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in reverse" were followed by many others who were not on explicit
church missions: Lewis A. Ramsey about 1897; Mary Teasdel, Lee
Greene Richards, and Mahonri M. Young in 1901; Alma B. Wright
in 1902; Donald Beauregard in 1906; Henri Moser in 1908; and by
Rose Hartwell and Myra Sawyer.

In later years B. F. Larsen, J. A. F. Everett, Gordon N. Cope,
J. Leo Fairbanks, Avard Fairbanks, Lynn Fausett, Calvin Fletcher,
Mabel Frazer and Waldo Midgley were among those who made the
pilgrimage.

The results of this training on the shape of Utah art were
formidable. Though there is not space here to analyze the effects
in detail, it may be said that a pattern of academic figure drawing
and conservative landscape painting was set that largely continues
to this day. Only a few — Evans, Beauregard, Moser, Larsen, and
Frank Zimbeaux — rebelled and developed more or less personal
styles.

FURTHER CHURCH SUPPORT
But let us now return to the story of the French mission of 1890

by hearing from the First Presidency of the Church, Wilford Wood-
ruff, George Q. Cannon, and Joseph F. Smith. On May 20, 1892,
they wrote to Elders Pratt, Fairbanks, Clawson, Haag and Evans,
then all studying art in Paris (Hafen had left the group after one
year) :

When we receive a reply to ours of April 28th, we expect to be
able to write you with a better understanding of your several views on
the mural decoration of the Salt Lake Temple. Today we simply sug-
gest the way in which the $1500.00 sent you, in these two remittances,
should be divided, our suggestions being based on the information
given us in Bro. Pratt's letters. He states that he and Bro. Fairbanks
intend to return home next July, and to do so he will require $450.00
and Bro. Fairbanks $350.00 . . . . This leaves a balance of $700.00
which we suggest should be equally divided among Elders Haag,
Evans, and Clawson, for their maintenance and current expenses dur-
ing the next few months. . . .xl

After the Salt Lake Temple was completed in 1893, the group
fulfilled their obligation to the Church. John Hafen painted the
murals in the "Garden of Eden" room; Edwin Evans and John B.

11 Hafen in a letter to his wife Thora from Paris, August 8, 1890, says, "I have a
testimony that the Lord will enable me to accomplish all that is necessary in the year
allotted to me to stay here. I do not believe that He will require any faithful servant of His
to dwell in the midst of such wickedness any longer than is absolutely necessary. Brother
Lorus Pratt often says, 'we may have to remain two or even three years in order to accom-
plish our mission.' But I tell him that he may entertain such ideas but I do not. I am
booked for 1 year and more than that, God's servants have blessed me with power to
accomplish my mission and get all the knowledge of art required. . . . "
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Fairbanks decorated the "World" room. Lorus Pratt and Dan
Weggeland were also involved, the former painting foliage and the
latter specializing in animals and acting as foreman.

Other examples of support of individual artists exist. In May,
1901, John Hafen signed a contract with the Church to enable him
to study in the East. "He was paid $100 per month for one year
and, as security until such time when the artist could return the
money advanced, the Church became the owner of all sketches and
paintings produced during the year. John Hafen was never able to
redeem his pictures."12 President Heber J. Grant lent J. Leo Fair-
banks, who had been living on ten dollars a month, enough money
to continue his studies in Paris. Fairbanks later repaid the loan.
President Grant also employed Joseph A. F. Everett to instruct his
children in watercolor painting. And throughout this century the
Church has continued to employ artists to design monumental and
portable sculpture, to paint and restore murals in temples, taber-
nacles, and chapels, to portray church leaders in official portraits,
and to illustrate and embellish church publications.

The record is clear: there has been solid and continuing, though
somewhat waning, employment of artists by the Church of Jesus
Christ of Latter-day Saints. We must now ask what has been the
nature and quality of this support, what has been the effect of the
Church on the climate of art generally, and what attitudes have
arisen in Utah artists.

First, it must certainly be said that no critic in command of his
senses would today expect a church to be in the vanguard of art
patronage. Though traditionally the church and state have been the
two great patrons of the arts, we must agree that the enlightened,
affluent individual, the corporation or foundation, and the state —
either directly through grants or indirectly through tax relief — are
the great patrons today.

Churches are by nature conservative, and their interest in art is
almost always oriented toward function (how the art will directly
serve the liturgy) rather than toward esthetics (how the art will
move an individual). We cannot, therefore, too strenuously con-
demn the Mormon Church for the rather drab uniformity of its
current architecture; we can regret that the precedents set by such
sensitive local tabernacles as that in Coalville and such virile and

12 Thomas A. Leek, "A Circumspection of Ten Formulators of Early Utah Art History."
Unpublished Master's thesis, Department of Art, Brigham Young University, Provo, Utah
1961.

13 George D. Pyper, "President Grant: Patron of Drama, Literature, Art and Music,"
The Improvement Era, Vol. 39 (Nov. 1936), pp. 671-79.
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original structures as the Salt Lake Tabernacle were not continued.
We cannot expect the Mormons' rather sparse liturgy to make use
of a panoply of wondrous objects; we can regret that standard,
"mail-order" objects of architectural decoration too often substitute
for the skilled creations of a master craftsman in the tradition of the
pioneer, Ralph Ramsey. We cannot blame the Church for tacitly
permitting its heritage to be tortured by the unfortunate pastiche
of the Pioneer Memorial Theatre, or the new Eagle Gate, which
straddles a historic intersection like a giant tarantula, mocking the
beautifully restored Beehive House and destroying the scale and
breathing space it needs; we can hope that all of us who care about
what Salt Lake City looks like and who care about the proper and
tasteful preservation of great monuments of the past will be alert
and energetic enough to influence certain design decisions in the
future.

Let us not place the burden of blame on the Church for the fact
that Utah has been so often cited for its cultural backwardness. The
reasons are many, complex, and self-feeding. As R. Joseph Monsen,
Jr., has pointed out, the area's great wealth has traditionally been
its mineral wealth:

The extractive industries, which have been owned largely by non-
residents, have made wealthy individuals. But the wealth of these
individuals has benefitted other areas than the Great Basin where their
wealth was obtained. The Mormon Church, on the other hand, has
only in recent decades assumed the posture of wealth. The cultural
developments for which Utah is noted, basically in music with her
Tabernacle Choir and Utah State Symphony, have both established
national reputations with amazingly little private or public financial
support. Typically, the Tabernacle Choir has been developed with-
out much financial outlay by the Mormon Church. The very fact
that a choir, which gives its time free, is the first cultural institution
to achieve national recognition for the area is indicative of the scar-
city of financial resources for cultural affairs.14

The state's parsimony may be partially explained by its small
industrial base and its already high taxes. Yet, a modest increase in
the amount now given to the visual arts could be a great stimulus
to artists and museums.

The demands of time and tithing placed upon its members by
the Church partially explain why giving to the arts is at a relatively
low level among individual Mormons. Yet, why do so few non-

14 R. Joseph Monsen, Jr., in a talk delivered before the Utah Academy of Sciences, Arts,
and Letters, April 12, 1963. Spirit duplicated ms., p. 1.
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Mormons support the arts? Perhaps Dr. Monsen, in the speech
quoted from above, has the answer:

What about the non-Mormon families of wealth? How do we
account for the fact that so little philanthropy exists there? Possibly
part of this reluctance is due to the feeling of estrangement between
the major institution of the area, the Mormon Church, and the
wealthier non-Mormons. The "Gentiles," feeling themselves a minor-
ity, whether true or not, are reluctant frequently to give if they feel
that their Mormon brethren and the Church are giving nothing
publicly. Further, wealth even in these families has not had a tradi-
tion or the experience of giving or of philanthropy — with a very
few notable exceptions.15

As Dr. Monsen also observes, "The Great Basin is as dry of good
public and private art collections as it is of water."16 If we had had
an important museum of art during our first century, the exposure,
the education, the encouragement which such an institution could
have offered would have elevated the taste of our citizens, made
them demand better architecture for their money, stimulated collect-
ing of significant art, fostered greater respect for the professional
artist and engendered much civic pride. Not having had such a
museum and not having had great works of art to refresh, excite,
challenge and educate us, we have exposed ourselves to the risks of
confusing accumulations of curiosities with collections, depositories
with museums, cleverness with creativity, quantity with quality,
mechanical precision with technique, the gigantic with the truly
monumental, the sentimental with the noble, the historical with
the esthetic, prettiness with beauty, and subject matter with form.

Throughout Utah's history, as a matter of fact, the appreciation
of art has been seriously hurt by inadequate exhibition space. The
Utah Writers Project's "Guide to the State" tells us that:

Painters of this early period were hampered by a lack of organized
exhibits and public interest. Paintings were normally shown in
jewelers' shops, department stores, and recreation halls, where space
was restricted and the lighting poor. About 1869, the Deseret Agri-
cultural and Manufacturing Society, forerunner of the State Fair, was
persuaded to exhibit and to award medals for paintings as well as
Durham bulls, insuring at least one comprehensive annual show. . . .1T

The preference shown by the Mormon Church for the perform-
ing arts over the visual arts is vividly apparent in the new Harris

16 Ibid., p. 5.
16 Ibid., p. 5.
"Utah Writers' Project. Utah, A Guide to the State (New York: Hastings House,

1941), pp. 164-165.
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