he himself did very few plein air sketches 
or studies. In the family holdings, there are black and white photographs typical of the time, but 
these were merely aide-mémoires. Taylor captured mountain scenes in his visual memory and 
then created a composition that was pleasing to him. Having said this, the location, whether stat-
ed in the title of the work or inferred by the viewer, is recognizable. To echo his own description 
of his work, it focuses on structure, mind, and eye. It was the “idea of mountains” that he was 
presenting, their innate nature as well as the primary elements of rocks, water, vegetation, and 
sky. While realistic, these compositions are not photographic representations and were not meant 
to be. They are highly atmospheric mood paintings and provide an imaginative journey for those 
who have climbed these high places and been intimidated by their vastness.

The year 1958 is important because it saw the beginnings of a transition to abstraction. The 
encounter with John Piper’s work, during his sabbatical year in London in 1955–56, had to be 
processed by Taylor and adapted to meet his own needs and artistic expression. Mature works 
of this first period begin to suggest mountains and are transition works to his later style. This 
is evident in the work simply titled Mountain (1958, oil on masonite, 50.8 x 60.96 cm, private 
collection). It is not a specific mountain but rather a kind of mountain archetype. His palette 
is shades of grey, white, blue, and pink, used to depict a rugged, snowy peak bathed in a pearly 
light. He is moving from the painting of a specific scene into the depiction of the essence of 
mountains as geological entities or constructs.

Other paintings also reflect this change in style. Glacier 58 (1958, oil on canvas board, 50.8 
x 60.96 cm, private collection) focuses on a square cut-way of a glacier. The artist actually frames 
the glacial ice in a square of dark rock. The whites, blues, greys, and pinks depict the texture of 
the ice with the white and pale-blue elements being the focus of the light in the picture. Glacier 
58 is also a good example of the shift away from more representational work. The palette is much 
darker and the rock serves to frame the glacial ice, drawing the eye into the rock interior. In 
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Fig. 48: J. B. Taylor, Above Lake O’Hara, 1953, oil on 
masonite, 50.8 x 60.96 cm, Private collection.

 
Fig. 49: J. B. Taylor, Columbia Ice Fields, 1952, oil on 
masonite, 48.9 x 59.06 cm, Private collection.

Fig. 50: J. B. 
Taylor, Near 
Sunshine 
[Simpson Pass], 
1952, oil on 
masonite, 
50.8 x 60.96 
cm, Private 
collection.
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Fig. 51:  
J. B. Taylor, 
Mountain, 
1958, oil on 
masonite, 
50.8 x 60.96 
cm, Private 
collection.

these works, Taylor, a teacher of composition and master of form and perspective, uses positive 
and negative space or, in other terms, colour or the absence of colour, to evoke landscape. Black 
suggests positive space and the shades of white and blue-green suggest negative space. Thus, 
natural forms are evoked rather than represented.

In this period, Taylor struggled with colour – the dark shades of granite and the mud-
dy-green of pine cover on some mountains proved challenging, and there are a number of works 
held by the family on which he wrote “not to be exhibited or sold.” Ice Age Rock #6-59 (1959, oil 
on canvas board, 50.8 x 60.96 cm, private collection) is an interesting work in that the palette is 
mostly black with only a limited use of white, which is specked with black. What is intriguing 
about this work is texture, achieved through using the end of his brush to scrape and gouge 
the paint to show the rock striations. In this painting, he demonstrated that not just colour or 
its absence but also form and texture could be used to suggest natural forms. I believe that this 
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Fig. 52: J. B. 
Taylor, Glacier 
58, 1958, oil on 
canvas board, 
50.8 x 60.96 cm, 
Private collection.

Fig. 53: J. B. 
Taylor, Ice Age 
Rock #6-59, 1959, 
oil on canvas 
board, 50.8 x 
60.96 cm, Private 
collection.
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Fig. 54: J. B. 
Taylor, Glacier 
[also known as 
Mountain Wall], 
1958, oil on 
masonite, 60.96 x 
76.2 cm, Private 
collection.

Fig. 55: J. B. 
Taylor, Valley of 
the Ten Peaks, 
1959, oil on 
canvas board, 
50.8 x 60.96 cm, 
Private collection.
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Fig. 56: J. B. Taylor, Columbia Icefield, 1960, oil on canvas 
board, 50.8 x 60.96 cm, Private collection.

 
Fig. 57: J. B. Taylor, Lake McArthur, 1960, oil on masonite, 
50.8 x 60.96 cm, Private collection.

Fig. 58: J. B. 
Taylor, Above 
Lake O’Hara, 
1961, oil on 
masonite, 
60.96 x 76.2 
cm, University 
of Alberta 
Collections 
Acc # 1984.19. 
Alma Mater Art 
Acquisitions 
Fund; 
Community 
Special Projects 
Fund.
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Fig. 60: J. B. Taylor, Lake Oesa II, 1961, oil on 
masonite, 50.8 x 60.96 cm, Private collection.

 
Fig. 61: J. B. Taylor, Lake McArthur # III #19, 1961, oil on 
masonite, 51.27 x 67 cm, Private collection.

Fig. 59: J. B. Taylor, 
Untitled [Mountain 
Scene], 1961, oil on 
canvas board, 50.8 
x 60.96 cm, Private 
collection.
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freed him from his earlier representational work and enabled him to see not only the surface of 
things but also a deeper spirituality suggested by the age of the rocks, glaciers, and icefields that 
he painted.

In Glacier, also known as Mountain Wall (1958, oil on masonite, 60.96 x 76.2 cm, private 
collection), Taylor focuses on the depiction of the glacier itself, using white pigment to show the 
flow of ice. Valley of the Ten Peaks (1959, oil on canvas board, 50.8 x 60.96 cm, private collec-
tion) depicts in a subdued palette of whites, greys, and beige rock and ice, a hanging valley. The 
picture suggests mountains but they are not identifiable.

A series of other works, including Columbia Icefield (1960, oil on canvas board, 50.8 x 60.96 
cm, private collection), Lake McArthur (1960, oil on masonite, 50.8 x 60.96 cm, private collec-
tion), and Above Lake O’Hara (1961, oil on masonite, 60.96 x 76.2 cm, University of Alberta 
Collections Acc # 1984.19), all show mountains and glaciers simplified to their essential forms.

It is difficult to draw a hard line with respect to Taylor’s evolution as an artist at a particular 
year, but it is clear that around 1961–62 his paintings began to change significantly. It was as if 
he had reached the limit of his desire to depict mountain landscapes in a realistic though stylized 
fashion so that his subject matter could be located in a particular place. Using his own words, he, 
in a sense, had reached the limit of depiction using the “eye” as a camera lens. He was moving 
inward and focussing on the mind, and its perception of mountains, in other words, the “idea 
of mountains.” He also began his exploration of acrylic and mixed media, and this was to have a 
far-reaching impact on his art.

In three 1961 works – Untitled [mountain scene] (1961, oil on canvas board, 50.8 x 60.96 
cm, private collection), Lake Oesa II (1961, oil on masonite, 50.8 x 60.96 cm, private collection) 
and Lake McArthur #III #19 (oil on masonite, 51.27 x 67 cm, private collection) – he uses these 
techniques to show the massed forms of rocks that comprise mountains. The pictures have an 
almost three-dimensional quality through the depiction of the planes of rock surfaces. Again, the 
palette is black, off-white, grey, and blue-green. Lake McArthur is significant because he has used 
a palette knife to scrape some of the paint from the surface, a technique perhaps suggested by the 
scouring action of glacial ice on rock, which he observed in the mountains. In these paintings, 
he was still working with oil on canvas or masonite.




