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WILLIAM KEITH

California's
William Keith,
landscape.

early

day

painter-poet

is still a favorite with lovers

His great canvases

true interpretations
of the High Sierras

mystic,

of California

and small sketches

of the snow-clad peaks
and the

and

are today

and rocky gorges

pastoral valleys

and streams of

the San Francisco 3ay region.

Keith's were the first brushes

to depict

beautify

the live-oaks

hillsides and fields.

that

the

golden-grasses,

Even his home was in the midst of live-

oaks, in quiet Berkeley, across the bay from his studio in S%n
Francisco's lively artist colony.
Keith,

a contemporary of the great landscape paint

er, George Innes, was also his friend and countryman.
Scotch heritage,

Keith's

as well as his painting career, cJosely par

allels that of Innes in American art annals.

The son of Wil

liam Keith and

on November 21,

Elizabeth Bruce,

he was born

1839 at Old Meldrum, Aberdeenshire, Scotland,the ruined Dunnotar Castle being the family seat.

He died

far away from his

native land, in Berkeley, California, on April 13, 1911. Keith
came from a

distinguished family,

one of his ancestors being

Earl Marischall Jacob Keith, who was a close friend
Frederick the Great of Prussia;
Scotsman was erected in Berlin.

of

King

a bronze statue of the famous

2
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KEITH IN NEW YORK CITY
William Keith's

parents

brought the lad up

in the

austere and strict Presbyterian faith in Scotland until he was
ten years old,
York City.

when they oame to Amerioa

and settled

in New

After his schooling, young Keith first worked in a

law office and then found more congenial work as an apprentice
to a wood-engraver.

Some of his first wood-cuts

appeared in

Harper's Weekly,published by Harper Brothers,for whom he work
ed in New York until 1859, when his employers sent him West on
a business trip. The young artists Thomas Hill,and Samuel Yelland,came to California about the same time.
KEITH TRAVELS WESTWARD
Keith was no less an Argonaut than the forty-niners—
but the treasures he searched for were jeweled landscapes, the
evanescent beauties of nature in all her changing moods.
trip was ten years after the Gold Rush,
and romantic young artists
derland of California.

This

and these adventurous

were enthralled by the scenic won

Their sketching grounds were the unex

plored mountains and hidden valleys.

They painted jade-green

lakes, crystal-clear waterfalls,forest-clad peaks of the Sier
ras and that wonder-valley

of the Yosemlte.

mained faithful to the mountain-peaks
ing,

while Keith

renounced

streams and live-oaks.
ferred to paint

the

high

Thomas Hill re

during his later paint
country for

valleys,

The gentler-natured Yella.nd later pre

in the rolling hills

of Northern

California

and the steep vistas of the coast scenes of the Pacific.
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After, working

as an engraver

in San Francisco

for

some little time,Keith found his services less and less in de
mand, as the new photo-engraving process came in.
sure time he began painting,

In his lei

purely for his own pleasure, and

soon an opportunity presented itself for him to paint some ad
vertising pictures for the Northern Pacific Railway.

Crude as

they no doubt were, they encouraged him to continue in his ar
tistic aspirations.

One of his first watercolor sketches was

bought by the Honorable B.P.Avery, generous patron of art, who
was always anxious to encourage budding talent. Another friend
and patron of the young artist was Irving M. Scott, founder of
the Union Iron Works, who bought many of his pictures.
STUDIES ABROAD
Keith soon saved enough money
back to Europe*

for the long

For his study he chose Dusseldorf,

journey
Germany,

where he was a pupil of Achenbach, and was influenced by Cole,
Claude, Thomas,

and Durand,

landscape painters of the plein-

air school.
Upon his return, much improved in technique,and ben
efited by his tours of museums

in Europe,

he opened a studio

in San Francisco. By 1865 he was making enough money to enable
him to marry a fellow artist,Elizabeth Emerson, who was a dis
tant relative of Ralph Waldo Emerson, the essayist. The Keiths
had two children,

Charles Keith,

who lives in Alameda in the
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San Francisco Bay Region, and a daughter, now Mrs.Charles Har
mon of Belvedere,

California.

Elizabeth Keith continued her

water-color painting after her marriage,
sented in her

husband's exhibitions

and other water colors.

and was often repre

by her

flower paintings

Her death in 1382 rudely broke up the

partnership of this artistic husband and wife.
Keith now

made his second journey

to study methods

of art, this time in Munich, Germany, with Karl Marr. Of these
impressions he writes his artist fhiend, Theodore Wores!
"Munich, January 30, 1894
"Dear Wores!
I have been painting from a model, for the last
two months. I am just infatuated with it. When
I commenced, it was with the idea of just clay
ing at it; now it has taken complete possession
of me. I think, when spring-time comes, I shall
go into the country somewhere, and try to paint,
half landscape, half figures,
that's what I
would like to do.
I wish you were here, I'd
take lessons of you. I am improving a good deal
in drawing, but it seems to me that my color is
fearful, so hard and wooden, it makes me think
of some of those old pictures, where they know
nothing about painting, only drawing; my color
is just like a board, and I don't know how to
get over it. I often think of you, and the way
you used to swing your brush around.
I only
hope that you will come here.
I should be
sorry for California, but I think it would be
best for you.
"I delivered your letter to Currier.
He came
to see me, and I have seen him two or three
times by accident, but he has no studio, and
I haven't seen any of his work.
"I have been disappointed about things here.
I mean about seeing pictures, after the Bibliothek and Wlmmer's, there isn't much, the Kunst
Verein is very poor.
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. "Since I have been here, there has been nothing
there, except one of Schonleben's, and that was
more in the subject; the rest of the landscapes
amd figures have been poor, sometimes horrible.
Still, I haven't seen one head of his, that is,
to me, wonderfully better than any Old Master
in drawing and color; the drawing is simply
immense, and he is so fine in his subjects and
sentiment,that I think he is the best man here.
I have some of his photographs, from his pic
tures, andaLso of Kaulbach and Defregger, etc.,
but they all look so tinkered-up, along side
of Max. His is just grand, his is just nature.
I could talk about him all night.
I wish I
could see him.
A great disadvantage I labor
under,
is not speaking German, but still, I
don't care, I can get along with the Models,
and I mean to pitch in hard, and paint and
study here, before San Francisco sees me again'.
In the summer, I will go to Italy and make
studies.
How are Harry Bigelow and Me Dowell
getting along? Give them my kind regards, al
so your father.
I wish you would write me,
and soon, saying whether you are really coming,
and when. Come on.
Sincerely yours;
William Keith
77 Gabelsberger StrasseJD.
Floor, Munich."
When Keith returned to the United States in 1871, he
spent some time

in Boston.

where he met and married

In 1882

he went to New Orleans,

Mary McHenry in June 1883.

She was

the daughter of Judge William McHenry of New Orleans. His sec
ond was an ardent suffragette, an unusual distinction in those
days,

and she was also

College of Law.

Still

the first woman graduate
inspired

by the grandeur

of Hastings
of Western

scenery,where Keith felt he could beat express himself in art,
he brought his young bride to California.
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Then a third time Keith went to Europe to study.

In

Paris, he felt the influence of Corot, Daubigny, and Rousseau.
He spent some time in England,
landscape

and was a great admirer of the

manner of Constable.

months on the

River Avon,

peare's birth-place.
name is outstanding

Keith

sketohad for

several

and at Stratford-on-Avon,

Shakes

In the history of California art Keith's
as the first painter

who came to the no

tice of local patrons as of the "plein air" school,

or "fresh

out-of-doors" coloring, as opposed to the studio type of land
scape,

painted in gloomy brownish colors.

true sunlit blues and greens of nature,
so render them.

In fact,

imposed this honesty of
who had been trained

Keith was fond of

and was not afraid to

the clarity of California sunshine

tone upon all

the landscape artists,

in the indoor method of painting outdoor

scenes.
Again

Keith returned to San Francisco

earn enough money
to Spain.

to paint and

for his fourth European journey,

this time

During 1893 in Madrid, he visited the museums, and

was much impressed by the genius of Velasquez,

whose pigments

record people and landscape

the sane spon

with a free flow,

taneous manner cultivated by Keith on his larger canvases.
KEITH PAINTS CALIFORNIA FROM SIERRAS
TO LIVE-OAKS OF BERKELEY
Returning
painted gorgeous

to his home

compositions

in California,

of the Yosemite

Keith

again

and the snow

capped mountains of the High Sierras. His first period was in
fluenced

by the technique

of the Dusseldorf School;

he then
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fell under the influence

of the early Barbizon School,

which

included such eminent masters as George Innes, Holman Hunt and
Martin.

During all this time,

Keith was still

painting the

beauties of the California landscape objectively— limning upon
canvas the scene which appealed to his artist's eyes.

It was

not until years later, when he fell under the influence of the
Reverend Joseph Worcester,

pastor of the Swedenborgian Church

in San Francisco, that the poetic and mystic side of his nature
asserted itself, and he became a subjective interpreter of na
ture's passing moods,

and trees, especially his favorite sub

jects, the live-oaks.
Keith

loved

quiet meadows,

a placid

river,

seen

through a sunset haze. He experimented with light effects, yet
reproduced the features of a landscape with almost photograph
ic accuracy.

He often painted against the light,

Instead of

with it, as do most painters, so his effects convey a sense of
emotion in his

subtle

interpretation

of nature.

Keith was

really far in advance of his time— as a colorist and ns a stu
dent of emotional response to light effects.
ARTIST EXPERIMENTS WITH RELATION OF SOUND TO COLOR,
SCIENCE AND ART AND A GONG
In later years, Keith experimented with the relation
of sound to color, a subject on which scientists andartists of
today continually conduct research. One of his great treasures
was a Japanese gong, presented to him by his friend Dr. Tevis;
when he needed inspiration,

he struck the gong

and noted the
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vibrations— then hastened to his easel,
harmonies which the music evoked.

and applied the cal or

Another friend, Dr* Arlow,

gave the artist a set of metal tubes,which he had brought from
India.

Keith also used to evoke color harmonies from the vi

brations of these metal tubes,

when struck by a hammer.

Col

lectors style the paintings produced in this manner as Keith's
"Gong Series".

Dr. Tevis had a collection of the "gong" pic

tures in his gallery, and Mrs. Keith treasures one, "The Spirit
of Music," which Keith wished to have in a permanent collection,
as a representative example of his work

and one of his favor

ite paintings.
Not only did. Keith win critical acclaim,but hispaintings were abundantly appreciated by patrons of art in Califor
nia,

so that Keith became

mansion in Sacramento
of Russian Hill

quite wealthy.

In the Governor's

and in the noble mansions of the nabobs

and Nob Hill

in San Francisco,

his pictures

were needed to give a touch of culture to vast, high-ceilinged
ball-room and. banquet halls.
were not
knowledge,

all connoisseurs

While the magnates
of art,

yet,

of that era

what they lacked in

they supplied by magnificent generosity.

So that

from their first sales, such men as Keith,Charles Nahl, Thomas
Moran,

Hill,

Yelland,

their paintings.

and Bierstadt received large sums for

Indeed,

for some years before

the fire of

1906, Keith averaged about #60,000 a year with his sale of can
vases
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Although Keith

was for some time

almost unknown to

the Atlantic coast and the eastern art world, when he began to
exnibit and sell through the Macbeth Gallery in New York City,
his paintings of the scenic wonders of the West were the first
ever displayed there.

Easterners viewed in hiB works the al

most unexplored wilderness of the High Sierras

and the Yosem-

ite; the cypress-clad fantastically formed rocky coast of Mon
terey; the ancient, towering redwood groves; the scorching des
ert, where cactus and Joshua trees writhe their green limbs to
the burning sky; and the cool,green groves of live-oaks in the
valleys.

All these awakened a new interest in the art patrons

of New York and Boston, who could now glimpse the moods of that
golden land,

California; barred from them in those days, like

a Chinese wall, by the Rocky Mountains.
Granted, Keith achieved fame

enough

with his land

scapes while still painting in his early, realistic manner, it
was not until his spiritual nature developed

through the

in

fluence of his friend, Reverend Joseph Worcester, and he began
kis more mystic, subjective painting of nature's moods, that he
reached the heights of his creative power.

It was Joseph Wor

cester's influence that induced Keith to renounce the grandiose
reproduction of the Sierras and to turn to gentler themes.
was then,
their moods

that he became
and aspects,

enamored

of painting trees

and he became known

"par excellence" of California live-oaks;

It

in all

as the painter

there was something
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almost animistic in the ray he portrayed
feeling in terms of his own emotions.

tneir every mood and

While the huge, grandi

ose Yosemite landscapes of 3ierstadt, for instance,were eager
ly bought for ten thousand dollars a piece,at that time, their
value has declined so much, that now they command scarcely any
price at all.

Although criticized

as were those of his con

freres, Hill and Bierstadt, Keith's paintings have survived the
test of time. His pictures, now more appreciated, are

steadily

increasing in value.
KEITH'S CANVASES DESTROYED BY FIRE OF 1906
Keith made the final

of his many

European trips in

1893,and then remained in California for the rest of his life.
Unfortunately,

the San Francisco fire

thousand of his paintings
up in flames.

and sketches,

destroyed two

when his studio went

His friend, Reverend Joseph Worcester, managed

to rescue a few paintings,
lowed near

of 1906

his blazing

but Keith himself was not even al

studio

by the firemen,

so he had to

suffer the anguish of seeing hi3 lifework destroyed before his
eyes, as he stood futllely by at a distance. Days later, while
searching the street near his studio, he picked up a blackened
object whose shape seemed familiar,

and found that it was his

own treasured Chinese brass bowl.
At the tine
Berkeley.

of the fire,

As he landed

at the foot

Keith

made his

of the ferry

home

in

on Market

Street,meaning to make his way to his studio— he met the flee-
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ing hordes, escaping from the burning city.
would be futile to battle his way

He saw that it

through the flames to his

studio— so, nothing daunted— he turned back, crossed the Bay
to his Berkeley home,and courageously began painting again—
his theme, "California in Spring!"
But fate struck

a second blow

at Keith— not only

were his paintings destroyed, but he injured his knee, while
walking in the University grounds
dogs.

The next year,

he stumbled

at Berkeley

in July 1907, while in San Francisco,

over a wooden stake

another stake,

with his two

which seriously

on Market Street,
injured

terrible misfortune for an artist,

fell on

one of his eyes; a

but one which Keith sur

mounted with usual indomitable courage and fortitude.
"Berkeley is becoming cuite an art center, and
William Keith has settled down to work there
in real earnest.
He has no Intention of re
turning to the City for a long time. He finds
that his patrons visit him in Berkeley, and
why should they not, when the journey is only
one-half an hour and to a very pretty suburb,"
says "The Wasp" of July 21, 1906.
On August 25, 1906 the "Wasp" critic writes:
"Lovers of art will be delighted to hear that
William Keith is coming back to San Francisco.
His studio on Pine Street was burned in the
great fire, and he lost nearly three thousand
pictures, the work of forty years.
Many of
them were the gems of his collection.
"He has been working, since the fire, at his
home in Atherton Street, Berkeley. His studio
is much more comfortable than the one he had
in San Francisco,but the veteran painter longs
to get back where his old cronies can drop in
and express their opinions on his work, with
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that delightful disregard for a man's feelings
that is characteristic of Bohemia.
Gordon
Ross, the clover Scotchman, was noted for off
hand criticism of this sort.
The effect of
such criticism on the average young painter,
who is swelling with pride over his latest
production, can be imagined— when a men has
painted steadily for forty yoars, like Keith,
he doesn't mind a little thing like that."
From "The Wasp", September 15, 1906:
"The report in 'The Examiner' of the accident
to William Keith, is a fair sample of the in
accuracy of San Francisco reporters.
It goes
on to say that Mr. Keith, who is laid up at
his home, 2207 Atherton Street, Berkeley, with
an injured leg, was hurt while walking through
the ruins of San Francisco to his studio in
this city, which he visited daily. The article
also grieves at the thought that the painter,
being seventy-years old, can probably work no
more.
He isn't seventy— and he is as capable
of as good a day's work now, as when he was
thirty.
"About all that is correct in 'The Examiner's'
article is the painter's address.
He did not
meet with an accident while walking among tho
ruins in San Franolsco, and he has not h a d e
studio in this city, since the fire destroyed
his place on Pine Street.
He visited 3an
Francisco only twice since the fire. Mr. Keith
has been painting diligently in the very com
fortable studio in his house in Atherton
Street.
When taking his customary stroll
through the University grounds, a few weeks
ago, his two dogs,while gambolling around, ran
against hip on a narrow path and hurt his knee.
Tho tendons of his leg became stiff from the
bruise, and the veteran painter, not desiring
to lose time while lying in bed until his leg
grew well, got a pair of crutches.
"It is possible for Mr. Keith to dc a great
deal of work in his studio, even though he may
have to go to and from it on crutches— as ho
does not paint pictures with his feet but with
his hands.
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"He expects to be completely recovered soon,
and will then occupy a studio on California
Street, near Van Ness Avenue,
in a new build
ing which John Zeile is erecting.
Mr. Keith
has been very industrious since the fire, and
a number of landscapes which ho has painted,
are considered by connoisseurs as being amongst
the beat he has ever produced."
From "The Wasp", Octobor 20, 1906:
"William Keith, the famous artist, expects
within the next week to occupy his new studio
on California Street, between Van Ness Avenue
and Franklin Street, in the building erected
by John Zeile.
"The veteran artist is rapidly recovering from
the injury ho received some weeks ago, when he
was thrown down by one of his dogs which trip
ped him up on a narrow path in the Berkeley
University grounds.
"Although the accident compelled him to take
to crutches, he has been as busy as ever paint
ing landscapes, and has finished some splendid
canvases,
which are soon to be shown at
Vickery's."
"The Wasp", says further:
"Keith is to have an exhibition at Vickery's
soon.
It is sure to attract a great deal of
attention, as being the first affair of that
kind since the fire.
The oletures have all
been printed since the fire and are, if any
thing, better than the former work of the
artist.
"Mr. Keith has found that the fire did not ef
fect the demand for his pictures in the slight
est degree.
He has bean soiling a number of
paintings to local and Eastern connoisseurs.
Among the local buyers was Mrs. Moller, who
purchased a very fine view of Mount Shasta,
which is one of the best mountain pictures
ever printed by Keith.
He sold two very fine
landscapes to Mrs. Greenbaum, and last week
sold a fine picture to Mr. Faxton of Chatta
nooga, who was visiting this Coast.
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"A great many people visit the veteran painter
at his studio in his residence on Atherton
Street, Berkeley, within a stone's throw of the
University grounds."
From "The Wasp", July 20, 1907:
"Mr. Keith has had more than his share of bad
luck during the past year and a half.
While
walking in the University grounds at Berkeley
last year with his two dogs, he met with a pe
culiar and painful accident.
Since the injury
to his knee, Mr. Keith has not been as active
as before, and to that cause may be ascribed
the accident the other evening, when he stum
bled over a short wooden stake on lower Market
Street and fell on another— thus receiving se
vere injury to one of his eyes.
"The famous painter has always been near
sighted, and some art critics ascribe to that
peculiarity his great power of depicting land
scapes in a broad comprehensive style.
Seeing
distant objects en masse only, the artist has
avoided the great fault of painting with lav
ish and photographic accuracy of detail.
So
the critics say.
"The truth is, that Keith would be a great
painter if he had the eyes of an eagle, for he
is one of the most observant of artists and un
equaled in persevering industry. Work is a pas
sion with him, and it is said, that when he was
a wood-engraver in his young days, he excelled
in that splendid art, just as he does in paint
ing in his advanced years.
It can hardly be
argued that near-sightedness is beneficial to
a wood-engraver, who needs the keenest vision
for his precise work."
George Wharton James, in "The Craftsman" for
ber 1904, writes:
"There are times when Keith paints better than
he knows; his work reveals things that he never
dreamed of.
"One day, Keith exclaimed:
'Do you know I am
a fatalist? Man-universal is one; Man-individ
ual is only part of the great Man-universal;

Decern-
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each Is a tack, a wheel, a cog, a lever, a
frame in the great machine,.
Sometimes,
I go
so far as to say,
that no responsibility at
taches to any individual man; that ho deserves
no credit for what he does; that he should suf
fer no blame.
I know that this is not a work
ing hypothesis, but all the sam'e, there are
times when I think that I believe it. Observe,
I do not say that I believe it, but sometimes
I think that I do.
"'I came to this philosophy through my work.
Now, look at that (pointing to a large picture
of Mount Tamalpais, which he had just painted.)
That is merely a question of canvas, paints,
subject and training. I can paint that kind of
thing, any time, and all the time. It is a good
painting, as fine a piece of work as I know how
to do, from one point of view.
But, for the
productions of such paintings, nothing else is
needed, but the four things I have mentioned.
But at other times, I stand before the canvas,
and a certain indefinite mood comes over me—
to take possession of me.
I know not whence
it comes,or what it is, but it seizes me, and—
why look at that (pointing to an exquisite
scheme of subdued color in live oaks and syc
amores.)
I painted that, one morning in two
hour's time. Think of iti--in two hours i and
you know I'm near sighted. The unity of a pic
ture is the last thing that comes to me; I can
only see an inch or two at a time as I paint,
and yet I painted that thing, and finished it
in two hours i I could just as well have paint
ed it with my eyes shut. I was no more respon
sible for it, than I am for the war between
Japan and Russia.
It came to me, with what I
cell lightning rapidity of thought. Some per
sons call it inspiration. I don't, for it has
required years of training to acquire it. But,
all the same, the thought comes like a flash,
and I accept it, or it accepts me. The picture
is painted— and from such things I get my fa
talistic ideas.
Will has nothing to do with
it. The man is a mere instrument i
"'What true artist Is not a poet? I shall nev
er forget, when Keith pointed to a beautiful
Japanese bowl, which he has just purchased, and
said:
'Do you see that?
That is my latest
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treasure; listen:
And he took up a leathercovered striker, with which he tapped the bowl
upon the edge.
'listen to that! Did you ever
hear the like? Fine, isn't it? I can see pic
tures in thati'
And certainly, one might see
anything in it.
The sound scaled the heights
to the clouds, and descended to the foundation
of things.
As I lay on the carpet, with my
ears to the edge, I could hear the deepest
thunder, the roar of the sea; the voices of the
flowers, the birds and the stars. Keith's eyes
lighted up, and moistened, and one could see,
his whole soul was awakened, as the sounds
rolled, and echoed, and re-echoed throughout
the room.
"'Isn't it wonderful?' he exclaimed. 'Now, I
want to painti Th^t thing always makes me see
pictures and hear songs.
It reminds me of
Tuolumne meadows, up in the Sierras.
I have
heard every sound of nature there— Songs in the
night, bands, orchestras, overtures, sweet sym
phonies,
crashing choruses— everything— even
bagpipes.
That's
where music comes from.
Everything ha3 its origin in nature.'"
ONE VERSION OF THE FIRE
"If the story of William Keith's early strug
gles is the history of Art in Pioneer Califor
nia, so the record of his relation to the great
fire, is the tale of San Francisco's superb
meeting of that terrible ordeal, as related by
Mr. Keith's constant companion, the Reverend
Joseph Worcester,
"writes M.U. Seares in 'Art
in California'.
"While on his round among his parishioners, the
pastor stopped at his friend's studio, entered
with his own key, and saw the pictures, as they
lay crumpled on the floor.
As no danger from
the fire seemed at that time to threaten that
part of the city, he locked the door again,
preferring to leave the studio as it was, for
Mr. Keith to see.
On the second day, from the
window of his hill-house, Reverend Worcester
saw the fire sweep strongly northward, and with
another friend, went down to find what had been
done to save the paintings.
Again, he found
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them undisturbed on the floor.
not been there.

Mr. Keith had

"Selecting those he knew were most important,
Reverend Worcester and his helpers carried
twenty-six home with them. Everything else in
the studio, though later hurried to a place of
seeming safety, perished in the fire.
E. A.
Harmon, the son-in-law of Mr. Keith, said, the
incalculable loss art suffered, may be infer
red from the fact that 1,000 of Mr. Keith's
finished paintings, and 1,250 sketches or stu
dies were destroyed.
Mr. Keith informed Mr.
Harmon,
that included in the loss were forty
paintings of the High Sierras, and a complete
set of all the Missions of California.
"Many times in preceding years, had Mr. Keith
been urged to abandon his wooden studio in the
old Latin Quarter, and move his paintings to a
fireproof building.
But always he answered:
'If they should burn up, what a time I would
have painting.
How I would paint.' So now,
striving with his perfected powers to make a
complete record of the glorious visions with
which his fertile brain was crowded, he forgot
the work of years the fire had taken, and be
gan as though upon a new, clean canvas, to ex
press the beauties of his later spirtual dis
cernment. Up to within a few weeks of his death
in 1911, he worked, saying, with an artist's
regret, as he saw his strength had failed him:
'Oh, I see such beautiful pictures; I wish
that I might paint them.'"
Although Keith
Francisco,

soon occupied another studio in San

which John Zeilc built for him above the furniture

shop where Arthur Mathews worked, he made his home in Berkeley,
near the campus of the University of California.
house,

surrounded

place for artists,
his time

by groves
writers,

of live-oaks,

The spacious

was a

gathering

poets, and the intelligentsia of
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KEITH'S FRIENDSHIP WITH INNES
Among Keith's friends
landscape painter,

was George Innes,

who made Keith's

studio his

the famous
headquarters

when he visited California. The two men were close friends and
kindred spirits in art,

but they were both

too original

for

either of them to influence the other artistically.
The friendship of Keith and George Innes is referred
to in an article in the "Art Digest" of October 1, 1930:
"In 1891, three years before his death, George
Innes was in California, painting and passing
many pleasant hours with his friend William
Keith.
The two were America's leading Barbizon painters, for so time has ranked them. One
day, while A. Livingston Gump was in Keith 's
studio, Keith showed Innes a picture and asked
him what was the matter with it. 'Blast it
open', cried Innes. 'You do it',replied Keith,
and so the eastern master took Keith's palette
and brush and painted a sunshiny vista in the
center of the landscape, which the Californian
had filled almost
completely with trees.
'That's good' cried Gump, and he bought the
picture. It is now on exhibition— 39 years
later— at the Gump Galleries in San Francisco,
one of America's oldest Galleries, of which he
is now the head.
Thirty-nine years is a long
time for an art dealer to keep a picture; may
be Mr. Gump won't part with it— even now."
PERMANENT VALUES IN KEITH PAINTINGS
Despite the false inflation

of current ultra

types

of painting bought by smart young art patrons of to4ay, Keith's
paintings maintain full value on the market,both as an invest
ment in money and in artistic worth.
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Descendants of pioneer families,
better landscapes several decades ago,
ble inheritors of works

of art

who bought Keith's

find themselves envia

that passing time

cannot de

flate.
Occasional sales of art goods from pioneer mansions,
place first importance on Keith canvases in fresh hands* while
dubious Keith's still may be brought
ond hand shops

and private homes,

to light in obscure sec
as the vogue for "owning a

Keith" in the 80's and 90's resulted in spurious copies.
KEITH'S ART PATRONS
California
best paintings
tions.

is fortunate

in her private

St. Mary's

College

in having

and puolic
has a

many of Keith's

permanent

whole gallery

collec

devoted to

Keith's pictures, and there are canvases by him in the Crocker
Art Gallery

in Sacramento,

the

University of California

in

Berkeley, in the Stanford University at Palo Alto, the Berkeley
Library

and the Oakland Art Gallery,

among others.

Many of

the finest Keith's in California, however are privately owned.
In San Francisco,

there are

fine examples

of Keith's art in

the de Young Museum in Golden Gate Park, the San Franoisco Mu
seum of Art

and the Bohemian Club,

while there are

numerous

examples in private possession, such as the John Zeile collec
tion.

The name of William Keith is intimately associated with

the former Mark Hopkins School of Design,where he was a teach
er and its

successor,

which he was a director.

the San Francisco Art Association,

of
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The Metropolitan. Museum in New York,
tute of Chicago,

the Boston Museum

of Art,

the Art Insti
Corcoran Gallery

and National Gallery, Washington, D.C., and abroad, the Museum
at Frankfurt, Germany, have examples of Keith's work. His can
vas "Forest of California Oaks" is in Frankfurt.

He exhibited

successfully in London,

from English

art critics

and gained

and connoisseurs.

British artist, said of Keith:
would have received recognition
hibited in Europe,

much praise

Mr.

Alfred Ea3t,

celebrated

"A grand old man, a genius who
and encouragement

whereas the product

had he ex

of a new country must

needs be dead a hundred years, before that country could awak
en to the fact that she produced him."
In Paris, Keith exhibited a canvas,"California Oaks,"
which was well received by French critics.
The San Francisco

"Overland Magazine"

of

February

1898, has this to say of Keith's London honors:
"William Keith is receiving tjhe honor due him
in London.
A private exhibition of his work
by Richard Brackenburg, of Palace Court, is
being well attended. The paintings are receiv
ing especial praise from the London press, and
members of the royal family have become enthu
siastic admirers of the American artist. Print-cess Hohenlohe, grand-niece of the Queen, is
seen at the exhibition very frequently.
Lord
Seymour, Lady Hayes, Lord Roseberry and his
daughter, besides a number of others, have
shown appreciation and enthusiasm.
"A number of the eighteen paintings sent are
already destined to stay in England, and it la
possible Mr. Keith himself will accept the ur
gent invitations of London admirers and visit
England in the spring.
Mr. Keith's latest
paintings are especially interesting in con-
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ception.
The mysterious and poetic in his art
is very pronounced, and the rapidity with which
these conceptions appear upon canvas is marvel
ous."
KEITH'S SALES HABITS
William Keith
own period,

would have

both in New York

been better known

and California,

been so opposed to exhibiting bis canvases,
willing to sell
art-dealers.

the products of his brush
He preferred

if he

in his
had not

and had been more
through recognized

to sell most of his pictures pri-*

vately from his own studio, and thus missed the fuller measure
of advertising which an art-dealer
did, however,

would have given him.

He

exhibit and sell through Macbeth's in New York,

and Vickery's and Gump's in San Francisco, who held a memorial
exhibition of Keith's paintings in 1931.
One of Keith's paintings, "The Glory of the Heavens"
was sold

for $12,000

his were sold
York for a

in San Francisco.

at an auction

total price

Thirty paintings of

in the Anderson Galleries in New

of $30,800— in great contrast

to the

small prices his pictures brought

during, his early days.

an account of one of the artist's

first exhibitions,

In

held in

San Francisco in 1869 is further proof of many sales:
FIRST ART EXHIBITION HELD IN SAN FRANCISCO
"The first art exhibition was held in Snow &
Ross, 21 Kearny Street, San Francisco, in 1869, .
by Thomas Hill, one of the most prominent among
early artists, displayed five paintings in a
collection numbering one hundred and twenty-two
in all.
Other exhibitors, not so well known,
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but who afterwards came to the front, were
William Keith, Norton Bush, A.Bierstadt, Horan,
and Narjot.
California landscapes comprised
the bulk of the collection.
"In the year 1870, a large permanent collection
of painting and sculpture was established at
Woodward's Gardens.
"Among the well known names of the early '80's
were Jules Tavernier, Julian Rix, Benoni Irwin,
Samuel Brooks, William Keith, Thomas Hill, R.D.
Yelland, Joseph Harrington, Charles D.Robinson,
Virgil Williams, Edwin Deakln, Toby Rosenthal,
William Marple, S. W. Shaw, Norton Bush, G. J.
Denny, Thaddeus Welph, David Neal, Joseph D.
Strong, and Mayer Strauss.
"Two thousand of Keith's paintings were de
stroyed in the San Francisco fire in 1906, but
Keith, although nearly seventy years of age
promptly started work again and in five years
turned out fifty canvases before he died."
(From History of San Francisco
by Bailly
Millard.)
KEITH "PLACED" IN ART ANNALS
In his book, "Galleries of the Exposition," Eugene
Neuhaus says of Keith's exhibit:
"In two small galleries of similar size three
California painters have their innings. While
all these are of different calibre, they have
something in common which ties them closely
together. It seems peculiar a country famed
for its sunshine should produce men like Keith,
Mathews and McComas, who surely do reflect a
rather sombre atmosphere, in a type of work
which must be called tonal and arbitrary ra
ther than naturalistic.

'

"Keith's collection, with the mass of modern
landscape all around; and even compared with
ouher followers of the Barbizon School,
seems
somewhat somber, as compared with the vital
buoyancy of Redfield--

23

0196

KEITH

"His range of
intimate, but
suggestion of
others of his
"Keith's

idealistic landscape subjects is
not characterized by the stirring
outdoors, which Innes, Wyant and
school possess."

marvelous

dexterity

of brushwork

really

constitutes his chief claim upon fame. Some of his best things
are gems in easy-flowing methods

of paintingp

which the best

men of the Barbizon school seldom approached.

Keith must not

be looked upon as a painter of nature, nor even an Interpreter
of nature. He used landscapes simply to express an ever-chang
ing variety of personal emotion. His attitude toward nature in
his later work
early career

was of

the most distinct kind,

was that

of the most

although

painstaking

his

searcher for

physical truthfulness."
Allegorical

murals

of California

cisco Public Library, painted by Du Mond,

in the San Fran

represent

a series

of symbolic figures; one depicts William Keith, as representa
tive of
writings

California's art,
took

a similar

and the other,
position

Bret Harte,

in literature.

whose

Both men

placed California on the map of American culture for residents
of the Eastern states towards the end of the nineteenth centu
ry.
The seven arts
trips,

combined

forces

on many

exploring

taken on foot and by pack-train into the High Sierras,

when Keith joined.
writer and poet,

John Muir,

the naturalist,

and Bret Harte,

Edwin Markham,

the novelist.

Muir's and Edwin Markham's books were illustrated

Many of John
by pictures
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which William Keith had painted on their camping trips.

"Pic

turesque California," by John Muir, is illustrated by Keith, as
also is John Markham's book, "California the Beautiful."
Charles Keeler, the Berkeley poet, and Ina Coolbrith,
California poet laureate, and author of "Songs from the Golden
Gate," were

great friends

of Keith's.

desk in her study hung a self-portrait
the artist had
mates were
Conte,

presented to hep.

John Burroughs,

Over Ina Coolbrith's
by William Keith which

Others among Keith's inti

the naturalist,

and Edward Robeson Taylor,

poet,

Professor

J. Le

and former mayor of

San Francisco.
He wrote
paintings,

the

following

"The Unceasing Round,"

sonnet

on one of

presented

Keith's

by Keith to the

Bohemian Club in 1897:
"In the center of the canvas see the pine
All stark in death, with arms in vain appeal
For that it nevermore can taste or feel
Of joys of earth or of the Heavens divine.
Straight as in life it stands, still bearing sign
Of noble majesty and dauntless will;
While, at its base, its elder brothers spill
Their ashes, where the grasses kiss and twine.
A glorious redwood, centuries have blessed,
Uptowers, while with bliss of life possessed,
The forest sings in grand, harmonious tone.
And careless men pass by— the children they
Of other children, death has made its own,
And who, like them, will strive and pass away."

Edward Robeson Taylor
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Five

illustrations

for

Charles Warren

poems were drawn and engraved by William Keith,
fine piece of engraving
County mountains,

being his

Stoddard's

an especially

"Tamalpais",

of the Marin

set amid the redwood forests,

north of San

Francisco Bay. This book was published by the firm of A. Roman
and Company in 1867. In the same year,

Towne and. Bacon publish

ed Bret Harte's "Lost Galleon", and the engraving of the ghost
ly vessel nearing her tragic doom is one of Van Vleck and Wil
liam Keith's.
Such pioneer illustrations of the gold-rush days and
early mining life

i n the Mother Lode country

as were made by

William Keith,Charles Nahl and other early engravers were used
from one end of the state to another,

thus creating a certain

stock type of design.
John Muir
to trips

makes frequent references

made by Keith

writes a very

and himself

enthusiastic

into the mountains.

Impression

"The Head Waters of the Merced",

in his letters

in the

He

of Keith's paintings,
Overland Monthly for

May 1875:
"Keith is painting with characteristic enthu
siasm and success on the subject of the 'Head
Waters of the Merced',
lofty alps laden with
ice and snow,
massive rocks rounded and bur
nished by ancient glaciers,
deep shadowy can
yons;
groves,
meadows,
streams— have been
steadily growing and blending and are now mak
ing rapid progress
toward, perfect development
in one glorious picture.
The foreground lies
at an elevation of 7,500 feet above the level
of the sea,
and is composed chiefly of one of
those immense dams of glacier-polished granite,
so often found stretching across the high
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Sierra Canyons.
Its surface is planted with
picturesque brown-baked junipers, mats and
fringes of chaparral, and minute, garden-like
patches of the various flowers characteristic
of the region. The middle and backgrounds are
the main upper Merced canyon, and a cluster of
snowy alps, flushed and Inspired with pure
mountain light— from its lofty fountains,
the
young Merced i3 seen foaming down, between its
grandly sculptured canyon rockst, curving grace
fully through meadow and grove, and finally
entering a dark narrow gorge— leading on down
to Yosemite Valley.
The painted rocks are so
truly rocky,we would expect to hear them clank
and ring to the blows of a hammer, notwith
standing they are so full of plain truth in
form, sculpture and combination, as to be fit
for scientific illustrations; the whole pic
ture glows with the very genius and poetry of
the Sierras.
"I believe the canvas is said to be ten feet
long, but paint, pictures, art and artist are
alike forgotten, when we gaze into tnis glori
ous landscape.
These are living alps, blue
shadows on the snow, rocks, meadows, groves
and the crystal river, radiating beautifully,
that absorbs and caresses us away.
Keith is
patiently following the leadings of his own
genius— painting better than he knows, observ
ing a devout truthfulness to nature, yet re
moving veils of detail, and laying bare the
very hearts and souls of the landscapes; and
the truth of this is attested more and more
fully by every picture that he paints."
KEITH— THE MAN
Charles A. Keeler, the Berkeley poet, gives another
vivid impression of his friend William Keith in "Land of Sun
shine".
"Those who are most intimately acquainted with
the man, William Keith, and who have studied
most thoroughly the work he has dene, feel
full assurance that, as a painter, he occupies
a distinct and almost solitary position among
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the men of today.
An idealist, with a power
fully emotional temperament, he has seen and
loved nature in all her moods, from the gen
tlest to the most tempestuous, and he has ren
dered them upon the canvas passionately, ex
pressing the life, which is everywhere present
in fields, forest and sky. It is this ideali
sation of the woods and life in nature, which
seems to me to constitute his chief claim to
greatness, considered in connection with his
great productiveness, his range of subject,
and. his mastery of technique.
"In personal appearance, Mr. Keith is a thick
set,muscular Scotchman, of medium height, with
large, strongly marked features, intense gray
eyes, long curly, iron-grey hair, and rather
short, pointed, grizzly beard.
To see him
walking in his favorite haunts in Berkeley,
(across the Bay from San Francisco), stick in
hand, with his two dogs sporting about him,
one would be impressed at once hy his pro
nounced features and intense, absorbed expres
sion. He seems oblivious to the outside world
at times, although in reality he is most im
pressible, and is quickly and powerfully moved
by the people and scenes which environ him.
Color appeals to him more strongly than form,
and I have seen him fascinated by bits of col
or which to others might seem trivial and com
monplace.
"Mr. Keith is a man of a simple and almost
childlike disposition— a man of moods, Sensi
tive and warm-hearted. He may be depressed by
health or circumstance into a state of deepest
dejection, and from this, elevated almost in
stantly into a condition of glowing enthusiasm
by a successful morning's work.
He is an ex
cellent story teller and mimic, has a good
tenor voice, and,in fact, is well equipped for
a boon companion on a frolic; but the habitual
seriousness of his nature and his absorptions
in his work prevent him, except occasionally
in his own home, among a few chosen friends,
from exercising these talents. Although known
and honored by all artists on the Pacific
Coast, he is intimate with none of them.
He
is, however, always genuinely interested in
the work of young students of promise, and al
ways has at least one or two young women under
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his special charge, directing and encouraging
them in their work.
He is generous in his
praise of any artist whose work interests him.
CRITICAL ESTIMATES
"Intelligently to criticise Mr. Keith's pic
tures, it is necessary to consider first the
periods in which they were produced.
From
what has already been said of his life, it will
be easy to understand that his early work was
crude and primitive in character.
It lacked
unification and centralization, it lacked tech
nical handling and color,
and was,
on the
whole, decidedly crude.
His study in Ger
many, however, did wonders for him, and he nev
er surpassed some of the peasant-portrait stud
ies executed there,
especially the one of the
old woman, now owned by C.P.Huntington,of Pasa
dena, California, in which a whole life-time
of patient suffering is told with
wonderful
feeling and delicacy.
"His landscapes, painted after returning from
abroad, were good,
straightforward
pictures
of Western scenery.
They were .accurate and
pleasing glimpses of mountains, streams and
plain, but had he never done other work, he
certainly would not be entitled to a place
among the great landscape painters.
"There was gradually dawning in him, a feel
ing for something more in nature than he had
hitherto expressed.
Thus far, his work had
dealt with the facts of Nature, poetically
chosen and well rendered, but still literal
facts.
He now began to realize that nature
was not a dead fact, but a living reality. He
began to see nature as a part of himself, and
to express his own joy and sorrow and revere
ence in terms of mountains, trees, and sky.
It is the work of this last period, which I
believe will, one day, rank on a par with the
greatest landscape paintings of the world.
"Nor am I alone in this opinion, for when
George Innes visited the Pacific Coast a few
years before his death, and worked with Mr.
Keith in the field and in his studio, he said,
more than once, that there was no one who could
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carry on his work after him. There is, in fact,
a striking similarity between the tw6 men, not
only in their work, but also in their lives.
Both were Scotsmen, both became Swedenborgians
and mystics, both were wood-engravers in their
younger days, and both have aimed to portray
the living landscape, with the movement of the
clouds and the growing of the grass. Mr. Keith
has never been an imitator of Mr. Innes* style,
but has developed
naturally along similar
lines, and from similar motives.
He is an im
pressionist of the true sort, with none of the
false and. morbid elements which characterize
the work of the school.
"The majority of his pictures are .executed
With a boldness and dash, which imply a per
fect command of technique, but the most tender
and delicate effects of nature are equally
within his reach.
Most of his finest pictures
are painted over older ones.
He will take a
canvas upon which he has worked for days, and
upon which is painted a carefully finished
landscape, frequently the work of former years,
and with a great brush and ample paint, dash a
coating of color over it, until the picture is
almost obliterated, when, as if by magic, the
new theme is worked out in glowing colors.
In
a half a day it may be completed, and the art
ist thoroughly exhausted, but happy.
"Mr. Keith is wonderfully fertile in technical
methods, and is constantly experimenting gad
developing new ideas in handling paint. At one
time ha worked with pieces of glass or an old
razor,
scraping, and breaking up the surface
of his picture to get crisp, brilliant effects.
At other times he has treated his canvases
with a solid uniform ground of body color,
over which the landscape is washed in wholly
transparent colors, thus giving great purity
and freshness, with wonderful lightness and
freedom of touch.
In his finest work there is
always an effect of loogeness and softness of
texture, and the color is so enwoven on the
canvas, that a close inspection reveals only a
formless tangle of intricate and brilliant
hues, which, from a distance, blend and har
monize into a picture.
Mr. Keith attributes
some of the effects to near-sightedness, which
softens and blends his pictures at close range,
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and enables him to see
always aims.

the unity for which he

"Although Mr. Keith has studied all phases of
Western scenery, his favorite subjects have
been found near his own home. Pastoral scenes
with oak trees and distant mountains are his
characteristic theme, with cows grazing about
the little pools of water in the foreground.
Such scenes as this, he has painted in the
light of early morning, and of evening moon
light, and under the heat of noonday sun. He
has painted them, when the winter rains have
started the new grass into life, and when the
midsummer sun has left the hill-slopes sere
and brown.
He has shown the storm clouds
sweeping over such a landscape, and the rain-'
bow and sun which follow it.
The grandeur of
the Yosemite and the high Sierras seem to him
unsuited to pictorial representation, and he
seldom attempts them.
Some of his redwood
pictures have, however, been very beautiful
and have given vivid impressions of that
glorious scenery.
"Mr. Keith is a deeply religious man, in the
truest sense of the word— he is reverential in
spirit when brought face to face with the
beautiful, the solemn, or the sublime, whether
in human life or in nature. He has long since
outgrown the narrow faith in which he was
reared, and the religious atmosphere is now a
large and free one.
Perhaps one of the most
important influences of his life has been his
association with the Reverend Joseph Worcester^
{Swedenborgian minister) whose artistic sensi
bilities and elevating and liberal thought,
have deeply affected all who have been fortu
nate enough to know him.
Among his devoted
friends who have known him have been John Muir
and Doctor Joseph Le Conte.
"Criticism of the work of a man from one who
has known and loved him, may seem to lack the
judicial balance so necessary in estimating
the final worth of an artistic production, but,
after all, the unacquainted eye is quite as
often at fault.
Already, artist and layman
alike, those who really know the work of Wil
liam Keith, are assured that his reputation is
founded upon a rock, and that it will increase
with the years.
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Keith's friend, Edwin Markham, whose book he illus
trated, says in "California the Beautiful":
"The name that makes our assembly of painters
shine, the name t&at leads all the rest, is
that of William Keith— a rare spirit, now gone
on into the Next Chamber of the Mystery. Keith
was a Scotchman, with the Celtic ardor for
beauty and color, and the Covenanter's con
science for truth. His landscapes take on the
color of the soul, they arc nature, plus the
nan. Hence, they are not a mere imitation of
nature, but the creation of a wilder beauty
than earth supplies.
I remember his 'Oaks of
Berkeley'. How still and. majestic they stood—
as though they wore in hushed communion with
the powers that made the world. There was also
his 'Beautiful Sky', luminous, as though a
shining seraph were about to emerge into visi
bility. There also were his marvelous glaciers
of Alaska— vast cliffs of azure ice, the incar
nation of irresistible might; all filled with
a sense of brooding forces, carving out the
canyons, and scooping out the valleys of the
continent."
KEITH'S TECHNICAL GROWTH
A critical

estimate

of William Keith

is given by

Eugene Neuhaus in his book, "The History and Ideals of Ameri
can Art".
"Keith successively discloses the various in
fluences and tendencies which governed the art
of the greater part of the last century, with
out, however, being the least affected by the
Impressionists, whose experiments came at a
time when Keith was in his prime, but whose
tenets he rejected. Keith's earliest works are
incredibly disappointing. They lack any quali
ties that contribute to the pleasure which
must be aroused by a work of art.
There are
two or three of his earliest attempts at land
scape in the Crocker Art Gallery at Sacramento,
done when he was still an engraver.
They are
poorly composed, wooden,
stiff, and dry as
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tinder; they are engravings done with a brush.
From an inspection of those early Keiths, any
aspiring young art student might take courage
in a period of doubt.
His first professional
canvases for a considerable time are still
characterized by a fondness for insignificant
detail, and a lack of unity, but he gradually
learned to paint, by the simple method of con
tinuous practice combined with study of the
masters.
"The passion for mountains at one time burned
in Keith as strong as in Bierstadt, Horan, or
Hill; in fact, a real rivalry in that field
between Hill and Keith existed at one time.
When Keith gradually drifted into the painting
of synthetic landscapes, John Muir declared
him artistically dead; but one may be a great
naturalist and not know much about art.
John
Muir undoubtedly meant well and never flagged
in his friendship for Keith.
"Keith's interpretative landscapes in his day
had a great vogue in California, and his pop
ular success, not lacking from the start, did
not abate after the change in his style from
the objective to the subjective landscape.
His more mature and lasting works are all som
ber pastoral landscapes filled with live oaks,
serving as a foil to disclose a pretty vista,
animated by a bit of quiet water and some cat
tle or sheep. It is true, that his themes were
not varied, he played variations of the same
melody, and the conviction of nature is not
always in his work. His landscapes are distin
guished rather as decorative schemes in color,
sometimes of a truly amazing technical bravura,
found only in the work of the best technicians.
He knew what good painting was, within the
pale of the academic.
"That Innes had a great influence on him, both
directly and indirectly, Is undeniable. During
Innes' visit to California in 1890, when he
stayed for several months in Keith's studio,
they argued the subject of art from every
angle.
Innes' intense nature and
Keith's
passionate love for work, furnished, occasion
for dally discussion and experiments, the re
sults of which were plainly reflected in a
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marked broadening in Keith's work.
But Keith
was no more an imitator of Innes than Innes
was an imitator of the Barbizon men.
"Keith had the disadvantage of living in a new
country, lacking in discriminating observers
and recorders, and of being less known in the
East. When he did become better known, he was
at first put down by superficial critics, as a
Western imitator of Innes. True, his technical
methods were similar to those of Innes.
He
always began his design with a transparent
sauce of raw sienna, burnt sienna, umber, or
black, but he never used bitumen, as has been
often alleged. Into this wet, almost dripping,
underpainting, he would paint boldly, with
large opaque masses of color.
Like Innes, he
was fond of glazing, which at times he, unfor
tunately, used as an end itself, rather than
as a means to an end, and some of his work to
day, after thirty or forty years, has become
very dark, owing to the excessive use of med
ium. He worked very spontaneously, and in his
later years, entirely from memory. Sometimes,
he would go over three or four canvases in the
course of a day.
His output was prodigious,
and very uneven, as is to be expected from
such extravagance of method.
It would have
been much better for his reputation, had his
work been carefully gone over after his death,
and everything destroyed which was not a cred
it to him.
His reputation also suffers from
the fact, that one meets with many so-called
Keiths everywhere, which are palpably fraudu
lent.
"Keith's importance to the West must not be
underestimated.
He was the first artist in
California, who achieved success by reason of
a subjective note which he gave to his work,
as distinct from the objective interest indi
cated in the picture title. While his pictures
have titles— the public insists upon them—
such as 'Sonoma Creek', or 'Berkeley Hills',
their attraction lies in the presentation of a
general phase or a mood of nature, rather than
in the depiction of a given spot.
"His phenomenal success was unique in a new
civilization, and he enjoyed close friendship
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with the leading, men of his day. The patronage
of bonanza kings, financiers, railway magnates,
and great ship-builders, gave him a prestige
in California not enjoyed by any other artist.
His dignified and sincere personality played
no small part in his success. His work abounds
in California, and the museums of the East
have in recent years acquired examples of his
works."
Bruce Porter says of Keith in
nia", 1915:

"Art in Califor

"Of William Keith,
self-trained as he was in
California, there is not space here to speak
justly.
As he remains the best known, and
most widely honored painter that California
has produced, the critical estimate of his
work is inevitably to be made in the future.
How great that work was, at its best, how it
stands with the best landscape art, that fol
lowed Constable and the Frenchmen of 1830, re
quires no temerity in assertion. The task will
always be, to protect our judgment by holding
to the highest in his enormous and very un
equal production.
The critic of the future is
less likely to be 'swamped' in his estimate,
than is a contemporary.
Keith's art at its
very personal best, is of a rich imagining on
the themes afforded by nature, but both Keith,
and Hill, and the painters of their time, and
later, looked upon the actual nature about
them with (we shall say) something of the eyes
of strangers in a strange land.
Their tran
scripts are, undoubtedly, of the California
scene, but we feel (as we feel about the great
majority of works of landscape art) that, set
down anywhere on earth, the painters would em
ploy this identical language of transcription."
KEITH'S PHILOSOPHY OF WORK AND MOOD
"That Keith understood the mountains and val
leys of the Golden State, his numerous paint
ings bear record,
says Lorinda Munson Bryant
in "Book of American pictures and their Paint
ers":
"We feel in his 'Coming Storm', in the Art In
stitute, Chicago, a mysterious brooding of
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thought, too deep for words.
The soft greens
that form the setting, reminds us of Herculan
eum bronzes in richness of color, and the
banked clouds, tinged with the sun's golden
rays, like a great uncut topaz,vary with every
wind puff.
The quiet peace of the tiny cot
tages, snuggled close to the protecting oaks,
is undisturbed, the storm is transient.
"Keith said,
'The sentiment is the only thing
of real value in my pictures, and only a few
people understand that.'
It was not surpris
ing that he would ask of his 'subjective pic
tures', as he called them:
'You don't like
that picture?
Well, I don't care, its good
anyway, its a crackerjack.
You say it is ir
ritating, and that proves it is good.
If it
didn't arouse any feeling in you at all, it
would be worthless.
And, I tell you, if you
had that picture around all the time, and saw
it every day, you would grow to like it, you
couldn't help it.'
"We understand his pictures better, after see
ing a number of them together. Being a man of
moods, his pictures vary greatly in their ap
peal to us.
We may not be able to appreciate
the full significance of the 'Summit of the
Sierras', in the Institute of Art, San Francis
co,yet we are lifted into a realm of everlast
ing snow, in spite of ourselves. Were it not
for the warm, comforting greens and venerable
storm, broken trees, companionable in their
very ruggedness, the vision of the mountaintops would, be almost too much for our poor,
earthbound minds.
It is little wonder, that
he whose pictures were largely subjective,
should have felt the lure of California.
He
was steeped in the beauties of that wonderful
country, and there found scenery that filled
his every mood. With a mind and heart full of
mountains and valleys, trees ever green, and a
sky whose glories are unthinkable to the unin
itiated, it is not surprising that he would
say,
'I feel some emotion', and immediately
paint a picture to express it, sometimes in a
mood of exultation, and, again of quiet and
meditation. Of the former mood, the 'Mountain
Top', in the Institute of Art, San Francisco,
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symbolizes a spiritual exaltation, that no
words could convey.
Surely the artist caught
a glimpse of the Great White Throne.
"Keith was a creator of Western art, or rather
he was the first to understand the splendid,
glowing beauty of that region, and to transfer
it to canvas.
There are schools of Western
art today, but they all owe the beginning of
the work to the open-eyed,open-hearted Scotch
man, who needed no predecessor, and who was
the pioneer for hundreds.
"He has interpreted Western oaks, so that their
form and beauty are now understood and gener
ally loved. He has shown them glowing with the
rich color of mid-day sun, under tender, deep
ening evening light, and expanding brightening
sunrise.
He has literally made portraits of
them, as they stood solitary in open fields,
or grouped closely in groves. And he has man
aged to infuse them with a spirit, so alive,
so unmistakable, that whoever once sees a pic
ture of oaks, painted as he has loved to paint
them, regards all oaks, forever after, with
interest.
"He has proved that the West is paintable in a
pastoral as well as spectacular way, that it
is poetical as well as vigorous, that it has
attractive 'bits' as well as illimitable ex
panses.
"He has done much to dignify Western art,
to bring Western beauty to Eastern eyes."

and

Rilla E. Jackman writes in "American Arts":
"One of the interesting surprises for eastern
critics at the Panama-Pacific Exposition, San
Francisco, 1915, was found in the room devoted
to the works of William Keith. Though the art
ist was unknown, and his style of work frankly
old-fashioned, he, there came to hold a re
spected place, in the esteem of many....
"His work is less hard and stilted, than that
of Bierstadt and the other followers of the
Diisseldorf School.
The general effect of his
pictures is dark, but rich and pleasing.
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'Revelation', a hazy sunset— owned by Mrs. E.N.
Harmon, is truly delightful, as is also 'Grey
Morning', loaned to the Exposition by Mrs. Mary
C. Richardson.
Though decidedly different in
subject, the tonal quality in each, as in most
of his works, Is excellent.
The technique of
his water-colors is.freer, and at times quite
up-to-date."
"The Overland" of December 1915,
the Keith Gallery:

criticizes

"William Keith— our own Keith, who has perhaps
seen deeper and more beautifully into the soul
of the California landscape than any other—
occupies one of the largest of Galleries set
apart for individual exhibition in the Palace
of Fine Arts.
Here a long array of canvases
live from the touch of his brush, all of them
done directly from California scenes, or show
ing the trace of California color and influ
ence. His soft, rich tone, his poetic inter
pretation, his fine and sensitive handling of
the inmost beauty of the land he loved, are
too familiar to need discussing."
POST-GOLD-RUSH ART PATRONAGE
"The place of William Keith in California's
art is distinct and important, for the record
of his artistic development is the story of
California's entrance into the history of art",
says Mabel Urmy Seares in "California Magazine"
of 1916:
"When in the days of forty-nine, the Argonauts
came swinging down the western slope of the
Sierras, what esthetical ideas they entertained
were centered in the East, to be fulfilled
when golden piles should send the wanderers
home again.
Art then held no very important
place, even on the Atlantic border. But inter
national expositions in England in 1 8 5 6 , and
in America in 1876, were soon to awaken the
world to its better appreciation.
During this
artistic renaissance, San Francisco gained in
three decades, full five hundred times its
early population.
Gold, easily obtained, was
freely spent. Millionaires were in the making,
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and soon began to lavish wealth on sumptuous
homes in California.
Only the best ^as then
considered good enough for those, who had de
liberately left the civilization of the East,
or the genial, ideal life of their war-swept
Southern homes,
to make new fortunes, while
they helped to found an empire on this distant
El Dorado's shore.
"In New York, American art was soon to show
new life, in the Impulse given it by that
group of younger men, who returned from their
studies in Munich and Paris, organized the So
ciety of American Artists, and introduced into
this country the methods of French studios,
and of the Fontainebleau painters. Opulent San
Francisco, following this lead, sought with a
lavish hand her art in European stores, and
brought it home to decorate the walls og^Nob
Hill palaces.
"Here, in the closing years of the nineteenth
century, its remnants and the very palaces
themselves, fostered and furnished inspiration
for the budding local art.
"Meanwhile William Keith was advancing from
his discarded woodcuts and early water-colors
to become the foremost landscape painter of
the Coast.
Studying for years from nature,
under ocneficent skies, he solved for himself
the current problems of the school of Barbizon,
and gained a loyal and devoted following.
"No group of contemporary painters surrounds
him, to hide from the mind of the student his
unique office,
of relating the early history
of California art to that definite period, re
presented in France by the works of Daubigny
and Corot.
When Mr. Keith came to California
in 1859, most of the men and women who are now
the leaders of American art, in the East as
well as in the West, were in their earliest
childhood, and had yet to enjoy those long
years of study in Paris, which, collectively,
have had so great an influence in this country.
It is not with the work of these painters, that
the art of William Keith should be placed. But,
rather, as the flowering in California of the
Hudson River impulse, must his paintings be
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grouped with those of his contemporaries, who,
breaking away from the academical principles
so long encrusting art, gave to the world the
ideas of individual liberty in subject and
treatment which vitalized Impressionism.
INNES VISITS KEITH
"On his first visit to Hr. Keith in 1890, when
the Californian had developed his mastery of
technique, George Innes, the elder, spent his
whole two month's vacation discussing art with
his sympathetic host, and the latter summed up
his estimate of one phase of Hr. Keiths genius
in the following significant words, 'Not one
of us (including the great Frenchmen of his
own date), can carry a picture so far by the
first intention,
except, perhaps Rousseau'.
As illustrative of the harmony in spirit in
common between the two artists, wc have taken
the liberty of quoting the following recent
comment by Mr. A.J.Philpott, published in the
Boston Globe:
"''.Villiam Keith was famous on the
Coast as the California Innes.'

Pacific

"Certainly, these two American painters were
very much alike in their attitude toward na
ture. Both were of the poetic temperment, and
were not only impressed by the grandeur of na
ture in a panoramic way, but were also sensi
tive to the charm of the glimpses of nature,
where merely a pool of water; a clump of trees,
a bit of silvery sky, and the quietness of the
moment impressed them.
"This shows a wide range of sympathy, but the
bigness of the artists, in both cases, lay in
the fact that they could compress any scene
into a picture, in which two simple facts
stand out prominently— a broad shadow and a
broad light.
In the soft veil of shadow were
all the color and detail necessary, and in the
light, there always seemed to be the full lum
inosity of color. It is complexity reduced to
simplicity and it shows always the great
artist.
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"And the spirit and mastery of the 'California
Innes' find expression in all its poetry and
charm in the three canvases here described.
"Keith's 'Revelation' is a rare example of
lights and shadows.
The sky is typical of
Keith's best.
Shadowy trees are reflected in
a stream, and alongside there leads a path, in
which stands a figure enraptured before the
light in the heavens. This work symbolizes the
spiritual nature of Keith.
'Symphony of Peace'
is one of a group of three, two of which were
purchased by Jacob Schiff in 1907. He present
ed one to the Frankfurt Gallery in Germany.
'Symphony of Peace' and 'Revelation' are owned
by Keith's daughter, Mrs. E.N. Harmon, who has
reserved for her personal collection a number
of his best works, many of which were loaned
for exhibition at the Palace of Fine Arts of
the Panama-Pacific International Exposition.
'Spirit of Music' is one of the artist's not-*
able 'gong series', and the one especially re
quested by him to be retained for a permanent
collection. It reveals that innate love of the
mystic with which Keith's wonderful art was
steeped. This picture is owned by Mrs.William
Keith.
"If we remember that in 1856, when young Keith
was engraving woodblocks in New York, Rousseau
had just been worthily recognized in Paris at
the Exposition Universelle, where all his re
jected pictures of the previous twenty years
had been gathered in one of the finest of the
many splendid groups there hung, we shall re
alize the point to which the art of modern
painting had developed, when William Keith be
gan to work. It was ten years later, that Manet
and Monet, Sisley and Cezanne formed t&e group
of 'plein air' painters who broke away even
more forcibly from the academic manner than
did Corot and his friends.
"Meanwhile, Mr, Keith had settled in California
and was reveHing in her out-of-doors, trying,
by every means in his power to attain co selfexpression, and working out, through years of
isolation and unending study, the new problems
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of light and air.
Whatever of help Mr. Keith
had from older painters, lay rather in the
state to which they had raised their art, than
in any direct instruction. One year he had in
Duaseldorf.
A few portraits, with the black
ness of bitumen which now shows in paintings
of that period, may be credited to that Euro
pean trip. In 1893 a fleeting glimpse of Paris
and Madrid showed him what European painters
had done and were doing, and gave him new in
spirations for those multiple
experiments
which occupied his time.
"As an individual painter Mr. Keith charms and
holds us by the spirituality and fertile imag
ination shown in his interpretations of Calif
ornia landscape,
and in the sure mastery with
which he records on canvas some inner vision
Nature has evoked.
But the just historian
must do more than merely place him and his
work in the list of California's art contribu
tions to the world. In its efforts toward art
expression, the Pacific Coast is found to be
singularly fortunate in the man himself and in
the firm position which his art achieved.
"The artist had in his nature unbounded energy,
and that tenacity of purpose, which enabled
him to sacrifice everything else to his art.
In the hard school of the wood engraver, he
was drilled in a draughtsmanship, without which
the painter is forever handicapped. Upon this
severe training he built up his art, and as he
sat in his studio or sketched in the open
country of Marin, the Sierra forests, or among
his beloved live-oaks, what of artistic loss
he might have suffered from his isolation, was
in a way made up to him by many near and not
able friends.
These bought his first watercolors, wisely seeing the promise which needed
but a helping hand.
No offer of aid was de
spised, and the little oval paintings set in
the early ferry-boat upon San Francisco Bay,
for years attested to his first determination
to paint in oils.
"On the side of science, destined to play so
large a part in the painter's knowledge of na
ture, Mr. Keith was not without comrades and
opportunities. John Muir, the mountain lover,
accompanied him on Sierra sketching tours, and
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under Berkeley's academic
John and Joseph Le Conte.

oak he talked with

JAPANESE PRINTS-AND KEITH
"At this time of earnest, untiring study, when
in France the Japanese print was having its
effect on the simplification of color and tone
in the painting of the early Impressionists,
and when in England Whistler expressed in cur
rent art the same Oriental power to subordin
ate details, there was coming constantly to
the California coast, a treasure-trove of art
from China and Japan. We cannot, as yet,esti
mate the effect which this Oriental heritage
in art ideals may have upon cur Western ways
of work.
But it is certain, that it gives to
all who study it, a subtler sense of decora
tion and a strong desire for simplicity of
scene.
"To William Keith Oriental art must have spok
en in many unrecorded ways, and there are sto
ries of his sitting in the twilight listening
to the waves of sound which circled out from a
great Chinese gong, or vase, and in his fancy,
seeing compositions full of beauty, which, in
the years of his best work, he embodied in the
notable 'gong series', now in the gallery of
Doctor Hugh Tevis, who gave him the melodious
piece of bronze.
Out of such informing cir
cumstances, and surrounded by such friends,
Mr. Keith evolved his vigorous art through a
lifetime of enthusiastic labor.
Studying al
ways some new method of using pigment and
brush, he, nevertheless,
stopped not by the
technical wayside, but pushed on through the
perfecting of that representation of nature by
which the spirit speaks.
AN APPRECIATION OF "LIVE-OAKS"
"Having mastered the delineation of the Calif
ornia live-oaks,
so that the ramification of
its branches, the beauty of its boll, and the
rich colors of its foliage were his to conjure
with, he used groups of these gnome-haunted
trees, bathed in sunlight, or deep in shadow,
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to express the emotions of his sensitive mind.
The effect of reading one of Poe's weird sto
ries, the tender feeling for her father ex
pressed in a girl friend's book of poems, and,
at last,the full force of his deeply religious
nature are found enshrined in his best can
vases^
*
"Most potent of all his aids in this endeavor,
to draw upon the activities of the spirit for
inspiration, was the friendship of his boon
companion of thirty years, Joseph Worcester,
who, as builder of the Swedenborgian church,
minister, editor, and friend of art, has done
more than any other one man to place the foun
dations of art in San Francisco on the rock of
sincerity, in its broadest and deepest sense.
"The Nineteenth century saw many well-trained
men and women painting in San Francisco. Ama
teurs and srtists alike frequently went back
and forth between Paris, New York, and San
Francisco. In the well established Art Insti
tute with its roster of names now eminent,
Arthur Mathews was teaching and developing a
group of men and women who form our distinc
tive school of Western art.
And while there
was little interchange of painting between the
Atlantic and Pacific coasts,
there was welldefined knowledge of the value of a good pic
ture, and many excellent collections of local
art were being formed.
"Not only did the children of 'the splendid
idle forties' maintain a high standard of
taste, but by their patronage they enabled so
discriminating a connoisseur and friend of the
artist as William Vickery, to set the best of
Mr. Keith's increasingly good canvases before
the community, and to help establish his posi
tion in England and the Atlantic States.
CLIPPINGS AND RECORDS
"No man is more familiar with the scenic won
ders of California", writes the San Francisco
Chronicle, January 14, 1902;
"than William
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Keith, the noted artist.
He has attracted
particular attention by his masterly paintings
of Sierra scenery, often penetrating the moun
tain wilds, and roaming from Alaska to the
Mexican borders in his search for materials.
"Perhaps the finest of all his mountain views
is the one recently completed, called,
'The
Headwaters of the Merced', above the Yosemite
Valley, showing a storm clearing away.
The
foreground of this great painting, sketched at
an elevation of 7,500 feet, shows a whirling,
foaming torrent dashing down a canyon, damned
with glacier-polished granite.
In the back
ground, the snowy Sierra, flushed with light,
glances through, while,in tha middle distance,
the young Merced foams along the sculptured
rocks, past gnarled pines, and into the gorge
that leads to Yosemite.
"This painting, 3 x 5 feet, in a heavily gild
ed hand carved frame, was placed on exhibition
yesterday in the art-gallery of the Emporium
on the second floor. This will form the nucle
us for a permanent art gallery which the big
store will maintain for the edification and In
st ruction of visitors."
This painting was destroyed in the fire of 1906.
A SKETCHING TOUR LETTER FROM KEITH
A letter from William Keith, dated Yosemite Valley,
July 5,1375, appears in the Overland Monthly of August 1875:
"Yosemite has yet to be painted; painters vis
its of a month or so have not done it. Time is
required to take it in, or else the inevitable
result will be artistic dyspepsia,
(in shape
of the conventional yellow and red rocks),
which, perhaps, is the reason for the average
Californian's disgust for Yosemite pictures,
The cliffs are neither red nor yellow, but an
Indescribable shifting gray,
changing and
shifting even as you look.
The lightness and
evanescence of the morning gray, and burnished
light of evening, cannot be gotten by a lucky
hit. A French painter of the first rank, like
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Corot or Lambinet, would rejoice in this rich
ness of gray— but French painters do not paint
mountain pictures.
We have had some cloudy,
foggy days, where the tops of the cliffs would
be hidden in places;
others would seem to be
moving up, and out of the fog cloud. Sometimes,
the wind would tear into shreds the shifting
fog-masses, until they looked like torn cob
webs, and out and in, the Yosemite Fall would
weave, in a slow, downward motion,distinguish
ed from the clouds, only by its shape and
opacity, in the thickest places. It all looks
very deep and dark in tone, yet over all is
the lightness of grayness, which you only ap
proximate to its truth of color.
Try, try again, and if at first you don't succeed, try,
try again, is a very good motto to calm your
rising agitation.
"Four of us— Muir the naturalist, John Swett,
Mr. McChesney and myself— came up here, with
the intention of going up higner in the moun
tains, and after a detention of some days,
which were spent very profitably in color
study, leisurely walking, we started by way of
Gentry, purposing to cross Yosemite up to Lake
Tenaya, past Mount Hoffman, Tuolumne Meadows,
Soda Springs, past Dana and Gibbs, up over the
summit, down Bloody Canyon to Mono Lake, and
skirting the Eagtern slope of the Sierra, ex
ploring the head of Owen's River etc., all of
which I propose to relate.
"It looked cloudy and threatening, the morning
we left the valley, but,trusting to luck, and.
keeping our provisions dry, we followed an ex
ceedingly melancholy and heavy-laden mule.
Just as we passed El Capitan, it commenced to
drizzle, and by the time we had half climbed
the mountain, the rain came down in good ear
nest, with gusts of wind.
We slowly climbed
up and up, until the rain changed to sleet,
snow and hail— poor companions for a journey
in the mountains.
We found a deserted cabin,
and resolved to stay there for the night, at
least. It stormed, and thundered and lightened
all night, and next morning was like a winter
morning--the ground covered a foot or more
with snow.
The day was half sunshine, half
cloud, and the snow rapidly melted— the flow
ers looked curious peeping out from their beds
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of snow— and at evening there was a glorious
sunset, with the sky perfectly clear, while
below were patches of snow and snow-shadows.
Sunlight of distant cliffs and pines, and
the valley beneath filled nearly to the brim
by a great, heavy, sodden mass of cloud, mov
ing with scarcely perceptible motion, slow and
solemn, weird and white, except where touched
by the sunlight.
At the top, the cloud was
shaped square, and angular at the bottom, and
it filled the valley with a foam-like .smoke,
the purple middle-ground of pine gradually re
ceding, fainter and fainter into this ghostly
mass; the foreground in sharp and sudden re
lief, in color a yellow-green, the green fused
into the yellow, as, in a roaring night camp
fire, you see the fusion of orange, sulphur
and gold. I made a quick sketch, which looked
better next morning, and watched the light,
throbbing away, fainter and fainter, into the
night.
Next day, we went through magnificent
groves of pines (noblest among them all, the
yellow pine), through the shifting sunshine,
deeper and deeper through the thick, rich for
est, climbing up and down.
On every side,
riches of sunshine and shadow; passing two
still lakes, that seem to have lost themselves
in the wooas, ana grown contented there; down
steep and rocky moraines, and, after a rough
scramble, across Yosemite Creek, and on the
Mono trail, up and up, until the sun told us
to camp, which we did by a little meadow,
where there was feed for the horses, and by
its side, fragrant pine-boughs, which we made
into springy beds for the party.
"Early nest morning, on the trail again, still
passing through rich forests, with glimpses
now and then of the.promised land.
There was
the head of South Dome on one side, shadowed
by gray, purple, and blue; on the other,bathed
with that light-gray radiance, which is neither
shadow nor light, but simply radiance— with
bare promontories, clear and cutting, against
their background of purple and green woods.
Higher and higher, we slowly climbed, until we
arrived at the top of the ridge; then down,
over glaciated pavements, glittering and shin
ing in the sun.
As we descended, we caught
glimpses of Lake Tenaya— a blue-black, at the
edge,lighter in tone, and dashed with greenish-
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gray light. These mountain lakes have this pe
culiarity— I mean their intense depth of gray
color, that look like spots in the picture,
and seem to make the shadows of other things
lighter; they are much darker than t&e top of
the sky, which is an intense blue-gray wonder
fully soft and deep.
"Still going down, and crossing over bare rocks
ribbed and cleft, showing the tremendous pres
sure to which they have been subjected--we ap
proach the lake through groves of pine (twoleafed), small and stunted,
comparatively
dwarfed by their winter fights. Some stand two
and three together, as if for mutual protec
tion; others
spring from one round, yellowish
trunk, and then split, one-half full of life
and vigor, the othei; a silver-gray stick, sap
less,dead.
The green, tufted ends of their
foliage (something like the yellow pine tufts,
but lacking their flexibility, grace and sil
very shine), have a certain sturdy vigor which
challenges admiration.
Through such groves,
the trail winds on to the meadow, green in
spots, everywhere traversed by clear, snow-fed
streams, two, three and four feet wide, their
beds full of pebbles, rocks and sand, their
waters cool and transparent, tempting you, all
the time, to drink, and the more you drink the
more you want.
"Crossing the stream which issues from the
lake, we arrived at the lake's edge.
Lake
Tenaya is 8,500 feet above sea-level, and is
one of the largest and finest lakes in this
part of the Sierras, fed constantly by the
snow-streams
from the
higher
mountains#
Strange, dome-shaped rocks, round and bare,
hemmed us in.
No chaparral, on the sides,
occasionly a pine-tree.
In fact, the chief
characteristics of this region are its rocks,
bareness, round and
burnished domes, and
dwarf two-leafed pines. The deep, transparent
waters of the lake— on the edge, great white
and grim boulders, brown under tne water, and
swathes of sand— seem of a pale, opalescent
green, gradually melting into an intense blueblack, an effect which is more marked, when
you are on a level with the lake.
Faint re
flections of the dome-shaped cliffs, especial
ly when they are in full sunshine, and the re-

0221

K E tT H

flection of the trees, show the local color of
the lake's water more fully. When ruffled, It
seems to partake of the extreme top of the sky,
modified by a deeper purplish hue; the deep
blue of the sky, joining to the light gray,
rounded and polished cliffs, and the purpled
and browned pines in the distance, the green
foliage and yellow-trunked trees of the fore
ground, together with the clear pure waters of
the lake? gaudy butterflies, bees droning and
humming in the summer air, winged insects of
different kinds— all unite to make a picture
which indelibly impresses itself on the mind.
Breathing in such beauty, with the pure air,
free from taint of every kind, no wonder, that
to us the echoes sounded their returns joyous
ly, on and up through the glittering sunshine,
sparkling on every twig and rock and leaf,
dancing back from the surface of laughing and
gurgling brooks. We seemed to float on ether
eal wings, up and up, until, looking back the
deep dark lake appeared to have engulfed the
sunlight.
"Nature takes kindly to her children, if they
would but leave their swaddling-clothes of con
ventionality, and submit themselves to her in
fluences; leave carking cares, and come to the
mountains, for a little while, at least.
Do
not fancy that June is the only month, July is
good, August is better, September is yet bet
ter, and October is the blessed one of all the
year.
"Riding alone— coming now to snow-banks, with
living water, clear and pure,
streaming out
from every side, past Mount Hoffman, sometimes
hidden, other times nodding and smiling to it
self, in some still, secret lake; on our right
strange, flat-topped trees, upon huge cliffs,
gnarled and twisted,and seemingly in inextric
able confusion; over striated rocks; and loose
boulders, looking just as if they had been
left by nature in a hurry; up and down, get
ting confused with the different impressions.
They are glimpses, every now and then, of a
great valley.
One climb more, and there are
the Tuolumne meadows lying at our feet, green
and grassy, and the main Tuolumne River flow
ing down to the sea.
Up the valley,
slowly,
and more slowly, as the camping place appears
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in view, across the ford, the strong, steady
stream, almost carrying the horse from his
feet, a slight acclivity gained— here's camp.
A drink at the soda springs cheers tired na
ture, and on a fragrant pine-bough bed we are
at rest."
From these early criticisms of William Keith's paint
ings an idea can be gathered of the place Keith held with con
temporary California critics.
The art critic of
1872, writes:

"The Overland",

in October

"Perhaps the richest in color and most attrac
tive of all the peaks drowning these is Tamalpais. Certainly it is the favorite of our lo
cal orators, writers and artists, who have
nearly all celebrated its charms.
Stoddard
has sung,and. Keith has painted it with partic
ular felicity; and the tourist finds one of his
choice resorts in the noble redwood forests
that circle its base and crowd up its sides,
or the picturesque valleys of mingled gold and
green that lie between its foothills, where,
in spring, the blue lupin and orange poppy
cover the earth, making the landscape one gay
parterre....
"Mr. Keith has often studied Tamalpais before,
from various points of view, but the present
work is the largest and most successful he has
yet produced.
Mere size of canvas goes for
nothing by itself,
though with the multitude
it goes for so much, but seventy-two by forty
inches of stuff is not too much for spacious
treatment of the noble theme.
"The point of view in this picture is beyond
San Rafael, looking south-westward over the
succession of low hills and intervals which
lead to the ascent of our favorite Mountain.
In the foreground, we see tb the left a hill
side yellow with the stubble of wild-oats, a
few bits of the grey sandstone of the country
cropping out, and here and there, the dry
skeletons of shrubs and bushes, relieved by
the suggestion of an occasional lingering
flower.
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"At the foot of the slope curves a road, along
which a few cattle are driven— the foremost
well-defined, the hindmost, with their mounted
drivers, obscured by the cloud of dust they
raise.
To the right, a shallow brook spreads
its moisture in grateful contrast, and two or
three cows are cooling in its waters, under
the shadow of a grove of redwoods, oaks, baytrees, buckeyes, and willows.
The redwoods
lift their long arms high above the other
trees, and glow with the sunlight that bronzes
their foliage,
the buckeyes put forth white
spikes of bloom from round masses of verdure;
the bay-trees are glossy in their dark green,
and the oaks display sturdy grey trunks, that
stand out in fine relief by the road-side.
"Just behind this forest group is a brown hill
curving down from the right, its surface dot
ted with bushes and mottled with soft shadows.
The redwoods seem to lead to far retreats, and
the perspective of their dark trunks is in
creased by the dead tree, that curves its grey
and mossy length across the front.
"The middle distance of the picture is a suc
cession of rolling hills, generally green,
with a low growth of bushes, but patched with
yellow bits of wild-oak stubble, until, in the
distance, the dark-purple wall of Tamalpais
rises against the sky, crowned with its double
peaks, overlooking a far glimpse of the bay
and the peninsular heights.
Ocean vapors are
floating lightly in, and have condensed about
the nearest peak in a snowy mass; but flecks
and streaks of vapor are floating inland,
faintly roseate with reflected light.
Other
wise, the spacious sky is clear; yet it is the
sky of the coast, purged by ocean winds, and
with a suggestion of mists and salty smells
all through it. The picture ia full of midday
light, toned down by the greens and greys of
the wooded landscape and the darker hue of the
mountain.
"All the detail hinted by the above descrip
tion is suggested rather than closely realized,
that is, there is nothing finical in the man
ipulation to conflict with general breadth of
effect;yet the forms and details are as faith
ful as the color is pure and true.
Indeed,
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truth, in all its simplicity and repose, is
just the distinctive merit of the picture. It
is a genuine bit of San Francisco coast scen
ery, which would make a Californian home-sick
if he should see it abroad.
"Mr. Keith has struck the key in art which
3ret Harte struck in literature, when the lat
ter devoted his nice talent to unique local
themes the spirit of which he had absorbed by
long residence and observation, and which he
reproduced with touches whose happy effect
concealed the careful labor that made them
possible."
From "The Overland", April 1874-:
"William Keith has been engaged on a couple of
large views in Cottonwood and Webber Canyons,
Utah.
Painted from nature sketches, made in
mid-winter, one of these views shows the Wa
satch Range covered with snow....
"Characteristic figure-groups, with covered
wagons, give life to this peculiar scene of
Utah's winter, and warm as are some of the
colors in the adjoining cliffs, the stream
flowing through the gorge looks snowy cold.
These pictures are painted with breadth and
freedom, and are fair samples of this artist's
independence of conventional ideas....It is
seldom, that quite such honest, truthful and.
quiet pictures are painted by an American."
From "The Overland", July 1875!
"The San Francisco Art Association has opened
its Summer Exhibition for 1375— Keith's pic
ture of 'The High Sierra', on exhibition at
Snow and May's, is the picture of the month.
It fully justifies in its perfect state, the
enthusiasm it called up, when half done, in
the minds of such a masterful judge of moun
tain scenery as John Muir.
It reproduces the
hoary, giant mountains back of the Yosemlte
Valley, near the head-waters of the Merced
River— reproduces them, not alone with an ac
curacy of detail satisfactory to a geologist,
but also with that grander artistic effect so
extolled by Ruskin, the power of calling up in
the soul of the spectator, the same spirit and
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impression that the
would evoke.... "

original of the

picture

From "San Francisco News-Letter", September 30,
1882: .
"Keith does not suffer from limitations of ar
tistic power, which impel many painters to be
interpreters of gray-dawns, but not of glowing
sunsets, of moist Springs, but not of burning
Autumns.
He is satisfied with nothing less
than a rich cord of harmony— chosen from the
whole gamut of nature's notes.
It is his un
erring power of sounding the rich cord, which
has given Keith's pictures a place in all the
galleries of our millionaires, side by side
with the works (chosen by connoisseurs) of em
inent European masters....
"Keith's works contain,not only the represent
ation of every phase of California landscape,
but also a rich collection of New England
sketches, and a great many studies of Oregon.
They are the rich harvest of more than six
years of hard work done in the presence of na
ture, by a man of conscience— who was endowed
by birth with an exceptionally keen sense of
color, and is equipped by experience, with the
mature skill of twenty years' life as an art
ist. The spectator will find among these works
none of that hasty imitation of nature, in
which neither trutn to art,nor truth to nature
is discernible.
This is nowhere more notice
able, than in his New England sketches.
The
sketches derive additional value from the fact,
that very few of them have been used as the
subjects of pictures."
From "The Overland", December 1875:
"It is not generally known that Keith's recent
and most satisfactory art production, entitled
'Morning on the Upper Merced', was painted to
the order of O.J.Wilson, the noted educational
publisher of Cincinnati, Ohio.
This gentle
man, while on a pleasure trip to cur coast dur
ing the past summer, met Muir and Keith in the
High Sierra; and it was there that he formed a
warm attachment for each in ids special study—
the first as a scientist, and the latter as an
artist. Mr. Wilson's letter, acknowledging the
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receipt of the picture, is full of warm and
generous appreciation.*.He closes in the fol
lowing modest, but substantial manner;
'In
naming the price of the picture, you put it at
$2,500, not specifying whether in gold or
greenbacks....I, therefore, enclose a gold
check for §2,500, payable to your order.'"
"The Wasp" of April 22,1911, in an obituary,writes
of the permanent value of Keith's paintings and his place in
the art world:
"Art connoisseurs are asking one another, if
the pictures of William Keith will live. That
the famous California landscape painter was
an artist of surpassing ability, is not ques
tioned.
He was, by far, the greatest painter
California has developed, and the strongest
proof of that fact, was the ready sale his
pictures commanded in Eastern cities during
his lifetime.
No other California painter
sold so many pictures outside this State, or
received such prices for them.
"An artist's place of residence has something
to do with the permanency of his reputation.
For example, a painter of moderate ability in
Paris, would probably be rated, by the art
world, higher than a painter of considerable
ability in some obscure part of the provinces.
The pictures of an artist with a New York rep
utation, would be likely to bring higher
prices, than those of a San Francisco painter
of equal ability.
There would be a strong
probability too, that the pictures of the New
York artist would increase in value after his.
death.
"William Keith was thoroughly identified with
California, and, unfortunately, there is no
art center on the Pacific Coast.
He made a
great deal of money by the sale of his pic
tures in San Francisco, but he probably would
have made a great deal more, had he identified
himself with New York and Boston, instead of
San Francisco and Berkeley.
Keith, himself,
was not quite sure of the value which would be
placed on his pictures after his death.
It
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was a subject he sometimes discussed with his
friends.
As a rule, the value of an artist's
works increases, when he ceases to paint any
more.
The rule has not held good, however,
with most of the California artists of local
reputation. In fact, the paintings of many of
them, now dead, are worth less than when the
painter was alive.
The late Tom Hill was a
fine landscape painter, and was rated a super
ior of Keith's before the latter attained his
full power. Hill's pictures have not increased
in value as they should.

]

"If the paintings of any California artist
can attain great interest after his death,
they will be the works of William Keith.
He
is the only Californian who is represented
prominently in famous collections.
One of
Keith's landscapes holds the place of honor in
the Corcoran gallery in Washington. Some fine
samples of his work are contained in the Nat
ional Gallery.
Several millionaires in the
Eastern States have hung his pictures ;among
their most costly paintings.
"Keith was a great and discriminating student
as well as a prodigious worker, and he sought
everywhere for a deeper knowledge of his art.
"While he imbued his work with his splendid
individuality, he possessed the power to paint
in an endless variety of styles, and his know
ledge of color and capacity to handle it, were
unsurpassed.
He could paint equally well in
the highest key or the lowest, but he prefer
red the darker pictures, and attained his
greatest excellence in them.
It is an inter
esting fact, too, that some of his very dark
pictures, when offered a few years ago in New
York by Macbeth, a well known Fifth Avenue
dealer, brought high prices,
though Eastern
dealers believed that such subjects would not
find purchasers. In fact, it was the firm be
lief with New York dealers, that it was a
waste of time to offer Eastern purchasers any
picture by American artists, except those that
were full of sunlight and color— pictures
painted in the highest key.
Among Keith's
friends were many of the best-known and wealth
iest people in America, but his intimate asso
ciates were chosen without regard to their
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stations in life.
He was not only one of the
greatest artists,but one of the most unaffect
ed and upright men."
"Local Artists pay tribute to Keith," say head
lines in the 'San Francisco Call' of April 14,
1911, after Keith's death:
"Work of Landscape Master
say his Colleagues."

will live forever,

"Prominent artists paid tributes yesterday to
the dean of California Artists, William Keith.
With uniformity of spirit, they lamented his
death and. praised his works.
Because of his
sincere devotion and steadfast self-denial,
his lifework of interpreting the beauty of
California landscapes was successful far be
yond his early hopes.
Here is what some of
Keith's contemporaries had to say:
"Bruce Porter— 'William Keiths' sincerity, to
gether with his great devotion, not alone to
his art, but the subject of his works, made
him the artist we know and revere.
Modestly
and patiently working here in California, the
leader of a small group, Mr. Keith has placed
his name among the names of the greatest land
scape painters*
I call to remembrance the
names of Corot and Diaz of 1830.
His fame he
won by his character.
"We are rather apt to fall to acknowledge,
first, the stanch character of the man, in ad
oration of his works.
Although the modern
tendency is for the literal transcript from,
taking modern landscapes with the emotional
touch, Mr. Keith revived, or rather continued,
the painting of nature in all its beauty, with
out affecting the temperamental and sentiment
al.
His art was of deep feeling, that words
cannot describe. Nature is translated through
his works, as it was by Rembrandt and by
Millet.
In theory and in practice, his life
was dedicated to translating the glories of
nature in California, in a manner that would
help men of all times* His task was successful
and it was difficult.*
"Bruce Porter estimates
art world thus:

Keith's place in the
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"Of William Keith, self-trained as he waa in
California, there is not space here to speak
justly.
As he remains the best known, and
most widely honored painter, that California
has produced, the critical estimate of his
work was, at its best, how it stands with the
best landscape art that followed Constable and
the Frenchmen of 1830, requires no temerity in
assertion. The task will always be to protect
our judgment,
by holding to the highest in
his enormous and very unequal production. The
critic of the future is less likely to be
'swamped' in his estimate, than is a contem
porary. Keith's art at its very personal best,
is of a rich imagining on the themes afforded
by nature; but both Keith and Hill and the
painters of their time and later, looked upon
the actual nature about them with (we shall
say) something of the eyes of strangers, in a
strange land.
Their transcripts are undoubt
edly of the California scene, but we feel (as
we feel about the great majority of works of
landscape art) that, net down anywhere on
earth, the painters would employ this identi
cal language of transcription."
("Art in Cal
ifornia".)
William Keith's place in Western art is summed
up by Everett C. Maxwell as follows:
"Keith's place, in the art history of the West
is fixed.
He has a unique genius, and a per
sonality of many parts.
His days of scenic
painting are of minor importance.
He soon
changed his style, and his poetic conception
of nature took precedence over everything
else, and to-day his canvases are recognized
the world over as the first great works of art
produced in the West." ({Art in California".)
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WILLIAM KEITH
REPRESENTATIVE WORKS
Crown of the Sierras (1873)
Loma Prleta, Santa Cruz County
Sunset in the Wasatch
Indian Sumner in Maine
On Napa Creek
In the Contra Costa ^ills
Figure Study in Spring Tima
Study from Oakland Point
A View in San Mateo
California Alps (1374, notable)
Headwaters of the Merced (1875)
(For the State Capitol Bldg.)
Golden Heritage (owned by Mrs. Alice Keith
Harmon)
The Deep Sombre Woods
Early Moonrise
California Oaks
Sunset Glow (1890)
A California Landscape
A Grey Day
Tranquility
The Crown of the Sierras
Andante
Sunset Among the Oaks
A Wooded Landscape
Mount Tamalpais (Shown in Mercantile Library
and sold for §2000 net, 1872)
Mount Shasta (sold to J. J. Hayes, 1873)
Mount Lyell (sold to A.K.P. Harmon, 1873)
Glory of the Heavens (sold at auction in
San Francisco for $12,000)
Mount Hood, Oregon (sold to the Brooklyn
Institute)
In the Foothills (sold to the San Francisco
Art Association)
Alaskan Glaciers
Giant Oaks
Woodland Interiors
Breaking of the Storm
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PERMANENT COLLECTIONS:
De Young Museum, San Francisco
Evening (Oil) (Shepherd and Flock)
Landscape (Oil)
Sunset (Oil)
San Francisco Museum of Art
Country Pathway (Oil)
Mount Tamalpais (Oil)
Springtime in Napa County
The Two Oaks

(Oil)

Bohemian Club, San Francisco
The Unceasing Round (Oil)
A palette used by artist with landscape
suggested
Oakland Art Gallery
After the Storm
Headwaters, Tuolumne River
Mt. Tamalpais from Northwest
View of Bonner Lake
Moonlight Through Oldest Berkeley House
Sunset Near Suiaun
The Breaking Storm
Landscapes
The Shepherd
Art Institute of Chicago, 1925
The Coming Storm
Crocker Art Gallery, Sacramento
Mills College, Oakland
University of California, Berkeley
National Gallery, Wasnington, D.C.
Corcoran Art Gallery, Washington, D.C.
Cincinnatti Art Gallery
Delgado Institute, New Orleans
Brooklyn Art Institute, New York
Frankfurt-am-Main Germany, Art Institute
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JOHN ZEILE COLLECTION:
Sunset (panel)
The Oaks (panel)
The Moonlight Sonata (canvas)
The Rembrandt
(canvas)
The Mount of Olives (panel)
Water Oak (canvas)
The Boy With The White Collar (canvas)
ILLUSTRATIONS:
Picturesque California by John Muir
Glacier, between Mts. Ritter and Lyell
Mt. Emerson and the High Sierra
A Bergschrund in Black Mountain Glacier
Mt. Lyell from Tuolumne River
Mt. Ritter
Head of South Fork, Kings River
Bloody Canyon, Mono Trail
Mt. Humphrey from South Fork of San
Joaquin River
The High Sierra, between Mt. Ritter and.
Lyell
Tatoosh Mountains
The Nisqually Glacier
Mt. Ranier
Spokane Falls
AWARDS:
Bronze Medal, Pan-American Exposition, Buffalo,
1901
Gold Medal, Alaska Yukon Exposition, Seattle,
1909
EXHIBITIONS:
Representative Paintings shown at Panama-Pacific
International Exhibition, San Francisco, 1915?
The Impression
Revelation
The Symphony of Peace
The Portals of the Woods
Rainy Day
Midsummer Night's Dream
Storm
Landscape, No. 3
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Landscape, No. 5
Landscape, No. 2
Landscape, No. 4
Quiet Pool
Landscape
Sketch
Water Color
Landscape
Grey Morning
Landscape
Water Color
Landscape
Cloudy-bay
Landscape, No. 1
Landscape
Spirit of Music
Into the Storm
Sunset
Silent Hour
Landscape
Shepherdess
EXHIBITIONS:
Chicago World's Fair, 1893, California Bldg.
California Oaks
Early Moonrise
Deep Stormy Woods
Sonoma County
(Also two others loaned from private
collections)
San Francisco, 1894, Midwinter Int. Exp.,
Fine Arts Association (Catalog)
Landscape
A California Midwinter Morn
An Evening in Autumn
In the Deep Somber Woods
San Francisco Art Assocaition, Winter 1895
Mark Hopkins Institute Review of Art
Chrysanthemums
A Dull Day
Mark Hopkins Institute of Art, 1896 (Catalog)
Summer Twilight, Sonoma Valley
The Discovery of the Bay of San Francisco
by Portola
Study-Head
Oaks
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San Francisco Art Association, 1898-9
Winter Exhibition,
(Catalog)
Portrait of Irving M. Scott
After the Shower-Maine
Oakland
California Oaks
Mark Hopkins Institute of Art, 1900 (Catalog)
Summit of the Sierras
Portrait of Mr. Irving M. Scott
After the Shower, Maine
Oakland (2)
San Mateo Creek
Landscape
(3)
Mark Hopkins Institute of Art, House-Gallery
1903— Spring Exhibition, March 20-April 16
Summit of the Sierras
Portrait of Irving M. Scott
After the Shower, Maine
Oakland (2)
San Mateo Creek
Landscape
(3)
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San Francisco Art Association, 1903
Spring Exhibition
Pleasanton Hills
Autumn in California
Hillegas Field, Berkeley

(Catalog)

San Francisco Art Association, 1904
49th Spring Exhibition
Strawberry Creek, Morning
A Glacial Meadow, Head of Owen's River,
High Sierra
The Sketch Club (Catalog)
February 22-November 7, 1907
Landscape
The Sketch Club (Catalog)
February 3-17, 1908
Haying Time
The Sketch Club,
(Catalog)
November 27-December 11, 1909
Landscape
The Sketch Club,
(Catalog)
November 8-19, 1910
Landscape (2)
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The Sketch Club,
(Catalog)
March 23— April 6, 1912
Landscape (3)
De Young Museum, San Francisco, 1915 (Catalog)
Setting Sun
Late November in Coast Range
De Young Museum, San Francisco, 1915 (Catalog)
Late November
Setting Sun
Palace of Fine Arts, December 22, 1916
William Keith Gallery (No longer in existence)
Harvest
The Golden Hour
Hotel del Monte, Art Gallery,
Monterey, California, 1907
California Oaks

(Catalog)

Crocker Art Gallery, 1928 (Catalog)
Sacramento
Mt. Tamalpais, California
Mt. Baker, Oregon
Mt. Hood, Oregon
Mt. Shasta, California
St. Mary's College, Moraga, California, Keith
Gallery Commemoration, September 20, 1931
Landscape near Munich
Lake County Oak (study)
Glimpse of San Francisco Bay
High Sierra Scene
Late Evening Sky
Tatoosh Range, Washington State
Shasta in the Clouds
Head of Bavarian Boy (study)
Cigar-box Lid, Sketch (3)
In the Gloaming
California Pacific International Exposition
San Diego, May 29-November 11, 1935
Twixt the Murk and the Gloaming
when the Kine Come Home

u

0236

KEITH

63

GIFTS:

To St. Mary's College, Moraga, California
Mrs. Keith
Five Lumiere transparencies in color of
paintings and monotone prints
Lead pencil drawing of Dunnottar Castle
Wash-drawing
Dr. William S. Porter, Oakland, California
Sentinel Peak (1880)
Fog Descending Sun-burned Hills
Mr. Albert Bender, San Francisco
Sun Breaking Through Clouds After Storm
Rev. Joseph McAuliffe, San Francisco
Bridal Veil Falls
Dr. George HcChesney, San Francisco
Red Mountain
Head Waters of Owens River
(Subject identified by a letter in John
Muir's handwriting)
Hr. and Mrs. T. Hanna
Cypress Point

(a large Keith, 5' x 4')

Noel Sullivan, San Francisco
Outlook From the Woods
Mrs. A. Livingston Gump
Keith's last brushes and palette with colors
spread as Keith left them
A rare photograph (taken Dy Mr. Keith, with
a time camera), appears in "The Wasp"
(San Francisco) of April 22, 1911. The
group includes, William Keith, John Muir,
Charles Keeler, John Burroughs, and Editor
3rown of "The Dial"; all noted Californians.
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Overland, March 1924
American Arts
John Zeile Collection
Overland, June 1891
Galleries of the Exposition, Neuhaus, 1915
Hews Letter, September 1882
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Argonaut, April 1917
International Studio, March 1909
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International Studio, April 11, 1911
November 1907 — May 1901
Hay 1908
San Franciscan, July 18, 1885
Catalog de Luxe, Panama Pacific International
Exposition, 1915 (San Francisco)
California Magazine
(copy undated)

(de luxe edition)

National Cyclopedia of American Biography
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Dream City, by Rose Berry
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sition, 1915, by M. Williams (Fine Arts Dept.
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Craftsman, Vol. 1, 7, 1904 — ..August 1911
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News Letter, April 29, 1882
California the Beautiful, by E. Markham
Hark Hopkins Review, 1901
History of San Francisco, by Bailly Millard
Life and Letters of John Burroughs
Life and Letters of John Muir
Keith as Prophet Painter, by Hay
Sunset Magazine, April 1911
Book of American Painters and their Pictures,
by L. M. Bryant
World's Work, June 1911
Craftsman, 1911
Art Notes of the Macbeth Gallery,
1911

(New York)

Land of Sunshine, vol. 8
San Francisco Call, April 14, 1911
Bay of San Francisco, vol. 2
San Francisco Chronicle, June 1, 1890 —
April 6, 1890 — January 14, 1902
November 15, 1895
San Francisco Bulletin, May 9, 1878
San Francisco Post, April 13, 1911
History of Pacific Coast, vol. 1
Men of California, 1901
News Letter, September 30, 1882
History of California, by Hittel, vol. 4
Galleries of the Exposition, by Neuhaus (1915)
Art in California, 1915-1916
Argonaut, December 12, 1908
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OVERLAND MONTHLY AND OUT WEST MAGAZINE
ULS
Jackman, Rilla Evelyn.
Karpel F43

AMERICAN ARTS.

Chicago: Rand, McNally, 1928.

[Private collection of John Zeile]
OVERLAND MONTHLY AND OUT WEST MAGAZINE
ULS
Neuhaus, Eugen. THE GALLERIES OF THE EXPOSITION: A CRITICAL REVIEW
OF THE PAINTINGS, STATUARY AND THE GRAPHIC ARTS IN THE PALACE OF
FINE ARTS AT THE PANAMA-PACIFIC INTERNATIONAL EXPOSITION.
San Francisco: Paul Elder, 1915.
Rocq 10618
San Francisco NEWS LETTER
Gregory
San Francisco CHRONICLE
Gregory
ARGONAUT
ULS
INTERNATIONAL STUDIO
Arntzen and Rainwater Q188; ULS
Hunt, Rockwell D., editor. CALIFORNIA AND CALIFORNIANS.
Chicago: Lewis Publishing Company, 1926.
Rocq 16937

5 vols.

CALIFORNIA ARTS AND ARCHITECTURE See ARTS AND ARCHITECTURE
Arntzen and Rainwater Q93; Karpel S84; ULS
ART DIGEST See ARTS MAGAZINE
Arntzen and Rainwater Q98; ULS
ART NEWS
Arntzen and Rainwater Q73; Karpel S67; ULS
[INTERNATIONAL YEAR BOOK, 1911]
OVERLAND MONTHLY AND OUT WEST MAGAZINE
ULS
San Francisco BULLETIN
Gregory
San Francisco CHRONICLE
Gregory
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NEWSLETTER AND WASP
ULS
Oakland TRIBUNE
Gregory
INTERNATIONAL STUDIO
Arntzen and Rainwater Q188; ULS
SAN FRANCISCAN
Vol. 1, no. 1 - [Vol. 5, no. 22] (February 16, 1884 - [June 19, 1886]).
No more published?
CATALOGUE DE LUXE OF THE DEPARTMENT OF FINE ARTS, PANAMA-PACIFIC
INTERNATIONAL EXPOSITION. Edited by John E. D. Trask and J. Nilsen
Laurvik. 2 vols. San Francisco: Paul Elder, 1915.
Rocq 11687
CALIFORNIA'S MAGAZINE: THIS EDITION FEATURES PARTICULARLY THE ART
MOVEMENT NOW ACTIVE IN CALIFORNIA. AMONG MUCH SPLENDID MATTER OF
GENERAL INFORMATION CONCERNING THE ETHICAL DEVELOPMENT OF THE STATE,
IT CONTAINS A SURVEY OF AMERICAN ART WITH SPECIAL REFERENCE TO
CALIFORNIA PAINTING, SCULPTURE, AND ARCHITECTURE, PAST AND PRESENT,
PARTICULARLY AS THOSE ARTS WERE REPRESENTED AT THE PANAMA-PACIFIC
INTERNATIONAL EXPOSITION, WITH ARTICLES BY WELL-KNOWN AUTHORITIES
ON THE VARIOUS SUBJECTS TREATED. COMPLEMENTARY TO THE FINE ARTS
SECTION IS AN INTERESTING CHAPTER ON ART CRAFTS. THE BOOK IS
VALUABLE FROM AN HISTORICAL AS WELL AS A LITERARY AND AN ARTISTIC
STANDPOINT. Edition de luxe. 2 vols. San Francisco: California's
Magazine Company, 1916.
NATIONAL CYCLOPAEDIA OF AMERICAN BIOGRAPHY
Sheehy AJ43
DICTIONARY OF AMERICAN BIOGRAPHY
Sheehy AJ41
ARGONAUT
ULS
NEWSLETTER AND WASP
ULS
OVERLAND MONTHLY AND OUT WEST MAGAZINE
ULS
Berry, Rose Virginia Stewart. THE DREAM CITY: ITS ART IN STORY AND
SYMBOLISM. San Francisco: W. N. Brunt, 1915.
Rocq 8303
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Williams, Michael. A BRIEF GUIDE TO THE PALACE OF FINE ARTS,
PANAMA-PACIFIC INTERNATIONAL EXPOSITION ... POST EXPOSITION PERIOD.
San Francisco: San Francisco Art Association, [1916?].
Michigan, State Library. BIOGRAPHICAL SKETCHES OF AMERICAN ARTISTS.
Compiled by Helen L. Earle.
Arntzen and Rainwater E176
ARGUS
Arntzen and Rainwater Q98; ULS
CRAFTSMAN
Karpel Sill; ULS
San Francisco NEWS LETTER
Gregory
Markham, Edwin. CALIFORNIA THE WONDERFUL: HER ROMANTIC HISTORY, HER
PICTURESQUE PEOPLE, HER WILD SHORES, HER DESERT MYSTERY, HER VALLEY
LOVELINESS, HER MOUNTAIN GLORY, INCLUDING HER VARIED RESOURCES, HER
COMMERCIAL GREATNESS, HER INTELLECTUAL ACHIEVEMENTS, HER EXPANDING
HOPES, WITH GLIMPSES OF OREGON AND WASHINGTON, HER NORTHERN NEIGHBORS.
New York: Hearst's International Library Company, 1914.
MARK HOPKINS INSTITUTE REVIEW OF ART
Vol. 1, no. 1 - [Vol. 1, no. 9] (December, 1899 - [Midsummer, 1904]).
No more published?
Millard, Frank Bailey. HISTORY OF THE SAN FRANCISCO BAY REGION.
3 vols. San Francisco: American Historical Society, 1924.
Rocq 7967
Barrus, Clara. THE LIFE AND LETTERS OF JOHN BURROUGHS.
Boston and New York: Houghton Mifflin, 1925.

2 vols.

Bade, William Frederic. THE LIFE AND LETTERS OF JOHN MUIR.
Boston and New York: Houghton Mifflin, 1924.
Rocq 16566

2 vols.

SUNSET
ULS
Bryant, Lorinda Munson. AMERICAN PICTURES AND THEIR PAINTERS.
New York: John Lane, 1917.
Karpel H17b
Subsequent editions.
WORLD'S WORK
ULS
CRAFTSMAN
Karpel Sill; ULS
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Macbeth Gallery, New York, ART NOTES
Karpel S164; ULS
LAND OF SUNSHINE
ULS

See

OUT WEST

CALL-BULLETIN
Gregory (California, San Francisco)
THE BAY OF SAN FRANCISCO, THE METROPOLIS OF THE PACIFIC COAST
AND ITS SUBURBAN CITIES: A HISTORY. 2 vols. Chicago: Lewis
Publishing Company, 1892.
Rocq 7957
San Francisco CHRONICLE
Gregory
San Francisco BULLETIN
Gregory
Evening POST
Gregory (California, San Francisco)
[HISTORY OF PACIFIC COAST, Volume 1]
MEN OF CALIFORNIA, 1900 TO 1902. Edited by Wellington C. Wolfe.
San Francisco: Pacific Art Company, 1901.
Rocq 17021
San Francisco NEWS LETTER
Gregory
Hittell, Theodore Henry. HISTORY OF CALIFORNIA. 4 vols. San Francisco
Pacific Press Publishing House and Occidental Publishing Company,
and N. J. Stone & Company, 1885-1898.
Rocq 16925
Neuhaus, Eugen. THE GALLERIES OF THE EXPOSITION: A CRITICAL REVIEW
OF THE PAINTINGS, STATUARY AND THE GRAPHIC ARTS IN THE PALACE OF
FINE ARTS AT THE PANAMA-PACIFIC INTERNATIONAL EXPOSITION. San Francisco
Paul Elder, 1915.
Rocq 10618
ART IN CALIFORNIA: A SURVEY OF AMERICAN ART WITH SPECIAL REFERENCE
TO CALIFORNIAN PAINTING, SCULPTURE, AND ARCHITECTURE, PAST AND PRESENT,
PARTICULARLY AS THOSE ARTS WERE REPRESENTED AT THE PANAMA-PACIFIC
INTERNATIONAL EXPOSITION ... San Francisco: R. L. Bernier, 1916.
Rocq 16656
ARGONAUT
ULS
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b.

November 21, 1838

Old Meldrum, Aberdeenshire, Scotland

d.

April 13, 1911

Berkeley, California

MONOGRAPHIC SOURCES
Arkelian, M. THE KAHN COLLECTION.
111.: KINGS RIVER CANYON, 1878 (color)
CALIFORNIA DESIGN 1910
111.: SPRINGTIME SHOWERS IN BERKELEY
Cornelius, Brother Fidelis. KEITH: OLD MASTER OF CALIFORNIA.
Vol. 1. New York: G. P. Putnam, 1942. Vol. 2. Fresno, California:
Academy Library Guild, 1956, cl957.
CROCKER ART MUSEUM: HANDBOOK OF PAINTINGS
111.: MOUNT TAMALPAIS, CALIFORNIA, ca. 1871; LANDSCAPE, YUBA
CANYON
Harmsen 1
111.: WESTERN SUNSET (color)
Neuhaus, Eugen. WILLIAM KEITH: THE MAN AND THE ARTIST.
University of California Press, 1938.

Berkeley:

Van Nostrand, J. THE FIRST HUNDRED YEARS.
111.: HAYING IN MARIN COUNTY, 1873 (color)
Van Nostrand, J. SAN FRANCISCO, 1806-1906.
111.: LAND'S END (color)
EXHIBITION CATALOGUES
Davis, California.

FROM FRONTIER TO FIRE.

Laguna Beach, California.
SOUTHERN CALIFORNIA ARTISTS, 1890-1940.
111.: SPRINGTIME SHOWERS IN BERKELEY (color)
Moraga, California.
Saint Mary's College, Hearst Art Gallery.
THE WATERCOLORS OF WILLIAM KEITH, 1838-1911. January 14-March 7, 1979.
30 pp.; b&w and color ills. 40 exhs.
Essay, "William Keith and the Art of Watercolor," bibliography,
checklist, and chronology. Exhibition reviewed in ARTWEEK,
Vol. 10, no. 6 (February 10, 1979), p. 3, ills.

(continued)
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EXHIBITION CATALOGUES

(continued)

San Francisco, California.

THE COLOR OF MOOD.

Santa Barbara, California. Santa Barbara Museum of Art.
CALIFORNIA PICTORIAL, 1800-1900: AN EXHIBITION OF TWO PARTS:
THE COLLECTION OF ROBERT B. HONEYMAN, JR. AND PAINTINGS BY
WILLIAM KEITH. August 9-September 9, 1962. 28 pp.; b&w ills.
33 exhs.
Biographical information and checklist.
Stanford, California. Stanford Art Gallery. CALIFORNIA LANDSCAPE
PAINTING, 1860-1885: ARTISTS AROUND KEITH AND HILL. December 9, 1975February 29, 1976. 55 pp.; color ills.
Exhibition organized by Dwight Miller. Introductory essay on
California landscape painting and individual biographical essays
for nine artists.
BIOGRAPHICAL DIRECTORIES

BIBLIOGRAPHY

AAA 1909-1910; 1911, obituary

Karpel

Benezit
Dawdy 1
DICTIONARY OF AMERICAN BIOGRAPHY
Earle
Fielding
Groce and Wallace
Mallett

ARCHIVAL SOURCES
Archives of American Art
Bancroft Library
California Historical Society
CSL (1907: Berkeley)
St. Mary's College, Moraga, Calif.

Samuels
111.: THE FALLS OF YOSEMITE, 1879
Smith
Thieme-Becker
INDEXES
ART INDEX (Vols. 1, 4, 6, 12, 13, 17, 18, 20-23, 27, 30, 32)
ARTFORUM
ARTWEEK
Chicago Art Institute
Monro and Monro
Schwartz
Smith and Moure

