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VII
Retirement Life in Victoria

In the gracious comfort of “The Thatch” the 
Maltwoods settled down to quietly live out the 
remainder of their lives. Katharine Maltwood 
enjoyed inviting local friends to tea, showing off 
her art treasures and explaining her discovery of 
the Somerset Zodiac. In addition, she was keen to 
continue her own artistic pursuits. For this purpose 
a north upper “studio room” was added to “The 
Thatch”, recreating the artist’s beloved retreat, the 
west tower of Chilton Priority. In this new workshop 
she produced several small sculptural pieces and 
experiemented with local materials.

One of the first was The Hand of God which 
commemorated George VI’s words “put your hand 
into the hand of God” in the Christmas Day speech 
of 1939. The clasped hands were modelled from 
those of Katharine Maltwood’s god-daughter, Diana 
Holland, and emerge from an archaic, temple like 
form.” Alabaster was one of her favourite mediums 
due to its translucent qualities and this work was 
carved from that of a local quarry at Falkland.74 It 
appears the sculptress also brought some alabaster 
with her from England. This was used in the shallow 
relief portrait, Vivat Rex, a profile of King George 
VI set off by shafts of sunlight.

Katharine Maltwood was naturally interested in 
the art and culture of the northwest coast Indians. 
A small alabaster, Indian Head, dates from her early 
years in Victoria. This interest may also be the source 
of inspiration of The Fox Dance, a small relief carved 
in black slate from the Queen Charlotte Islands. The 
rough carvings of a primitive head and face show 
her experiments with soapstone as a possible mode 
of expression. Being now in her sixties, she had not 
the same strength in her hands as when younger as 
the modified technique of her Victoria works reveal. 
They tend to be smaller in scale, with fairly shallow 
carving and a preference for softer stones that allowed 
her to use her wood-carving tools.

During these years she turned increasingly 
to landscape sketching. The Maltwoods were 
particularly fond of country retreats. They purchased 
a small cottage at Cowichan Bay and also “Treetops”, 
a property covering a high promontary in Cordova 
Bay, which they wished to preserve in its natural state. 
Here Katharine Maltwood loved to walk and sketch, 
being captivated by the views across the Strait of 
Georgia to the Coast Mountains of British Columbia, 

to the San Juan Islands with Mount Baker beyond, 
or south to the Olympic Mountains of Washington. 
Her pastel sketch series, Treetops, is filled with snow-
capped peaks, standing silent and stark, beyond calm 
coastal waters. She sought to capture the dramatic 
atmospheric effects, the opaque reflections and 
the ever changing light, often giving a mystical, 
otherworldly impression. Colour was used sparingly; 
misty greys and blues are favoured highlighted with 
a suggestion of yellow, green or red.

In contrast her tree studies are ablaze with rich fall 
colours, radiating with an inexplicable interior light 
that suggests her knowledge of Emily Carr’s work. 
The forms are drawn sculpturally as though twisting 
with energy and movement. Katharine Maltwood’s 
absorbing interest in the changing seasons and the 
rhythms of life made the arbutus tree especially 
intriguing. Among her forest interiors the arbutus 
predominates in burning colours and romantically 
noble forms such as “Victory for the Arbutus” and 
“Mists clothe the arbutus stems in Enchantments.”

That her sculptures were as much concerned with 
the essence of nature as her landscape sketches is 
displayed in two unusual mountain scenes where an 
archaic head emerges from the face of a mountain. 
The features resemble precisely those of her alabaster 
carving, Indian Head. In her vision of this primitive 
face, moulded as if asleep for eternity in the rock, 
she implies the ultimate unity of all creation.

The sketch books present an interesting reflection 
of Katharine Maltwood’s feelings towards nature. She 
was inspired by the vastness, solitude and crystalline 
purity of the rugged British Columbia landscape. 
Her knowledge of Oriental thought and Theosophy 
gave her a deep sensitivity to nature’s power and 
moral virtues. She believed that nature revealed the 
laws of God and, like the character Brynhild Ingmar, 
sought spiritual fulfilment through immersion in 
the vital forces of the land. Out in the wilds it seems 
she had a feeling of exhaltation and freedom of the 
senses; a pantheistic identity of spirit with nature 
and the universe.

In addition to sketching and absorbing the beauties 
of the local environment, Katharine Maltwood 
patronized several well-known landscape artists 
working in the Province. Their works, among the 
Maltwood art treasures, are a further indication of the 
artist’s empathy with her new surroundings. She was 
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especially drawn to the work of Emily Carr in its 
close involvement with the land and interest in the 
esoteric meaning of Indian art. Katharine Maltwood 
occasionally visited Emily Carr at her studio or 
at summer sketching locations in the environs of 
Victoria. It was in this period, 1938-42, that the 
two Emily Carr’s in the Maltwood Collection were 
purchased. Both are in the thinned down oil on 
paper sketching technique Carr developed in the 
early 1930’s. Windswept Trees is a rough sketch with 
loose brushwork and free flowing colours. The 
swirling organic forms are full of energy and intense 
with the spirit of nature. Chill Day in June,75 a more 
fully finished work, shows the dense blue-green 
forests of the West Coast set beyond the reeling airy 
images of single trees in a logger’s clearing. The sky is 
paticularly dramatic, pulsating with a hallucinatory, 
cool white heat. Throughout sweeping rhythmic 
lines suggest the infinite depths of nature.

By the 1930’s Emily Carr had given up her Indian 
themes and turned deep into the land itself to search 
life’s rhythms. “Painting was her way of worshipping 
God. She equated movement with spirit and 
among the cedars and on the beaches of Southern 
Vancouver Island, she found such animation that 
her paintings rock and sway in joyous celebration.”76 
It was this search to reveal glimpses of the inner life 
of natural forms and her intense realization of the 
fundamental unity of all life that made Emily Carr’s 
work so appealing to Katharine Maltwood.

Through her interest in local artists she also 
came to know and appreciate the work of W. P. 
Weston, a painter noted for his strong and direct 
interpretation of the British Columbia landscape. 
Trained in London, William Percy Weston came 
to Vancouver in 1909 to fill the position of art 
teacher at the King Edward High School. He soon 
became involved in what little artistic life there was 
in Vancouver, exhibiting with the B.C. Society of 
Fine Arts which he joined in 1910. In 1914 Weston 
moved to the new Provincial Normal School where 
he taught until his retirement in 1946. His early 
works were essentially conservative and owed 
much to the English Romantic landscape tradition. 
However, he soon realized the Canadian landscape 
demanded a new strength and vigour to express 
“its epic quality, its grandeur, its natual beauty.”77 
By the 1920’s he began to capture the vital forces 
of nature in a new linear, spatial and decorative 
style. Compositions were simplified, detail was 
reduced, and solidly moulded and sculpted forms 
were inroduced. This strong sense of design in his 
mature style was influenced by the motifs of Art 
Nouveau, more contemporary Art Deco trends and 
Japanese pattern.

Katharine Maltwood aquired two works by Weston 

dating from the period after his retirement when 
the range of his sketching trips had broadened to 
include the Okanagan Valley, the Kootenays and 
the Yukon. In Arbutus Tree, from 1947, a single 
clawing tree spreads out in rich glowing tones above 
a cool blue sea and faint mountain skyline beyond. 
With a linear decorative design and bold clarity of 
form he creates a striking image of coastal trees. 
Five years later the landscape Slocan Lake, Cascade 
Mountains near Denver, B.C.78 was purchased. The 
lofty mountains, depicted in icy luminous tones, 
show Weston’s reverence for “the overwhelming 
preponderance of nature” which he felt so outscaled 
the human element.79 He was particularly fond of 
studying the sculptural forms and snow patterns of 
mountains peaks and would often use binoculars to 
help him clearly define the terrain.80 Although not 
interested in the theosophy of his contemporaries, 
Weston’s direct manner successfully captured the 
rugged splendour and the awesome lonely spirit of 
the Province’s scenery.

The Maltwood Collection also contains two 
watercolours by Charles John Collings which, 
procured in London in 1918, further indicate 
the early date of the couple’s links with Canada. 
Originally from Devon, Collings worked for twenty 
years in a solicitor’s office before deciding to pursue 
art more seriously. The turning point in his career 
was marked by the friendship and influence of 
Frank Brangwyn. In the early 1900’s Collings began 
exhibiting landscapes in the London galleries where 
he won praise for a similarity in style to Turner’s 
work. He disliked the comparison and sought to 
escape the interference of critics and the influence of 
other artists by withdrawing from city life. This led 
to his self-chosen exile to Shuswap Lake in British 
Columbia in 1910, where he found a peace and 
solitude well suited to his temperament. He kept 
to himself and rarely exhibited with the Vancouver 
and Victoria art societies, preferring to sell largely 
through the Carroll Gallery in London. Here his 
dramatic paintings of the uninhabited regions of 
the Rockies were hailed as outstanding and his 
romantic retirement from the scenes of civilization 
won him the title “Recluse of the Rockies.”81

Among his most treasured possessions was a 
fine collection of Oriental paintings and woodcuts. 
These appear to have influenced his style which 
shows a feeling for design and colour that subtly 
blends the Japanese school and English landscape 
traditions. As a member of the English Alpine Club 
and an ardent climber he was also able to capture 
unusually spectacular aspects of the mountain 
terrain in British Columbia.
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M964.1.450-19
Treetops Sketch 
by Katharine Emma Maltwood

Indian Head held by Katharine Emma Maltwood

M964.1.366
The Hand of God 
by Katharine Emma Maltwood

M964.1.110     
Windswept Trees
by Emily Carr
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 The paintings acquired by the Maltwoods are a 
good example of Collings’ method of interpreting 
rather than realistically portraying what he saw. In 
Nearing the Glacier the landscape is delicately expressed 
in opaque pools of wash. He uses no standard 
perspective or sense of mass and space and little 
detail. With forms related to nature and only a few 
colours he creates “an ambience revealing that there 
is much behind and beyond the ordinary vision.”82 
The other work, Mountain Stream in Winter,83 displays 
Collings’ distinguished sense of colour and instinct for 
decorative pattern. The technique he used involved 
paper soaked in water and laid on glass or cork to 
remain moist. He then mixed the colours directly on 
the paper; a method which freed his imagination and 
left little time for hampering details.

Collings always reacted with great emotional 
intensity to the grandeur of his surroundings. Yet 
although ascetic and austere in spirit, from primeval 
forests, frozen lakes and mountains towering to the 
sky, he created works delicate and light in quality. 
He was described by London critics as having an 
Olympian detachment and as possessing a mystical 
understanding of the earth force, attributes Katharine 
Maltwood would undoubtedly have appreciated.

In addition to patronizing local artists the English 
sculptress soon became well acquainted with several 
very active members of the Victoria art scene. Among 
her closest friends were Ina Uhthoff and Hildegarde 
Wyllie, both of whom made a major contribution to 
the development of the arts in Victoria and were 
particularly forceful in the drive to establish a city 
art gallery. She shared their concern to win a more 
sympathetic understanding towards the visual arts 
and to encourage the talents of younger artists.

In her deep dedication to art Ina D. D. Uhthoff 
possessed an outspoken enthusiasm and stamina 
that Katharine Maltwood greatly respected. Their 
friendship in particular brought the latter into close 
contact with Victoria’s artistic community and its 
endeavours. Ina Uhthoff ’s career spans an era of 
critical awakening in the Victoria art scene. She 
had received her formal art training at the Glasgow 
School of Art under the instruction of Charles 
Rennie Mackintosh and Maurice Grieffenhagen. 
When she settled in Victoria in 1926 she found 
the artistic environment conservative to say the 
least. Other than Emily Carr’s work, painting had 
changed little since the Edwardian era and there 
was a serious lack of public interest in the visual arts. 
Mrs. Uhthoff proceeded to open an art school and 
studio on Wharf Street and later, in 1929 and 1930, 
joined with Emily Carr to sponsor classes given by 
the American artist Mark Tobey.

The quality of Ina Uhthoff ’s teaching soon 
became well-known and her classes eventually led to 
the formation of the Victoria School of Art in 1937 
under the direction of the Provincial Department 
of Education.84 The school prospered but due to 
the Second World War Mrs. Uhthoff was forced to 
return to private teaching, an activity she continued 
until 1951.

During this time Ina Uhthoff was also instrumental 
in the development of the Art Gallery of Greater 
Victoria.85 In addition her columns of art criticism 
appeared in the Daily Colonist for many years and as a 
member of the British Columbia Society of Artists she 
exhibited regularly at the Vancouver Art Gallery.86

Ina Uhthoff ’s work reflects the great technical 
versatility of her teaching. She produced some very 
fine portraits and a long series of landscapes which 
capture the moods and rhythms of her physical 
surroundings. Her watercolour and oil impressions 
of the West Coast often possess a silent, bleak and 
powerful atmosphere suggesting primeval nature. 
This can be seen in Mount Temple,87 an oil painting, 
the Maltwoods selected in 1942. Here rugged and 
angular mountains are boldly carved in a free 
palette-knife technique. Using pure colours and 
little medium the cool, icy blues of the mountain 
heights are skillfully set off by a splash of orange 
and red undergrowth far below. Mountain Shadows, 
a later watercolour in the Maltwood Collection, is 
more abstract in conception. Simple, lucid washes, 
in varying tones of blue, are used to create the 
stark monumental forms. Although Katharine 
Maltwood had little time for abstract art she 
admired the dramatic impression of soaring height 
and otherworldly solitude suggested in this severe 
and reduced style.

Katharine Maltwood’s friendship with Hildegarde 
Wyllie, as with Ina Uhthoff, was one of mutual 
admiration. Hildegarde Wyllie came from a social 
background similar to her own. She was born in 
London into a great family of painters and her artistic 
outlook was largely formed by her upbringing on the 
Richmond estate. Her grandfather was Sir William 
Richmond, R. A., and her great-grandfather George 
Richmond, R. A., was a well known portrait-painter 
who formed a group with Samuel Palmer, Edward 
Calvert and other William Blake devotees.88 She was 
thus absorbed in art from an early age and as a child 
received a gift of two watercolours from John Ruskin, 
the great apostle of Arts and Crafts Movement.89

When Mrs. Wyllie settled in Vancouver and later 
Victoria she became very active in art circles both 
as a painter and in the fight to establish a city art 
gallery. In 1951 she served a term as president 



of the Arts Centre of Greater Victoria and later 
worked as organizing secretary. Like Katharine 
Maltwood, she was particularly drawn to Oriental 
art as a great school of poetic interpretation. Her 
home in Saanich was called “Omeishan” meaning 
“Sacred Mountain”, and its character was enhanced 
by fine old paintings and art treasures.

Hildegarde Wyllie was one of a number of Katharine 
Maltwood’s local friends who was interested in the 
Glastonbury Zodiac. On visiting Glastonbury in 1950 
she thoroughly explored the effigies and wrote: 
“We are now situated at the point where Hercules’ 
foot touches the ram’s head.”90 She also painted an 
oil sketch of the mysterious Glastonbury Tor which, 
towering six hundred feet out of the marshes, was 
identified with the celebrated Island of Avalon and 
the Phoenix of the Zodiac. The work, now among 
the Maltwood paintings, is traditional in style like 
the majority of Hildegarde Wyllie’s landscapes.

Together with Ina Uhthoff and Mrs. Wyllie, 
Katharine Maltwood supported the Island Arts and 
Crafts Society. They were interested in Bessie Fitz-
Gerald’s establishment of “The Wagon Wheel” in 
1949, a fascinating craft store set up in an old barn 
at Prospect Lake. Three years later “The Quest for 
Handcrafts” was opened on Government Street in 
Victoria. These were the first all-Canadian handcraft 
shops in British Columbia. Here the pottery of Daisy 
Rebecca Swayne and Emily May Schofield was sold, 
both of whom Katharine Maltwood befriended.

Daisy Rebecca Swayne was the daughter of the 
Empire-famed architect Richard Roskell-Bayne, 
designer of Calcutta’s post office and a dozen 
similar public buildings. She studied under Ina 
Uhthoff and later went to Camberwell Art School 
in London to specialize in pottery.91 Both she 
and Emily Schofield, widow of Bishop Schofield, 
were very energetic in the Victoria Pottery Club 
and enjoyed experimenting in numerous glaze 
techniques. When Ina Uhthoff had taken over the 
Pottery School on Kingston Street, glazes were 
more or less restricted to the “Brown Betty” type 
and realism was widespread. She encouraged the 
making of glazes and tried to convince students 
pure form was something to be desired. As a result 
Rebecca Swayne and Mrs. Schofield went on to 
create some exquisite colours, a particular favourite 
being a subtle blue green shade they named “west 
wind”. In keeping with Ina Uhthoff and Katharine 
Maltwood’s taste, their bowls, pots and tiles show 
pure lines of shape, ornaments being naturally 
integrated with the design.

The local craft stores also sold the brushwork 
of Elizabeth Duer, Katharine Maltwood’s artist-
cousin from Japan. A large number of her flower 

and bird studies remain among the Maltwood 
treasures including a series of botanical paintings 
recording local flora and fauna throughout the 
seasons, commissioned by Katharine Maltwood in 
1941. Delicate and intimate, they seem to breathe 
the freshness of life and reveal the latter’s sensitivity 
to the Oriental floral tradition and its ideals.

Elizabeth Duer was brought up and educated in 
the stately atmosphere and ritual of the Japanese 
Imperial Court. Her English father served as an 
adviser to the Emperor, while her mother, an 
amateur painter, was a member of a prominent 
Japanese family. Elizabeth Duer was honoured by 
receiving the art name of “Gyokushi” from her 
famous art teacher Gihoshi Atomi, painter for the 
Japanese Imperial family.92 In her style Madame 
Atomi and her pupils followed the School of Shijo-
ha which was founded by Maryama Okyo in the 
eighteenth century. The latter was one of the first 
to break away from the old method of learning by 
copying a teacher’s work and instead advocated a 
direct contemplation of nature. Flower, bird and 
animal studies were a speciality and in the Japanese 
tradition of humility before nature such works 
became philosophical and poetic experiences.

After a grounding in Oriental art Elizabeth Duer 
turned to Western culture, studying oils, pastels, 
charcoal and watercolour at the Slade in London. 
Having absorbed a comprehensive curriculum 
she then returned to her favourite medium of 
expression, watercolour on silk in the Japanese 
fashion. At the outbreak of the Second World 
War, due to their pro-British sympathies, several 
members of the Duer family were interned in 
Japan. Elizabeth managed to escape and chose to 
join her cousin in Victoria.

Wild Flowers Around Victoria were ideal subjects for 
the interpretation of Elizabeth Duer style. They are 
executed in watercolour on silk and are delicately 
handled using the single stroke method with soft pure 
colours. The flowers are usually grouped as they grow 
together in nature and are elegantly arranged in a 
single spray or two with utmost care to detail, texture 
and balance. Works such as “Snowberry, Bramble 
and Wild Rose” display the artist’s subtle sense of 
colour and decorative design. In their meticulous 
observation of nature the long series naturally has 
a documentary character and yet is pervaded by a 
charming quality of delicate, transient reality.

Yet another aspect of Katharine Maltwood’s 
appreciation of nature is reflected in her friendship 
with Barbara Woodward, a fellow world traveller and 
well-known wild-life artist. After her initial training 
at Doncaster Art School Barbara Woodward began 
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exhibiting landscapes and animal studies at both 
English and French galleries. A desire to specialize in 
animal portraiture led her to study animal anatomy 
at London Zoo and she later became a Fellow of the 
Zoological Society in London.

Wishing to see wild nature (“the wilder the 
better,” she said) Mrs. Woodward became an 
ardent traveller.93 On safaris through the steamy 
heat of central Africa’s jungle she sketched all 
manner of wild-life. The cat tribe were a particular 
favourite; she found them “slinking noble beasts, 
smooth and sinuous.”94 A tiger sketch in the 
Maltwood Collection reveals how she could 
swiftly capture the character of the beast. Barbara 
Woodward’s exotic travels also drew her to the 
frozen reaches of Europe’s Arctic wastelands. On 
trips to Iceland and Spitzbergen in Norway she 
painted arctic birds and bleak, icy landscapes. 
With the knowledge she gained from these travels 
she not only illustrated commercially but became 
a respected authority on wild-life, lecturing and 
writing on bird and animal behaviour.

After she and her husband settled at Royal Oak, 
Victoria, in 1935 she did little sketching, preferring 
to breed animals. When she resumed her career in 
commercial art, some ten years later, she received 
numerous commissions from the Provincial Museum 
and from both local and national firms. She painted 
the canvases of big game animals which decorated 
the Princess Patricia and the Princess Marguerite.95 A 
pencil sketch of a stag given to Katharine Maltwood at 
this time reveals Barbara Woodward’s drawing skill 
and expert knowledge of anatomy. It was this aspect 
of her work that the former particularly respected. 
She disliked modern abstractions, always preferring 
artists “trained in the hard school which considered 
anatomy, drawing, construction, composition and 
technique as essential as art.”96

In her involvement and patronage of local 
artists, Katharine Maltwood was not only seeking 
to encourage but continuing her personal quest 
for beauty and truth through art. Whether in the 
lonely dramatic mountains of C.J. Colling’s, the 
intense forests of Emily Carr or Elizabeth Duer’s 
intimate contemplation of flowers and wild life, it 
was the artist’s search for spirituality that the English 
sculptress admired. In this respect the artist Stella 
Langdale, a great friend from the days of Katharine 
Maltwood’s London studio, came closest of all in 
artistic spirit to her pantheistic outlook. Both their 
works are preoccupied with “moods of remoteness; 
either the ephemeral world of myth and fantasy, the 
spiritual or the calm, aloof dignity of nature its more 
sombre and majestic manifestations.”97

Born in Staines, Middlesex, Stella Langdale 
attended the school of art at Brighton for several 
years, followed by a period of study under Frank 
Newbury and Maurice Grieffenhagen at the 
Glasgow School of Art. This sound technical training 
allowed her to experiment in oils, watercolour, 
charcoal, pastels, etching techniques and sculpture. 
In inspiration she followed the sublime landscapes 
of the British Romantic tradition and the visionary 
works of William Blake, John Martin and Samuel 
Palmer. For subject matter Stella Langdale 
preferred to travel abroad wandering from place 
to place sketching and absorbing the history, poetic 
beauty and mystery of remote areas in North Africa, 
Italy and France. In this wanderlust and love of 
adventure she found a freedom and a different 
interpretation of life which is reflected in all her 
imaginative work.

Stella Langdale liked to use charcoal for drawing; 
seeing things in simple tone and mass. This lead 
to her interest in the tonal possibilities of etching 
and aquatint which became her favourite medium 
after 1915.98 In the next few years she produced a 
large number of small aquatint plates. Several were 
of Italian and African subjects while others were 
imaginative and musical such as The Incarnation of 
the Snow, Moonlight Sonata, The Dream Garden and 
Nocturne. The latter is among the Maltwood art 
treasures and shows a solitary statue set in a dark 
garden pond among sombre groups of cypresses. 
It is typical of Stella Langdale’s fascination with 
atmospheric effects. The ghostly reflections, dusky 
shadows and silhouettes of moonlight are used to 
create a dreamy, mystical quality. As in the symbolism 
of James McNeill Whistler, her pictures frequently 
took musical forms — Sonata, Symphony, Harmony, 
Nocturne — translating the spiritual evocations of 
music into art.

Of Stella Langdale’s desert themes, taken from her 
sojourns in North Africa, the Maltwoods purchased 
Arab Tents of the Desert, Biskra, The Garden of Allah. 
Silhouetted against a deep, star-lit, tropical night a 
few motionless figures stand with camels and tents 
amid a vast expanse of desert. In her diary Stella 
Langdale described the spectacular beauty of such 
desert evenings where sand hills “blossom like a 
rose” as the sun sets and how “suddenly the piercing 
cry of a muezzin breaks the extraordinary silence of 
the North African night, ‘Allah is Allah’. . . ” This last 
call to prayer at dusk explains her title in this piece, 
“The Garden of Allah”.

Stella Langdale won her first public recognition 
in art as an illustrator of books. She was associated 
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M964.1.111
Chill Day in June
by Emily Carr

M964.1.101
Slocan Lake, Cascade Mountains
by W.P. Weston

M964.1.115
Nearing the Glacier,

by C.J. Collings

M964.1.114
Mountain Stream in Winter
by C.J. Collings
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with the John Lane Publishing Co. and Dodd, 
Mead & Co. for nearly twenty five years producing 
drawings for Edmund John’s Symphonie Symbolique, 
John Henry Newman’s Dream of Gerontius and 
Stephen Phillips’ Christ in Hades.99 Her illustrations 
to the 1922 edition of Francis Thompson’s Hound 
of Heaven were particularly praised for the way she 
captured the spirit of the poem putting “into concrete 
form the wonderful visions of the poet, without 
losing anything of the grandeur or vastness.”100 
Francis Thompson’s (1859-1907) mystical catholic 
philosophy was well suited to Stella’s own moral 
preoccupations and melodramatic imagination. The 
drawings are dramatically dark and fantastic with a 
broad treatment of shadows and silhouettes. They 
show silent, veiled figures, great monolithic forms, 
star-lit skies streaming with light, figures diving 
through space or rising in swirling clouds and horse-
drawn chariots struggling skyward from thundering 
sea-storms. As in the works of John Martin the 
settings are often vast, giving a sense of cosmic scale, 
and dwarfing humanity to insignificance. In all the 
awesome forces of nature are suggested expressing 
the poem’s preoccupation with the intense energy 
of divine creation.

Several of the drawings show remarkable 
similarities to Katharine Maltwood’s sculptural forms. 
The archaic qualities of The Holy Grail are recalled 
for instance, in the priestly figures of archangels 
illustrating “I shook the pillaring hours and pulled 
my life upon me.” The Maltwoods acquired a charcoal 
drawing by Stella Langdale which is also notably 
close in style to these illuminations. Here a huge 
megalithic monument towers above a small group 
of pre-historic worshippers silhouetted far below in 
the evening sky. In its awe-inspiring, super-human 
air it is typical of the artist’s apocalyptic visions of 
great ancient civilizations, shadowy and immense. 
Such dreams dominated her prose descripions 
like that of “Lost Atlantis” where she writes: “It 
makes one think of pagan priests and astrologers 
consulting the stars, sacrifices and huge banqueting 
halls where harpists sang of death, love and battle, 
processions and wild music on conch shells. The 
distant roll of thunder echoes among the hills, the 
world grows dark, the sea rises, ‘wine dark’. It is a 
cyclopaean saga.”

As an artist Stella Langdale was always intensely 
preoccupied with the past. She imagined a vital and 
exciting era, a golden age, which due to evil and 
moral decay was lost forever in some catastrophic 
disaster. She had little time for the present age and 
hoped, like Katharine Maltwood, that the spiritual 
message and wisdom embodied in the Glastonbury 

Zodiac would revitalize society. Such romantic 
longings pervade her writings, in prose and poetry, 
which describes her favourite sketching retreats 
abroad.

In particular she was captivated by Italy’s by-gone 
eras and adds nostalgia and hallucinatory intensity to 
her accounts of the ancient architecture and legends 
surrounding Naples, Rome, Venice, Viareggio, 
Assisi and San Vigilio. These reveal her constant 
enchantment with the sea, moonlight, intangible 
shadows, ancient mysteries and cataclysmic events. 
While sketching the evening shadows on ancient 
byways and lonely deserted ruins, she tells how she 
found “staring at them one becomes a ghost oneself 
looking into the past.” Old monastery churches were 
a favourite theme as a charcoal in the Maltwood 
Collection reveals. Like Samuel Palmer, she sought 
to enrich the actual present by a reference to the 
past and by expressing the mystery which dwells 
in the nature of things in a serene and intimate 
harmony.

In later years Stella Langdale exhibited regularly 
at the foremost British galleries and the Paris Salon 
and continued to travel, visiting Italy annually for 
almost twenty years. She came to Victoria in 1940 
with her great companion Florence Bayham, a 
noted pianist. In the next few years while staying at 
The Empress Hotel or on extensive sketching trips 
throughout the Province Stella Langdale produced 
numerous oil and watercolour sketches. Many were 
seascapes and views of Victoria harbour where 
she found the clear, bright sunset similar to that 
in Venice. She had always been enchanted by the 
power of the sea and the great sailing ships of old. 
In Victoria she sketched and wrote romantically of 
the old clipper hulls since converted into barges by 
Island Tug Co.: “In such ships lies romance, at night 
they seem to edge closer together for company. . .
they change into phantom ships with clouds of 
sail set and leaning on the wind. Legions of ghosts 
surely haunt these once tall ships. . . they carry 
imperishable memories.”

Many of her British Columbia works together 
with a few European scenes were exhibited at the 
Little Centre in Victoria in 1946. The titles reflect 
her continued obsession with the shadows of dusk 
and moonlight impressions — Silent Hour; Evening 
Glow, Olympics; Rising Moon; Blue Night, Victoria; Low 
fog, midnight, Victoria; The Last Gleam; Moonlight sky 
over Cathedral, Victoria. In pursuit of such images 
she often used a technique involving a small plate 
of darkened glass which gave daylight scenes a 



glimmering moonlight effect.
Stella Langdale, like her friend Katharine 

Maltwood, was inspired by the spiritualizing force 
of the forests and mountains of British Columbia 
which she found “full of savage primeval subjects.”101 
A small landscape in the Maltwood Collection dates 
from this period and makes a marked contrast to 
her dark aquatints and watercolours. Working in oils 
the palette is bright, the colours luminous and the 
brushwork broad and simple. Her African themes 
were also not all sombre as can be seen in The Roofs 
of Tunis, a small oil purchased by the Maltwoods 
from the 1946 exhibition. Here the vibration of heat 
and light is suggested with cool blue shadows cast 
from dense yellowish domes and roof tops.

Stella Langdale suffered from severe arthritis and 
was continually hampered by its crippling effects. 
Around 1950 she moved south to Santa Barbara, 
California where she continued to sketch and 
correspond with the Maltwoods until her death in 
the late 1950’s.

That she and Katharine Maltwood shared 
similar aims is displayed even more clearly in 
“An Appreciation” written by the latter for Stella 
Langdale’s exhibition in Victoria in 1946. Here 
Katharine Maltwood extolled the artist’s sound 
technical training and continued in words which 
could well describe her own career: “She is also a 
visionary. Even if ‘subject’ is nothing to art — as 
had been so ably demonstrated by Lawren Harris 
recently — to Stella Langdale every bush is a 
‘burning bush of God’ and light — the ‘light of 
the Holy Grail’; her ultimate desire is to translate 
the divine dream behind the veil: a land of tender 
and delicate solitudes. She has reached out above 
scholasticism to something of the spirit beyond.”

Katharine Maltwood was always a very vital and 
active personality and remained so even in her 
old age. However, in the 1950’s she suffered the 
increasing disability of Parkinson’s disease. She 
faced this distressing illness with great courage 
but was eventually forced to give up all her artistic 
pursuits. After a long and harrowing illness she died 
on July 29, 1961, leaving her work and collection to 
the people of British Columbia.

In 1964 “The Thatch”, its contents and an 
endowment were officially bequeathed to the 
University of Victoria. John Maltwood outlived 
his wife by several years, dying in his hundred 
and first year on June 18, 1967. The Maltwood 
Collection was moved from “The Thatch” to the 
University of Victoria in 1977. The move was 
granted after a hearing on a petition under the 
Administration Act to alter the Trust created in 

Katharine Maltwood’s will.
In the establishment of a museum the artist 

wished to provide a place “for the encouragement 
of the study of the arts” and to perpetuate the ideals 
she had sought to fulfil in her own lifetime. Her 
quest was one of spiritual evolution and harmony 
with “higher, hidden realities”. In this she remained 
very much a child of the Victorian era seeing 
modern society as being in a state of spiritual crisis 
and moral decline brought on by the trivialities of 
materialism, the “soulless mechanism” of technology 
and the decay of cultural traditions. As a result she 
sought a return to truth and beauty through art, 
surrounding herself with a nostalgically gracious 
and exotic environment that was distant from the 
prosaic experience of daily life.

Although she appeared aloof and distant to lesser 
known acquaintances, to her closer friends she was 
a genius, kind, modest and noble in character. To 
John Maltwood, her devoted companion, “She was 
a remarkable, creative genius, perpetually young 
and vigorous, everything she did was perfect — she 
was a goddess.”102

In her sculptural aspirations, philosophical 
leanings and in the immense significance she 
attached to her discovery of a pre-historic zodiac 
Katharine Maltwood took on the role of a visionary 
and an evangelist. Although her views and life-style 
appear somewhat remote from the commonplace, 
we can understand her concerns in that the crisis 
of man versus technology still remains, creating a 
common vein of idealism which links nineteenth 
and twentieth-century philosophies.
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M964.1.118
Mount Temple
by Ina Uhthoff

M964.1.459-2
Wildflowers
by Elizabeth Duer, 1941

M964.1.129
Nocturne
by Stella Langdale

M964.1.132
Charcoal drawing (Untitled)
by Stella Langdale
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