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CANADIAN CONTEMPORARY PAINTERS

AN EXHIBITION OF WORKS FROM THE CANADA CouNCIL ART BANK,
PRESENTED BY THE DEPARTMENT OF EXTERNAL AFFAIRS, CANADA.

d
co

The Department of External Affairs announces the
departure on an extensive tour abroad of a major exhibition entitled:
CANADIAN CONTEMPORARY PAINTERS. The exhibition includes works by seven

.painters who have proved to be leaders in their field: CLAUDE BREEZE,

GERSHON ISKOWITZ, CHARLES GAGNON, GUIDO MOLINARI, PATERSON EWEN, RON MARTIN,
and JOHN MEREDITH.

e The 21 works are drawn exclusively from the Art Bank
Collection. Established in 1972, the Art Bank is administered by the
Visual Arts Section of the Canada Council. The purpose of the Art Bank
is to recognize and assist contemporary Canadian artists through the
purchase of their work, and to expose Canadian art in public buildings
across the country. CANADIAN CONTEMPORARY PAINTERS is the first 1nter-
national show1ng of works from the Bank.

The selection of works for the exhibition was made
jointly by the Art Bank and the Cultural Affairs Division of the Department
of External Affairs. As stated by Geoffry James, Head of the Visual Arts
Section of the Canada Council, in his introduction to the catalogue: "Beyond
any obvious formal similarities, we looked for artists whose work shows a
vital, consistent, continuous and personal approach to the practice of
painting. The sole limitations were that the work be from the collection

of the Art Bank and of a size appropriate for travel." . ——
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' CANADIAN CONTEMPORARY PAINTERS

AN EXHIBITION OF WORKS FROM THE CANADA COUNCIL ART BANK,
PRESENTED BY THE DEPARTMENT OF EXTERNAL AFCAIRS, CANADA.

The Department of External Affairs announces the
departure on an extensive tour abroad of a major exhibition entitled:
CANADIAN CONTEMPORARY PAINTERS. The exhibition includes works by seven
painters who have proved to be leaders in their field: CLAUDE BREEZE,

GERSHON -ISKOWITZ, CHARLES GAGNON, GUIDO MOLINARI, PATERSON EWEN, RON MARTIN,
and JOHN MEREDITH.

- The 21 works are drawn exclusively from the Art Bank
Collection. Established in 1972, the Art Bank is administered by the
Visual Arts Section of the Canada Council. The purpose of the Art Bank
is to recognize and assist contemporary Canadian artists through the
purchase of their work, and to expose Canadian art in public buildings .

~across the country. CANADIAN CONTEMPORARY PAINTERS is the first 1nter-
. nat1ona1 show1ng of works from the Bank.

.The selection of works for the exh1b1t1on was made
jointly by the Art Bank and the Cultural Affairs Division of the Department

- of External Affairs. As stated by Geoffry James, Head of the Visual Arts

Section of the Canada Council, in his introduction to the catalogue: "Beyond
any obvious formal s1m11ar1t1es we looked for artists whose work shows a
vital, consistent, continuous and personal approach to the practice of
painting. The so]e limitations were that the work be from the collection
of the Art Bank and of a size appropriate for travel."

This exhibition will open at the Canadian Cultural Centre
in Paris on June 16, 1977 and will remain there until August 20. Over the
next year it will be seen in major centres in New Zealand and Australia. An
extensive tour of galleries in Europe will begin in 1979,
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INFORMAT ION : Cultural Affairs Division
~ ' Department of External Affairs
- (613) 992-4349 - Ann Garneau, Information Officer

Art Bank of the Canada Council
(613) 237-3400: Ext 364 - Jessica Bradley,
Special Projects Officer
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PEINTRES CANADIENS COMTEMPORATNS

UNE EXPOSITION DE TABLEAUX DE LA BANQUE D'OEUVRES D'ART DU CONSEIL
DES ARTS DU CANADA, PRESENTEE PAR LE MINISTERE DES AFFAIRES
EXTERIEURES, CANADA,

Le ministare des Affaires extérieures annonce la prochaine
tournée, & 1'étranger, d'une exposition importante intitulée: PEINTRES
CANADIENS CONTEMPORAINS. Elle comprend des oeuvres de sept peintres qui
se sont révélés des chefs de file dans leur domaine: CLAUDE BREEZE,
GERSHON ISKOWITZ, CHARLES GAGNON, GUIDO MOLINARI, PATERSON EWEN, RON MARTIN
et JOHN MEREDITH.

Les 21 toiles exposées proviennent exclusivement de la collection
de la Banque d'oeuvres d'art. Créée en 1972, Ta Banaue est gérée par la
Section des arts visuels du Conseil des Arts du Canada. Elle a pour mission
de découvrir et d'aider les artistes canadiens contemporains en achetant leurs
oeuvres ainsi que d'organiser des expositions publiques d'oeuvres d'art
canadiennes a travers le pays. PEINTRES CANADIENS CONTEMPORAINS est 1la
premiére expos1t1on 1nternat1ona1e d'oeuvres d'art de 1a Banque.

Les tableaux qui seront. exposés ont &té chowsws conjointement
par la Banque d'oeuvres d'art et la Direction des affaires culturelles du
ministere des Affaires extérieures. Comme 1'a expliqué M. Geoffry James,
chef de Ta Section des arts visuels du Conseil des Arts du Canada, dans son
introduction au catalogue: "Au-dela de similitudes formelles évidentes, nous
avons cherché des artistes dont le travail constitue une approche vivante,
cohérente et personnelle de la pratique de Ta peinture. La seule restriction
était que Tes oeuvres devaient provenir de 1a collection de 1a Banque des
oeuvres d'art et pouvoir circuler sans danger."

L'exposition s' ouvrwra au Centre culturel canadien & Paris le
16 juin 1977 et durera jusqu'au 20 aolt. L'an prochain, elle sera exposée
dans des centres importants en Nouvelle-Z&lande et en Australie. Elle entre-
prendra en 1979 la tournée des galleries européennes.
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RENSEIGNEMENTS: ~  Direction des Affaires culturelles
" Ministere des Affaires extérieures :
(613) 992-4349 - Ann Garneau, agent d'information

Banque d'oeuvres d'art du Conseil des Arts du Canada

(613) 237- 3400: poste 364 - Jessica Bradley
agent des prOJets spec1aux
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CANADIAN CONTEMPORARY PAINTERS

An exhibition of works from the Canada Council Art Bank,
presented by the Department of. External Affairs, Canada

'1977-79

This exhibition of contemporary paintings from Canada is the

first major travelling show of its type to tour so extensively abroad.

Other collections_arranged by the Department of ExternallAffairs; have

introduced Canadian artists: ‘“Canada - Art d'aujourd'hui" was sent to
Paris, Brussels, Rome and London in the 1960's, and "Trajectoires".was
seen in .Paris in_1973. This new sampling.of recent art will travel through
the Pacific_Rin countries and to Europe'and North.and South America over
a period of_2§ years; Before leaving Canada, part of the collection was
seen at puhlic galieries in-Toronto'and Montreéal.

| The 21 WOrks in the exhibition are drawn exclusively from the
colleCtion of‘the Art Bank of the Canada Council;“Established in 1972,'the
Art>Bank is administered'by the Visual Arts'Section of the CanadaJCouncil,
a federally-funded grant giving—body for the support of the-arts‘and
humanities in Canada. The purpose of the Art Bank is to recognlze and

assist contemporary Canadian. artists through purchase of their work, and

to expose Canadian art_to thergeneraI'public in government buildings

across the country.

In selecting the ekhibition, the concern was not to illustrate
any particular trena in‘painting,'or to follow a theme, nor even to give
equal regional:representation from across the country; it.was rather to
show seven innovative painters;Who“have proved over‘the last ten years‘

coveee/2
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Canada

Canada_




to be leadérs in their field: Claudé Breeze, Gershon Iskowitz,
Chafles Gagnon, Guido Mbiihaxi,.Patersoh Ewen, Ron Martin and
vJohn Meredith. The paintings are l;rgely non-figurative, apart from
the works of Claude QreeZe and Paterson Ewen which find their
reference in landscépe,and qlimate. The artists aré all Canadian
byvnationaliﬁy, but they aédress ﬁhemSelves to a universal audience.
They are looking into the fundamental isSues-of viSual perception
#nd.the nature of painting. While their works may raise éyebrows,
they will also raise éuestions, and that surely‘is tﬁé role of the
artists: not to comfbrt with familiar imaées,-bﬁt ﬁo.challenge with
new insights. |

CANADIAN CONTEMPORARY PAINTINGS represeht one aspeét of
Canadian art. The ingenﬁity,and the muiiiformity of the work on
these c&nvases can be found eéuélly in 6ther mediums - sculpture,
graphics, c§nCeptﬁal aft; cinéma and photography.. ?he great strength
of Canadian dontemporary art is:its diversity.. These_sevén péinters

show a part of that Va:iety.A

Cultural Affairs Division
Department of External Affairs
Ottawa, Ontario

CANADA
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" 1'&tranger. Bien sOre, d'autres expositions organisées par le ministere des Affaires

<

PEINTRES CANADIENS CONTEMPORAINS

Exposition de peintures de la Banque d'oeuvrés d'art du Conseil des arts du Canada
présentée par le ministére des Affaires extérieures,'Canada - 1977-79

Cette collection d'oeuvres canadiennes contemporaines compose la premire
grande exposition itinérante du genrd 3@ effectuer une tournée aussi importante 3

extérieures ont déja fait connaitre les artistes canadiens, notamment Canada - Art
d'aujourd’ hu1 présentée & Paris, Bruxelles, Rome et Londres au.cours des années 60,

et Trajectoires montrée & Paris en 1973. Ce nouvel é&chantillonnage de peintures ,
récentes sera déployé pendant deux ans et demi tour & tour dans les pays de la

r&gion du Pacifique, d'Europe et d' Amér1que du Nord et du Sud - Avant que la collection
ne quitte le Canada, une partie des oeuvres sé]ect1onnées ont été exposées dans les ‘
galeries pub11ques de Montréa] et de. Toronto '

Les 21 pe1ntres de cette exposition sont tirées exc]us1vement du fonds
de la Banque d’ oeuvres d' art du Conseil des arts du Canada. Créée en 1972, cette
Banque est administrée par la Section des arts visuels du Conseil des arts, organisme
fédéral chargé de subventionner les arts et les lettres au Canada. La Banque d'oeuvres
d‘art a pour but de rendre hommage aux artistes canadiéns, de les encduragerven
achetant leurs oeuvres et de faire connattre 1'art canadien au grand’pub]ic‘en
organisant des expositions dans les é&difices gouvernementaux du Canada.

~ Les toiles devl‘expositiOn n'ont pas &té choisies pour'i]lUStrer un
style ou un theme particuliers ou pour refléter une représentation régionale proportion-
nelle. Le but visé consiste plutdt & faire connattre sept peintres originaux qui se
sont distingués dans leur domaine au cours des dix derni2res années: Claude Breeze
Gershon Iskowitz, Charles Gagnon, Guido Molinari, Paterson Ewen, Ron Martin et

External Affairs  Affaires extérieurés
Canada "~ Canada
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J@ﬁn'Meredith. A l'exception de Claude Breeze ‘et de Paterson Ewen,vdontv1“beuvre
traite de paysage et de climat, ils pratiﬁuent'l'arf non-figuratif. Ce sont tous
des artistes de nationalité canadienne, mais ils s'adrésseht.a,un pUb]iC'univerSel,
approfondissant 1'essence de la perception visuelle et la nature de la peinture: ‘
Si leurs oeuvres risquent de surprendre, elles susciteront &galement des questions,
ce qui correspond sans -aucun doute au rdle de 1"artiste: éviter de bercer le public
d'images famileres et le confronter avec des .idées nouvelles. |

PEINTRES CANADIENS CONTEMPORAINS ne représentequ'un aspect de 1'art
canadien. Le caract2re ingénieux et mu]tiforméadefces‘tailes:se"retrouvé également
dans d'autres formes d'art - sculpture, arts graphiques, art conceptuel, cinéma
et photographie. La grande force de 1'art contemporain canadien réside'dans‘sa
diversité.f Ces sept peintres:nous.en'montrent un volet.

Direction des Affaires culturelles .
“Ministere des Affgires'extérieures

Ottawa, Ontario, Canada.
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CANADIAN CONTEMPORARY PAINTTRS

PEINTRES CAN ADIENS CONTEMPORAINS

An exhlbitlon of works from the Canada (‘ounc:Ll Art Ba.nk ,
_'presented by the Department of External Affalr of Canaéa. '

'Une exp051t10n de la Banque d'oeuvres d'art du- Consell
des Arts du Canada, presentée par le Mlnlstére des Affaires
extérieures du. Canada. o :

I* External Affairs  Affaires -extérieures
Canada Canada .



. CLAUDE BREEZE

1. Spacing No. 5 .~ 19745  acrylic and china marker = 122 x 160.5 cm.
: R : . on canvas - acrylique et
enere de chine sur toil=s

2..'Canadian AtlaszrsunSet 1972=3 1'acry1ic on canvas - - lh9;5‘x_l2l;5 cme.
- ' s acrylique sur toile o
3. Canadian Atlas: Black 1974 . V,aéryliC'on canvas - 137 x 198 cm.
Snake River - . . : acrylique ‘sur toile . :
_PATERSCON EWEN
L. Forked Lightning 1971 - acrylic, linoleum,metal, 24k x 122 cm.

canvas on plywood -
acrylique, linoleum, -
métal,. t01le ‘sur contre—
plaque

5. Storm over the Prairies 1971 -acrylic,'metal, fibrous 235 x 101 cm.
A o T - material on plywood -
acrylique, métal, matérial
-fibreux sur contre—plaqué‘_

6. City Storm with Chaln. 1971 E acrylic, metal and chalns 244 x 122 cm,

nghtnlng R on plywood - acryllque,_
. : o métal et chafnes sur:contre-
plaque

" CHARLES GAGNON

7. Marker #8 T 1973 oil on.canvas

_ - huile - 147.5 x 172.5 cm.
Marqueur #8  sur toile : .
8. Screenspace No. 2 1973-4 '6il on canvas - huile 1168 x 229.5 cm.
Espace/écran No. 2 sur toile :
9. - Steps No. 4 - 1968 Oii OnjcahvaS‘— huile 173 x 198 cm.
Etapes No. 4 : e - sur.toile - .
GERSHON ISKOWITZ
lO."Variatibh'on Green #3. 1975-6 ~ oil on, canvas — huile =~ - 213.5 x 335.5 cm.
| S ‘ ' sur toile o (2 sections)
11. Painting in Violet and 1972  oil on canvas - huile 228.5 x 198.5 cm.
Mauve - : : _ . sur toile ‘ '
12. Seasons #2 - 1975 . oil on canvas - huile  177.5 x 152.5 cm.’
~ g sur toile : '

;.;.../2



RON MARTIN

13, Bocour Gréen
14. Bocour Blue

15. Untitled .

JOHN MEREDITH -

16. Jupiter
17. Japan

18. Manatsu

GUIDO. MOLINARI

acrylic on canvas -

{\L

214 x 183 cm.

1971
acrylique sur toile
1972 acrylic on canvés - 213 x 183.5 cm.
- acrylique sur toile -
1974 acrylic on canvas — 214 x 168 cm.
acrylique sur toile - :
1973 oil on canvas - 2,5 x 306.5 cm.
o huile sur toile (4 panels)
1972 - 0il on canvas - 183.5 x 732 cm.
. huile sur toile (3 sections)
1976 oil on canvas - 152.5 x 122 cm.

19. Structure Triengulaire 1971

Gris-brun

20. Brun-violet

21. Vert—brun

huile sur toile

acrylic on canvas -
acrylique sur toile

173 x 173 cm.

152.5 x 101.5 cm.

1976 ~acrylic on canvas -
huile sur toile
1976 acrylic on canvas - - 208 x.l75 cm.

acrylique sur toile

(metres 1linéaires:

" (frame to frame dimension: 138 feet)

(running feet: 276 feet)

L2.55 metres)

(cadre 2 cadre:
85.0 metres) .
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1t scems hard to believe, but the taxi
driver doesn’t know where the Art Bank
is. Taxi drivers know everything,
especially in a smallish company town
like Ottawa, and this guy knows all about
the row of warehouses on Gladwin Cres-
cemt behind the McDonald’s on St

Laurent Boulevard. That's out by the‘

National Museum of Science and Tech-"

nology. There's. an  Eaton's warehouse

out there, and RCA and IBM, but he’s:

never heard of an Art Bank, and what's

an Art Bank anyway?

Well, of course, it is that branch of the’

-~

Canada Council that was given s million"’
doltars a year for five years, beginning in

1972, to purchase contemporary Cana-

dian art and supply it to other govern- -

ment departments on. a yearly-rental ‘|
basis. | say “of course”™ only out of cour-

tesy, because ‘chances are pov haven't
heard of it either; most Canadians
haven’t. My taxi driver is not the excep-
tion, he is the rule. There is even a story
making the Ottawa rounds thag the Art
Bank found its name a nuisance when it

set up its warehouse ou. on Gladwin,
because every Friday afternoon the -

employees from other neighborhood

warehouses would drop in and try to -

cash their paycheques.

Finally, we locate the place = and at
once it is obvious; surely it Is the only
warehouse around with an. Armand

Vaillancourt steel sculpture squatting on

the grass in front of it, and we should
have spotted it immediately. But I won’t

apologize. A fairly low profile has been a
characteristic of the Art Bank up to now |

and not to be able to distinguish the

place from its neighbors in thls row of

warehouses is quite sppropriate.
Inside, it is a pleasant, well-lit, car-

peted, up-to-date office area Jike’

hundreds of others, except that every-
where you look there is art. Huge paint-
ings, medium-sized paintings and

framed graphics on the walls; tabletop-

sculpture on the tabletops and floor.

sculpture on the carpet. I have seen a -

BY BARRIE HALE

riumber of private, corporate collections
of art in my time, but never anything
that overwhelms in the immediate way
the Art Bank's does — and the Art Bank

- offices are only a small part of it. Behind
the offices lies the warehouse proper.
"and the framing, packing and shipping
: rooms, high-ceilinged, endrmous spaces,
“all filled up with.art. I have also been in .
the storage spaces of a number of our -

public museums, but have never seen

g ,anythmg quite like the Art Bank’s, and
‘again, this is -understandable. Because-
there isn’t anything like it, anywhere. It

is the largest collection of contemporary

_Canadian art in existence; the count in

August, 1976, was a total of 6,752 works
of art — paintings, graphics, sculpture
and photographs — that altogether cost
about $3.3 million. The total expenditure
projected for the end of fiscal 1976-77,

"which is also the end of the Art Bank's
first five years, is about $3.8 million. The

rest of the Art Bank’s $5 million (a
million a year for five years) will have
gone to the costs of running the collec-

‘tion. The staff, which has. purposely
_been kept-very small, is even now barely

sufficient for the task — travel, framing,
insurance, shipping and so.on, including

the costs of this huge warehouse facility. -

(The warehouse is protected by an

elaborate, sophisticated alarm system
_and the works of art are protected by in-

surance wherever they are —.ata cost of

A $14,000 a year.)

“Which is all, so far,.according to plan.
Luc Rombout, the Art Bank’s first direc-
tor “(he left in July, 1975 t0 become
director of the Vancouver Art Gallery),
described its function as fourfold: “To
strengthen an extremely weak art
market; to bring art to a broader public;
to purchase art from galleries that had
made a contribution to Canadian art; to
set an example that could be emulated
on all levels of government.” The first
part of the mandate, then, has been ad-

mirably carried out; an expenditure of
$3.8 million over five years will have

Current assets $3 3 million — funded by you

made the Canada Council the largest
single customer for contemporary art
produced by the artists of this country.
Some of it has been purchased directly
from individual artists, some through es-
tablished commercial galleries, which

| have taken their normal commission

(about 40 per cent) on the sales. This
does not represent an unearned windfall
for those dealers. Though the Art Bank
has been buying art only since 1972, it
has not limited its interest to work pro-
duced since then, but has explored the
past decade and beyond to acquire nota- -

"ble works that, because of size or some

other characteristic, have not been sold,
but carried as overhead by various “gal-
leries that have made a contribution to
Canadian art.”

The rest of the Art Bank mandate —
the setting of an example to be emulated
by all levels of government and the

- bringing of contemporary Canadian art

to a broader public — has not been as

.quickly served, for a variety of reasons.
-The Treasury Board was initially at-

tracted to the Art Bank as an idea, par-
tially because the plan was for the Bank
to rent its collection to other govern-
ment departments at a rate of 12 per
cent per year of each work’s current fair
market value. To promote this, the
Board directed atl government depart-
ments to stop buying art, if they had

“been, and henceforth to make use of the

Art Bank collection. (With a couple of
exceptions: External Affairs, with a long

- history of active interest in the visual

arts of this country, continues (o buy art
for its embassies abroad; the national
museums, including the National Gal-
lery, continue to buy art for their collec-
tions and the Department of Public
Works continues its program of commis-
sioning originat art for its new build-
ings.)

But, “the clientele is a diflicult one,”
says Jessica Bradley, who was 4 liaison
officer at the Bank before hecoming,

this year, its specml pro;eua «m wJ
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i “I don’t mean that they’re difficult people she says.
1 “butcivil servants are not a body of people who would
+ wormatly go-out and choose ari for offices. You know,
maybe only 2 per cent of our clientele are already
regular gallery-goers, and so their response when they
walk in here is anywhere from pure amazement and

maybe the ceiling. It’s intimidating.”
Nonetheless, by August of this year, 4,172 of the
6,752 works in the Art Bank collection were out on

cies — about 63 per cent of them, in other words.
“What amazes me, thinking back over two years,”
says Bradley, “is what part of the collection is out on
rental, and it’s the really good work. There’s something
about really good work that speaks for itself, and that's’
exciting and encouraging. I like that a lot.”

Most of the rentals so far have been achieved by a
kind of catch-as-catch-can, osmotic, word-of-mouth
process, which is fine as far as it goes. But the Art

presumed, though never in fact insisted upon, that the
Art Bank would be self-sufficient by the end of its
initial five-year period. It won’t be,

“ft would take a long lime for the program to be
self-gufficient even in terms of admnmslrauve costs,

sufficient,” says Chris Youngs, who, at ‘32, became
director of the Art Bank in July, 1976, after serving for
a year as chairman of its advisory selection committee.
He doesn’t talk much like an Ottawa mandarin, and he
doesn’t look much like one, in his comfortably worn
jean jacket and pants and open-necked check shirt. He
doesn’t have the history of one, either. Born in
Lafayette, Indiana, he attended several universities in
the USS. and Canada, collecting sufficient credits for a
degree but never bothering to acquire one, leaving
these institutions “because they became disillusioned
with me or, usually, I became disillusioned with
them.” He started the Nightingale Gallery and was
active with A Space, both commercial Toronto art gal-
leries concerned with the undiscovered or avant-
garde, before moving on to run the Owens Art Gallery
at Mount Allison University
Brunswick.

man: “Let’s say we've purchased roughly 4 million
dollars’ worth of art in five ycars,” he says. “Twelve
per cont of that is $480,000. Well, that's nowherc near
sclf-sufficiency, even If we rented cverything. Il tell
you what I've projected: if we have a built-in inflation
factor of 10 per cent, five years from now we should
have stabilized to the point where rentals will cover
administrative costs, and we’ll have enough income 10
purchase a million dollars’ of art a year.”

The question that naturally arises here is why should
the An Bank, or any other branch of government, go
on huying contemporary .arl at the rate of a million
dollnrs o year, or any rate? If the art market is that
weak und nceds that much stimulation, why not say
the hell with it? The answer goes back to the forma-
tion of the Canada Council itself, nearly 20 years ago,

and the production of works in, the arts, humanities
and social scicnces.” All of the Council’s programs, in-
cluding the Art Bank, are directed to that end, so the
answer to the question is, basically, if that end is not
desirable, none of the Counc:l's programs can be And

.

joy to — you know, they don't know where to look,

_renta! to about 70 government departments and agen- {[:

Bank has not yet reached the point where. rentals:
‘cover the cost of running the collection. It was .

and a helluva lot longer than that to be totally self- |F

in Sackville, New -

Sometimes, though, he does talk likc an Ottawa

despne yearly smpmg frouv the medh
mpi ‘u.nfriendly MPs who pounée upm

}’,‘

mncindenjdﬂhemoﬂhe an’sl
‘this ceuntry, about $4.6 miilion. of it on.;

vhull arts, lncludlng the Att Bank.

W Aurou search-and: survelllance

pﬁﬁes 15 going to cost, :
Th Art Bank maintains quality cons 1

. ::*ks collection in a eouph of ways.

by & system of jusies, whose

xSl <

conslamly changing composition guards
against built-in biases . and accommo-
dates expertise from all across the coun-
try. Selection is limited to the work of
full-time professional Canadian artists,
‘people who earn their living. or try to,
from their art. (No Sunday painters,
please.) So far, the Art Bank has found
about 650 artists thus seriously commil-
ted whose work meets its standards, or
about one in 10 who submit work for
purchase. Second, the. fact that the Art.
Bank is not. expected to act like a
revenue-producing mechanism avoids
the very real danger of limiting its
purchases to the kind of work it might
consider easy to rent to its tlients. (For
example, the Bank continues to buy
contemporary sculpture, even though

this has predictably proved to be the
most difficult work to find clients for. In

the warehouse right now is a piece by
Arthur Handy, for example, and a cou-
- ple more by Nobuo Kubota and Royden
Rabinowich — all excellent stuff and all,
so far, clientless. It is simply the nature
“of the medium. As Youngs puts it:
“There is a psychological block (o it in a

to “loster and promote the study and enjoyment of,

lot of people’s minds; it takes up more

space t lhan painting, whnch is only on the

wall, 30 10 speak. Sculpture takes in ter-
ritory, it’s aggressive in that way.”)

‘the branch offices of government
departments across the country, to get
the collection out there, beyond the
waretiouse and the offices in Ottawa, “to

bring art to a broader public.”
he Bank is organizing an exhibi-
tion, that they will rent to External
Affairs, which will be seen in Toronto
and ‘Montreal before touring the world
for three years. Another exhibition will
tour the Maritimes, and this one is a
tent-as-you-go show; it will be seen in
four cities Down East, then return to
Halifax, where it will be dispersed
among the Bank’s clientelé. The Bank.
has also broadened its rental mandate to
include public buildings on the provin-
cial and municipal level, non-profit
organizations such as hospitals, and
even 10 or 12 selected corporations,
“but our purpose there,” says Youngs,
to encourage private colleclmg

‘not _just encourage rentals.”
This year Youngs will lose- Ann
Chudleigh, who has been the Bank’s ad-

'| ministrative officer for about a year and

a half. He plans to take over as much of
the administration of the collection as he
can (in addition to his duties as overseer
of the purchases) and to distribute the
rest of it among the other stafl members.
Instead of hiring another administrator,
he plans to hire a new education officer
— as a kind of travelling salesman? “A
lot of the use of this collection has come
about through word-of-mouth, which
was fine up 1o a point, but what we need
i now is a real drive for information dis-
tribution. We need ways of making
those works of art more than just physi-
cal presences to be rented out; we neel
_ to deliver some hints, some keys as to
what arc the real spiritual rcwards of
having it around.
“So the educational value of this col-
» lection is one of the things I'm very
l deeply concerned with. At the same
time, results of it are very, very subtle.
The whole program is like that. You will
only be able 10 see the results of it with'
. any reasonable degree of accuracy in
f about 10 years, and | think that’s how
far ahead we have 10 look.” v

steps to raise its profile, through in- |
creased activity of its liaison officers and !
its projects officer — lectures, slide
shows and travelling exhibitions in-
tended to encourage further rentals in :

. .These days, the Art Bank is taking ,




Mo TR ER L sSTAR
Had 2%, 193

(seorges Bogardi

IN THE FIVE years since its formation
was announced by then-Secretary - of
State Gérard Pelletier, the Canada
Council's Art Bank has spent $5 million
purchasing works by Canadian artists.
As of August, 1976, its holdings com-
prised a total of 6,752 paintings. prints,
sculptures and photographs ~selected
from the production of 650 artists — by

far the largest collection of contem-’

porary Canadian art in existence.
Although the Bank does an increas-
ing amount of busincss renting art to
government offices, most of the collec-
tion, especially the more ‘‘daring”
items, is permanently warehoused in
Ouawa Thise quasi-seclusion of the
works has been the object of a great deal
of eriticism but it was of course a highly
politic — and political - factor in the

ledoral government’s approval of the §

scheme. As Dale MeConathy onee nated
in Artucanada: ‘It seems likely that the
pupchase of art, rather than the subsidy
of art. sounded the right chord in the

Canadian collective consciousness.
Perhaps, ‘Bank' had a nicer ring than .

‘museun’.”’

L /R

Patersan Ewen's Forked Lightning 1971




. While there have bheen oaccasional
rumblings about “elitism ™. in the choice
of works ta criticism that seems refuted
by the fact that the Bank has somehow

found 650 artists worthy of support) and

about the scheme creating an artificial
and largely dllusory art market, the

Bank is obviously a brilliant success: So.

much so. that former cuitural affairs
minister Jean-Paul L’Aller. by no

means an unquestioning admirer of -

Oltawa’s policies, proposed an exact
copv of the scheme for Quebec in his
Livre Veri__ ‘
O o

And Scven Canadian Painters, an
extubition of works from the Bank's
collection now on view at ihe Saidye
Bronfiman Centre, is an eloguent testi-
monial ol the discernment that has heen
exvrcised in the choice of works.

The show includes two canvasses
cach by Claude Breeze, Paterson Ewen,

Charles Gagnon, Gershon Iskowitz, Ron

Martin and Guido Moalinari, and one

very large painting by .John Meredith. it

is part of a larger exhibition that will
_ leave next spring on a three-year tour of
Anstralta, New  Zealand, Japan and
Western Furope and is the first of a
nutither of projects that will see a wider
dtssemination of the Art Bank collection
in the future. For Montrealers, the show
carries an added significance: It is a
reminder that such major figures as
Iwen, lskowitz, Martin and Meredith
are hardly known in This city — a sign of
just how .peripheral to the Canadian
scene Montreal has been allowed to
become.

But this is the only sombre note to be
sounded . about an exhibition that in-
cludes so many important paintings, so
handsomely installed by the Bronfman
Centre. No one would pretend of course
.that its thirteen .canvasses .constitute
anything like a survey of Canadian
painting. What it does 'instead is

" theme, 1t would be the tenacity ‘with

“rather, with a “systemnic. approach to

. different hues cxist autonomously and
_ no longer in permutations, they function

- edge and gestural modes. He makes

“either; in Screenspace No. 2, the drips
_ and brushstrokes are held in check by

indicate“the diversity and daring still .
exercised by our artists in a medium
that has. throughout this century and
lime and time again, been pronounced
moribund. R o
In fact, it tus exlubition has a

which our major painters continue (o
wrest new and personal ‘solutions {rom
pamterly idioms one would have thought
exhausted long ago.

The two Molinari cinvasses reflect
this sense of sclf-renewal in a most
compelling way. Structure Triangulaire
Gris-Bran of 1972 represents the artist's
classic preoccupation with systems, or

dividing the surlace plane into arcas of
color whose shape is engendered by the
contours of the canvas. In the recent
Vert-Brun, on the other hand, the color
dynamics are cntirely liberated from
structure. The vertical panels of four

purely as sensory stimulus instead of
being elements of an infricate structure.
There is a Matissian sense of volupts
exuded by this work whose novelty
within Molinari’s oeuvre will be obvious
to those who have seen his current
retrospective at the MMFA. .

Charles Gagnon is a sort of gymnast
who straddles the fence between hard-

incursions into the areas of structure
and chance without straying too far into

the horizontal grid. The entire work

finally rests on the astonishing elegance'
of Gagnon's touch: This artist raises the

notion of good taste to something that

approaches being a state of grace.

The show's other participants work
in varicties of expressionism. The
gesturalism of Meredith's Japan vaci:
lates between action painting and calli-
graphy, that of Claude Brecze flirt;u-ith :
represeniation, with an overt il un-
realistic representation of landscape.
And Ron Martin uses the expressionist’s
idiom to examine and lay bare the
mechanics of making a painting — in
one green and one black canvas he
begins with a given quantity of paint and
distributes it on the surface with an
orgiastic energy that is, paradoxically,
all the more fervent for heing divoreed
from any affective motivation.

It may not be quite falr to deduce
this from just two works, but Iskowitz’
lvricism, a Kkind of Abstract Ex-
pressionism, while quite thrilling visual-

- 1y, seems overextended in the large

formats he uses. His art appears to be an
intimist one and there is an uneasy sense
of betrayal about seeing them stretched
to fit a heroic, public format — it's as if
a love note had been blown up and
spread across a billboard for everyone
to gape at.

© Two stupendous landscapes by Pa-
terson, Kwen bring the exhibition to a
glorious end. Painted on wood panels
that have been gouged as well as over-
layed with wood and jmetal reliefs.
Ewen's works display such a delirious
and original range of painterly effects
that if we ever decide to embark on a
search for the Great Canadian Land-
scape, we'd do well to begin with a visit
to Ewen's studio. Best news of all:

- Ewen will soon have a major solo

exhibition, the first In many years in his
native city, at Roger Beilemare's .
Galerie B. :



Even the washrooms

are art gallerles

By The Canadlan Press

At the Canada Council’s
art bank the
washrooms display graphics
showing a series of babies’
bottoms, a corset complete
with lacing and some char-
coal sketches of female anat-
omy.

The men’s washroom fea-
tures a purple, red and blue
pornographic graphic. =
- This “art” and its location

are said to represent an at- .
tempt at achieving a ‘major -
4l in the-&rt -bank’s man. -

. date to make&rt more of an
everyday experience,  After

all, everyone ‘hasi w use a.

washroom. ;

The: art bank was..heguh
. five years ago to help support
Canadian ‘artists. A grant of
$5 million was to be spent
over-five years:on the acqui-
gition of art and on adminis-
trative costs. The . acquisi-

tions were to be ‘rented to _.
federal government offices fn""
Canada and abroad at a rate .

of 12 per cent a year. = .
“The art bank was without a
full-time head for almost two
years after the first director,
Luke Rombout, moved west
to head the Vancouver Art
Gallery but
Youngs assumed the post last

Julyi, .
¢ from Mnrltlmes
A 3%-year-old American,
Mr. Youngs spent five years:

as curator of the Owens Art

Gallery at Mount Allison
Unijversity in Sackville, N.B.
ahid as a lecturer {n fine arts
and. Canadian art history.

Last year he was finterim -

chairman of the advisory se-
lection committee for the art
bank.’

He gave up plans to write
on Canadian art to.become
director because heé seys he
believes that the art' ba

RGN n*nnu'»'":.-zne"l*r

women’s .

Christopher -

represents the least elitist

_approach to art in Canada. -
‘With more than 62 per cent’

of the bank’s 7,000 pieces
rented as of Aug. 1, Mr.
Youngs says he is startlng to
feel good about it.

“There are two major
problems,” he-says. “The
majoidty-of the wark is treat-
ed in government offices in

- this regiop and .it’s not in as

mx‘blic a position as I would
e-it to-be.”

About 80 per cent of the art
is rented in Toronto, Mon-
treal and Ottawa, .

Displayed at Stratford

* Mr. Yolings says he doesn’t

object to geeing art in execu-

tive offices because a lot of -

traffic is channelled through
‘there. However, his greatest
interest lies in educating the
general ‘public. This .sum-
mer, for instance, 11 sculp-
tures were.on display at the

Gallery, Strat!b:d Ont., and
%

o

others on the terraces on the
National ‘Arts Centre in Ot-
tawa. The art bank, in colia-
boration with the cultural af-
fairs branch of the external
affairs department, is spon-
soring a three-year world
tour of 26 paintings.

But Mr. Yonngs says the
education program has diffi-
culties. “An educational pro-
gram as it relates to visual
arts takes about 10 years.”

“One ‘problem of the art
bank ‘to date has been the
lack of advertising. People in -

" Saskatchewan are just begin-

ning to hear about it.” -

“We’d like $1.2- million next
year to operate on.” he
says. : :

(m\éE =ToRY)-
‘ Nmembg’v
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BY. JAME%‘ PURDIE

ANAﬁWS ONCE albpowerful art socie-
ties, from’the B¥Yial Canadian Academy

down to ‘the Soelety of Painters -in.

Water Color, the Color and Form Society and
other special-interest groups, have aged, be-

‘come limid, 86 very tired and meove thama lit

tle .passe, 1KE the down-at-heels anstocracy
~ of Europe.

) n recent years reflect the loss of fo-
cf“ and direction, the devotion to long out-
k : standards, that continues to erode
thetr crediblldty as arbiters of the visual arts
heritage. Sinc¢ the Second World War, much
of thelr:prestige and relévance has been lost
“to a dynemic; ‘forwapd-moving -commercial
.gallery gtructure andi{tieir economic influence
to an army of culturaiuofflcers-&tzo 000-a-year
government ‘men, ‘whose uniforms are last

year’s shirts and neckties bought.in batches of -

three. at Eaton's semi—annual clearance
sale.
The new order has produced -4 npmber of

benefits, includmg federal and provincial

sources of grant income for new and strug-
gling artists. But it hxs not yet evolved a sys-
tem of standards to réplace those carried for-
'ward from the thirﬁes ‘and still applied in'a
kind of genteel isolation by the societies.
', The’ Ontaﬂp ,Governiient’s Macdonald Gal-
lqry has been, speciallzmg in the kinds of
vey exhibitions the socie-
w. the federal Govern-
efdﬂkitlon from the Art Bank

ks of authentic- im-

Meantime, at Richview Publlc L{ btar
E{;becoka the Color and’ Fom Society, a pale
sgaadow of its former. self, has mounted a
%&a ‘but 3nerally diull and uninteresting
8y, of palntings, prints and eculpture by
its memberslSWith the exception of a few

show is no moi'bthaﬁ pleasant. -

¥

ART BANK FIRST

The importance of the' Harbourfront show is
that it includes 14 major works by seven arl-
ists, each a-leading” influencé’ in his field.
They are Claude Breeze, Gershon Iskowitz,

Charles Gagndn, Guido Molinari,. Paterson.

Ewen, Ron Martin and John Mtéredith.

The works on view are the first to’ be shown’

publicly from the ‘Canadian Art Bank since it
: was established in 1972. At least three shows a

~year. from this rich source are promised by

the new management at this gallery, and we
can expect other policy cpgnggs,‘mo; :

ghonsored by a dozen or more of the o

S’t‘
- at Harbourfron’tf-Ga}la%-y, is establishing the.
of Canadxan art:. ‘

-Ofvéld Timmas, Sheila Maki -
and Phihpp" Faulkner, for example--the ’

e
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By Pear] Oxorn
Visual Arts Writer

- the image, characterize many works by contem-
porary Canadian artme However, the prolifera-
4 tion of former modes of the 508 and '60s (abstract
i expressionism, celor- nud lyrical abslramon

- tablished
- reflect their individual vision and sensibility. .-

-widely. Known as Seven Canadian Painters it

eompﬁses 26 paintings w|

)bstract,to semi-realist modes of eéxpression. .
ean now.be seen at the Saidye Bronfman Centre in

e

intensity of an eleetrical storm through the artist’s
use of materials: gouged and painted
‘which retains its primitive rough quality.

‘which crackle against a dark sky. Canvas clouds

‘below suggest the vastness of space in contrast
‘with our earthbound environment. Ewen, whose

cal and cosmic events, the vigor of which are

'eehoedinﬂnegougedplywood 'l‘heskyandthe
qpaee reter to me new :Iandscepe

" In the world of art, the 1970shave yet to. be -
named. The trends toward realism, or the returnto. : .

- hard-edge) continue into the *70s,- particularly at
'the hands of artists whose reputetlons were.-es-
through works in these styles whlch-

;-H At the request of the department of extemal» :

;ﬁairs the Canada Council Art Bank has’origin-
~ated a major exhibition of contemporary Canadian.

‘ '&ainting which is being sent on tour to Australia, -
-New Zealand, Japan and Western Europe. It is-the -
first time an exhibition from Canada will travel so .

h range from. the
] bon-objective, through the abstract and the semi-‘

A selection of 13 paintings from the exhibition-'i-
| Montreal until Dec. 10 prior to its departure in.the - -

ring -on ‘the thrée-year tour. Each painting is- -
, mngsoestotakeoneneddeddimensionby being.. -
: t “in proximity to-others with whieh it interacts envi-

Paterson Ewen's unique construction, Forked ] ,f »
(1971), conveys the power.and dramatic .. ..

' end appligued angular streaks: of metal lightning
-hover overhead. The minute landscape elements -

‘interests are also scientific. explores meteorologi-’

the spece-~

it evokes a sense of calm and contemplation
kind of serenity prevails. The surface is artlculated
by subtie uncontrolled drips of paint, lending

emphasis to the depth, the emptiness, the infinity -
"of space beyond which engulfs the viewer. Hard- .
“edged borders define the area. With an econamy of

means the artist has produced 2 work that hojds s
own next to the dramstic Lumpioley ol kbwen's

~ unusual- lmage of a storm to which lt isin pl‘Olel-

t '

, Gershon lskowitz in Seasons No z (1975) also .
~ ,looks up and is ins ired by the softly colored
‘droplets that float above the earth, prismatically
..reflecting the colors of light -from: the sun. His
-lyrical abstractions suggest the desire to be free of -
-~ earthbound cares as soaring high above the earth,
" we share the artist’s experience of weightlessness.:
.- He, utilizes all the ingredients -of nature: color,
' space, light, atmosphere, and has said “my paint- .
.- ings are not abstract, they’re very very much real
. 'I see those things.” - :
" - Space- is -also - the concept with whlch Guldo
--Molinari deals in his familiar_language of stripe
- paintings. He expresses the dynamics of the rela- -
- tionship of color to plane, echoing the structure of
-the world which the individual continuously expe--
riences in space and time. In Vert-brun (1976), the-
-.stripes have been widened to become shapes, the:
- colors of which interact, pushing back and pulling .
. foreward and quietly eliminating the surtace and

actually creating space itself.
Claude Breeze’s paintings explode next to Molm-

7 ari's cool calculated statements.. His *‘Canadian

.. Atlas” series is the result of nine trips by car in 4
- years.from Vancouver to London, Ontario. In the

_ series his : "charged

_through the distortion of form and the vibrant use

landscapes: convey,

of color. the emotional excitement he derives from
his experiences, rather than a naturaﬂsuc depic-

tion of the places he saw.

An over-all grid is introduced in Spacing No. §
(1974-75) in an attempt to stabilize or bring order to

.. an otherwise eheotic experlenee of nature. Strange.
: ot on.to hind: the: grid: which

. exploiting aspects of the phenomenal .wo

Canadlan art goes 'on the road

by the chain lightning in another of Paterson
Ewen’s constructions, City Storm- with Chain
nghtnlng (1971) which hangs nearby. Breeze's

«work is expressive of all the excitement and

l: veliness that might aceompany such anevent. A
CiEry \lmks stashec ite wavs across the top,

the nuefies s the presence of the
.ruw,h m y gestural act ;

Ron Martin's all-over surface action palntings

are part of what has been termed ‘Body Art’

because each work affirms his existence in the
world at the moment of its creation. In Bocour
Green (1971) by using dramatic swirling strokes of

‘green - the brushstroke given definition by dipping

in black - an overall surface of frantic activity

_proclaims the mood of the artist, the extent of his
: reach and all the other partnculars of his. act.

- John Meredith’s huge triptych Japan (1972)
- stretches across one wall of a - useg

theatre lobby and recepitn area; the sl

- 'uncontrolled brushstokes echolng the bustle: ot
-activity that takes place there. His strong sense of
“‘black and white contrasts are enlivened as his

forms are translated into contrasting primary

. colors of red and yellow creating a great sense of
" -energy and movement .

"It this collection ‘were to represent trends ln

“Canadian painting in the *70s, giving examples o

the various modes of expression with which artists
are preoccupied, and not simply. to reiterate the
‘personal signatures of seven of its most accom:

. plished -artists, some acknowledgement. would
- have ‘to be made, and representation given to.

those artists who are working within the eoni‘lnes of
illusionisticaliy detailed realism, explor ang

d. be

thelr realism of the magical, high, super, hyper, o1
photo variety. It would add greater diversity to anc
constitute an appropriate closing quotation mart

" for this Canadian statément to international -audi
ences.




‘CANADIAN CONTEMPORARY PAINTERS

EXHIBITION GUIDELINES

Selection of Centres

If at all possible, the following criteria should be met by each centre selected
for exhibition: :

1.1 The shipping/receiving facilities must be able to accomodate the unloadlng
and loading of the crates and afford p: protection from the elements during -
these 0perations.

1.2 Humldity and temperature control should be provided so that the works are
.displayed at aconstant temperature (which must not be less than 65°F (18°C) -
nor more than 75 F (21 "C) and a constant relative humldity (ﬁhlch must not be
less than 357 nor more than 60Z).

1.3 Lighting systems should provide Ultra-Violet free illumination at a level of
150 lux (14 foot-candles). Maximum illumination should be 300 lux. No works
are to be exposed to direct sunlight, even sunlight through windowglass.

1.4 Security must be provided against damage to the works of art from vandalism,

' theft, fire and flood. This would normally entail: the provision of security
guards in the exhibition area during all hours of display; a centre which has. -
intrusion alarm systems and/or patrols during closed hours; the provision of
fire detection apparatus and fire-fighting equipment; display above ground
and an emergency plan for flood protection where floods are probable. ‘

1.5 The centre should have a highly experienced curator who can provide a EOmpetent
‘ condition report on the works both at receipt and at shlpment

1.6 The final criteria for approval of loan should be that the centre will designate
one experienced permanent staff member to be the Exhibition Coordinator for
this show so that responsibility for proper handling and display rests with
this person. The safety of the works from the first moment of unloadlng to
the last moment of reloading is entrusted to him.

A centre which meets all or almost all of the above criteria is most likely
to be a major or semimajor centre in the country and these should be the
first ones. approached. A centre which cannot meet any of these criteria
should not be considered for exhibition at all unless the works are deemed
expendable and of little value to Canada.

Condition Reports

Ideally, a condition report is made out by a centre's conservator who is
experienced in the assessment and reporting of an object's condition. Because

of problems in terminology and subjective interpretation of condition, an
experienced Canadian conservator will study each report and advise on appropriate
follow-up action when required. However, certain points should be made to any
interested centre. : '

2. 1 A condition report on each work of art is required from the centre on receipt
of the exhibition and again on shlpment of the exhibition.

7.2



2.2
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The following four individuals must receive a signed c0py of each centre s

~ incoming and 0utg01ng condition reports:

2.3

2.4

2.5

-the Registrar, Canada Council Art Bank

-the Exhibition Coordinator, External Affairs Department
-the Exhibition Coordinator at the exhibiting centre.
~the Exhibition Coordinator at the next exhibiting centre

The condition report must specify the mode(s) of transportationyfor ineoming
and outgoing shipments with pertinent names, addresses and way bill numbers.

Each centre applying for the exhibition should be made aware that the condition
reports may be used in legal action against a carrier named for damages sustained
during transportation. (This might influence their choice of a person to
complete the condition reports.)

No restoration work can be done on any of the paintings without prior con-~
sultation with the Directer of the Art Bank and its conservation consultant.

-Only they have the authority to decide if a local conservator’ should treat

the work or if the paintings must be returned to Canada.

These guidelines were(compiled from a<report prepared for the Art Bank by:

G. deW Rogers,_

Conservation Sc1entist,
Conservation Division,

National Parks and Sites Branch
-Parks Canada,

Ottawa.



Peintres canadiens contemporains

‘Directives concernant les expositions

Choix du lieu d'exposition

Dans la mesure du possible, tout lieu choisi pour une exposition devrait

satisfaire aux critéres suivants:

1.1

1.2

1.3

1.4

Les installations d'exped1t10n et -de receptlon doivent permettre de.

decharger et de charger les caisses a 1 abri des 1ntemper1es.

L'immeuble doit &tre équipé d'installations de contrfle de la tempé;ature

et de‘l'humidité afin que les oeuvres bénéficient d'une température

constanteggqul ne doit pas &tre inférieure 3 65 OF (18 ©C) ni dépasSer

’75 oF (24 °C) et d'une humidité relat1ve constante (gpl ne doit pas &tre

inférieure a 35 % <ni"dénaqg&r_ . 60 6) .

‘Le systéme dJéclairage doit permettre une illumination exempte de rayons

ﬁltra-vioiets, d'une intensité de 150 lux (14 piéds-chandélles).

L'éclairement maximal ne doit pas excéder 300 lux. Les oeuvres ne doivent

jamais &tre exposées aux rayons solaires, méme tamis&s par une vitre.

Les .oeuvres d'art doivent &tre protégées contre.le vandalisme, le vol, le

~ feu et‘les inondations. Cela-signifie normalement qu'il doit y avoir des gardes

~de. secur1te en service durant toutes les heures d'ouverture, un dispositif

si possible,
d'alarme en cas d’effract1on eq / des patrouilles de sécurité durant les

heures. de fermeture, un systéme de détection des incendies et 1'é€quipement

nécessaire pour les combattre; de plus, dahs les endroits susceptiblcs

dtatre 1nondes, les pelntures doivent. &tre placeeq a bonne dlqtance du sol

et un plan d'urgence de protectlon contre les inondations d01t 8tre prevu
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1.5 Le lieu retenu doit avoir un conservateur de grande expérience capable de
rédiger un rapport d'expert sur 1'état des oeuvres lors de la réception

et de 1'expédition,

1.6 Le dernier critére déterminant 1'approbation du_pfét est le suivant:
le lieu envisagé doit désigner uﬁ membre expérimenté de son persohnél
permanent pour agir 2 titre de coordonnateur de 1'exposition de sorte
qu'il assume la reSpoﬁsabilité de la manutention et devla'ﬁrésentation
des oeuvres et en assure la sécurité depuis le début des opérations de

déchargement‘jusqufi la fin des opérations de chargement.

Les centres qui satisfont 3 la totalité ou & la plupart des critdres

-susmentionnés sont généralement de grande ou de moyenne. importance, et

ce sont les premiers qu'il convient de pressentir. On ne doit méme pas

envisager de tenir une exposition dans un lieu qui ne satisfait 3 aucun

de ces critéres, a moins qu'il ne s'agisse d'oeuvres remplacables et
2

' sans aucune valeur particuliére pour le Canada.

Rapports sur 1'état du prét

Idéalement, un restaurateur du lieu d'expositién, possédant'dé'l‘expérignce dans
1‘§va1uatidn-de l?é;at d'oeuvres d'ait et la rédaction de rapport$ 5 ce sujet,

est chafgé de rédiger un rapport sur 1'état du prét. En raison des probldmes de
terminologie et.des'facteurs‘subjec#ifs de 1'interprétation de 1'état d'un objet,

un restaurateur canadien d'expérience &tudie chaque fappoff'et' donne  des conseils
sur les.suites i donner, s'il y a lieu. Il convient Cepehdant'dé préciser certains

points & 1'intention de tous les lieux d'exposition intéressés.



2.2

2.3

2.4

Le centre choisi doit produire deuxzrappbrts sur 1'état de éhaque pigce

. d'exposition: 1le premier au moment:du déchargement, le second au i

moment du chargement.

Une copie signée de chacun des deux rapports fournis par le centre

doit &tre envoyée aux personnes suivantes:

- le catalogueur, Banque d'oeuvres d'art du Conseil des Arts du Canada
- le coo?doﬁnéﬁeUr'dé l'exposition,’ministére des AffairéS‘extérieures
- le‘coofdonnateur de 1'exposition au lieu ol se tient 1'exposition

- le coordbnnateur de liexposition éu liéu ol se tiendra la'prochaine

exposition,

Le rapport sur 1'état du prét doit préciser par quel(s) moyen(s) de
transport les caisses sont arrivées et sont reparties, ainsi que les

noms, adresses et.numéros de lettre de transport pertinents.

I1 convient de souligner chaéuh déé'.centres désiraht aﬁcuéillir

l'expoéition que les rapports sur 1'état du pré&t peuvent &tre utilisés.
pourAinteﬁter des poursuites contre un transporteur trouvé responsable
de dommages subis au cours du transport. (Cette’précision pourrait les

'

influencer dans le choix de la personne qui rédigera ‘les rapports sur

1'état du prét;)



N

2.5 Aucun travail de restauration ne péuf 8tre éntrepris sur une oeuvre sans
1'autorisation préalable du directeur de la Banque d'oeﬁvrés d'art et
‘de'son conseiller en restauration. Eux seuls péUvent,décider si les
peintufes peuvent &tre traitées sur place ou si elles doivent &tre

retournées au Canada.

Ces directives sont tiré&es d'un rapport préparé pour la Banque d'oeuvres d'art par:

G. de W Rogers,

Expert en restauration

Division de la conservation

Direction des lieux et des parcs historiques nationaux
‘Parcs Canada : ‘ ' ’ .
Ottawa

Lt
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- GUIDO
MOLINARI

1933 |/ Montréal, Québec

Guido Molinari a étudié a |’Ecole des Beaux-arts de Montréal et & I’école du Musée des beaux-arts de la méme ville.
En 1955, il ouvre sa propre galerie 8 Montréal, la Galerie I’/Actuelle, consacrée entiérement & |art nor'ny-ﬁguratif. et joue
un réle marquant dans le mouvement plasticien. M L’ceuvre de Molinari est présentée au public lofs des expositions
biennales de peinture canadienne au cours des années soixante et, en 1968, il représente le Canada a /a Biennale de
Venise. Cette méme année, on retrouve son ceuvre & Canada: Art d’Aujourdhui, exposition organisée par la Galerie
nationale du Canada pour le ministére des Affaires extérieures, et & Canada 707, organisé par le Conseil des Arts du
Canada pour le Festival d’Edimbourg. Les toiles de Molinari connaissent également la consécration a I’'occasion de
grandes expositions internationales axées sur le théme du mélange optique des teintes : The Responsive Eye, le Museum :
of Modern Art de New York, en 1965, et Op Art and its Antecedents, exposition itinérante organisée par |’American
Federation of Arts, en 1966-1967. Cette année, la Galerie nationale du Canada a présenté une grande rétrospective
des ceuvres de |'artiste. ll Guido Molinari habite Montréal et enseigne a I’Université Concordia:.ll a bénéficié de
subventions du Conseil des Arts du Canada et d'une bourse de perfectionnement Guggenheim: Certaines de-ses
ceuvres figurent parmi les pieces de plusieurs grandes collections. notamment celles de la Galerie nationale du Canada,
de ’Art Gallery of Ontario, du Musée Guggenheim de New York et du Museum of Modern Art de New York. '
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CANADIAN CONTEMPORARY PAINITERS / PEINTRES CANADIENS CONTEMPORAINGS

) Guido Molinari a étudié 2 I’Ecole des Beaux-arts de Montréal et & I'école du Musée des beaux-arts de la méme ville.
G U | DO En 1955, il ouvre sa propre galerie 3 Montréal, la Galerie |’Actuelle, consacrée entiérement a 1'art non-figuratif, et joue
un role marquant dans le mouvement plasticien. l L'ceuvre de Molinari est présentée au public lors des expositions )
biennales de peinture canadienne au cours des années soixante et, en 1968, il représente le Canada & /a Biennale de
MO l_l N A Rl " Venise. Cette méme année. on retrouve son ceuvre 3 Canada: Art d'Aujourd’hui, exposition organlsee par la Galerie
nationale du Canada pour le ministére des Affaires extérieures, et & Canada 707, organisé par le Conseil des Arts du
Canada pour le Festival d’Edimbourg. Les toiles de Molinari connaissent également la consécration a l'occasion de .
grandes expositionsinternationales axées surle theme du mélange optique des teintes : The Responsive Eye,le Museum -
of Modern Art de New York, en 1965, et Op Art and its Antecedents, exposition itinérante organisée par I’American
Federation of Arts, en 1966-1967. Cette année, la Galerie nationale du Canada a présenté une grande rétrospective
des ceuvres de l'artiste. @ Guido Molinari habite Montréal et enseigne & I'Université Concordia:ll a bénéficié de
subventions du Conseil des Arts du Canada et d’une bourse de perfectionnement Guggenheim; Certaines de.ses
ceuvres figurent parmi les pigces de plusieurs grandes collections, notamment celles de la Galerie nationale du Canada.
1933 | Montréal, Québec  de l’Art Gallery of Ontario, du Musée Guggenheim de New York et du Museum of Modern Art de New York. )

Structure Triangulaire 1971 acrylic on canvas - acrylique sur toile 173 X173 cm.
Gris-brun - .

Brun-violet 1976 acrylic on canvas - acrylique sur toile 152.5 x 101.6 cm.
Vert-brun 1976 acrylic on canvas - acrylique sur toile ’ 208 x 175 cm.

Guido Molinari studied at the Ecole des Beaux Arts, Montreal and the Montreal Museum of Fine Art School. In the mid-fifties he opened his own galilery,
Galerie L'Actuelle in Montreal,devoted entirely to non-figurative art and was a significant force in the Plasticien movement. B Molinari’s workwasincluded
in the biennial exhibitions of Canadian painting throughout the sixties and he represented Canada at the Venice Biennial in 1968. In the same year, his work
was included in Canada: Art d’Aujourd’hui, organized by the National Gallery of Canada for the Department of External Affairs and Canada 707, organized
by the Canada Council for the Edinburgh Festival. Molinari‘s work has also been recognized in important international exhibitions on the theme of optical
colour painting such as The Responsive Eye, the Museum of Modern Art, New York, 1965 and Op Art and its Antecedents, a travelling exhibition organized
by the American Federation of Arts, 1966-67.This year a major retrospective of Molinari’s work has been mounted by the National Gallery of Canada. B
Guido Molinari lives in Montreal and teaches at Concordia University. He has received Canada Council grants and a Guggenheim Fellowship. His work is
represented in a number of major collections including those of the National Gallery of Canada, the Art Gallery of Ontario, the Guggenheim Museum, New
York and the Museum of Modern Art, New York.
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MINISTERE DES AFFAIRES EXTERIEURES DU CANADA
DEPARTMENT OF EXTERNAL AFFAIRS OF CANADA

GUIDO MOLINARI

Structure Triangulaire Gris- Brun 1972

173 x 173 cm.

Collection: The Canada‘CouncilAArt Bank/

La Banque d'oeuvres d'art du Conseil des arts du Canada
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Enjoying Canadian Painting
Patricla Godsell .
(General Publishing 1976)

Guido Mounarl

b 1933

Throughout history there have been two major
kinds ot artistic expression: intellectual and emo-
tional. Some artists paint mainly on the basis of
what they think; othcrs on the basls of whatthey
"~ feel.

Antoine Plamondon and Joscph chare for
example, were both fine early Canadian artists,
though their styles differed greatly. Plamondon’s
paintings were ordered and dlsuplmcd his work
was carefully thought out to express his ideas about

life. But Légareé's approach was far more emotional.

He allowed his imagination to guide his painting,
and he encouraged his viewers to follow him. -

In our own time Paul-Emile Borduas and Guido
Molinari have been leading representatives of these
two difterentkinds of artistic expression. Borduas
and Les Automatistes believed thatart should be
allowed to How directly and freély from the subcon-
scious mind onto the canvas without the conscious
mind infertering. By allowing their paintings to

develop in this way, Les Automatistes felt thatthey
were in touch with the inner spiritual forces of man -

- forces thatrelate us ali to somethmg beyond thc
visible world.

But Guido Molinari supported the views of
another group of artists who called themselves Les
Plasticiens and worked in Montreal during the
1950s. In their opinion, art wasnot a product of the
. subconscious mind at all, but a carefully thought
‘out, organized arrangement of form and colour.
~ Molinari was bornin 1933 of Italian parents. His
father was a musician, and one of his grandfathers

was involved in the plaster casting of sculpture. As a
result of his background, Molinari was exposed to
the arts at an early age, and he knew members of Les
Automatistes and other Montreal artists. In 1948
when Refus Global was published, Molinari was
still at school. He was also taking night classes at
the Ecole des Beaux-Arts, but he found the methods

»

there too dry and academic. Later he continued his
studies at the School of Art and Design at the

‘VMontreaI Museum of Fine Artsfor a short time.

The work of Les Automatistes interested Moli-

~nari, and he experimented with their techmque In

order to test their ideas about direct expression

_from the subconscious mind, he painted several
‘cahvases blindfolded. Molinari also tried Jackson

Pollock’s method of dripping paint onto a canvas
and considered Borduas’s theory that an almost
personal relationship can develop between painter
andpaint applied with a palette knife.

None of these:methods satisfied Molinari's or-
ganized and intellectual mind, and by the middle of
the 19505 he allied himself with Les Plasticiens in
their opposition to Les Automatistes. Les Plasti-

* ciens, agroup that Molinari never attually joined,

drew up the followmg formal statement of thell’ ,

' anms

" Les Plastzcxens are principally concerned in their work

with the ‘plastic’ facts: tone, texrure, form, line, the

" ultimate unity of these in the painting, and relationships

between thése elements. ... Les Plasticiens are not
concerned at all, at least conscnously, with possible
meanings in their paintings.

In fact, they were advancing the theories of James

Morrice even further than he himself had done.

While Morrice believed that a painting is a work of
art to beenjoyed foritself alone, he did paint
recognizable landscapes. But Les Plasticiens

. claimed that their works had no deliberate relation-

ship with anything outside the painting.

Mutation Sérielle Verte-Rouge is an example of
what is now called hard-edge painting. It has been
said that:Molinari started using the technique after
watching masking tape being used in car painting to
preventthe colours overlapping. But the same type
of style was also used at the time by New York
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artists, and so it was not (utua]lv Molinari’s inven-
tion.

Like Jack Bush Dazzle Red (p. 208), Mutation
Serielle is a painting that _dgp,cnd.s on the effects of
colour. But there are someimportantand interest-
ing diffcrences between the approachesof the two

~artists. Molinari used an acrylic paint, applied in

brilliant bands of flat colours that look deliberately
artificial. Bush, though, has used more subte oils
and in some places lms applied his colour with an
uneven texture to suggest a sense of life.

In Molinari’s painting every band is the same
width and cvery edge is straight; the entire work has
astrict mathematical, even mechanical, order. In
Bush's canvas the bands of colour vary in width and -
their dividing line is often an unstable diagonal.
Molinari's painting honestly acknowledges the
modern, man-made world of technology in which
welive. Bush, though, suggests a more natural
world, neither even nor constant, in which he can
find a state of bakance by opposmb one force against
another.

By making these visual statements, it may seem as
though these artists are concerned with meanings
outside their subject inatter, even though they claim
not to be. All real art has meaning. Otherwise it

would be pointless and no more than mere decora- -

tion. But the meaning of Dazzle Red and Mutation
Seérielle 1s conveyed by forms, colours, and their
relationships alone; rather than by any definite
connections with outside objects.

The pleasure that comes from Mutation Sérielle
canonly be felt aftef looking at the painting over
and over again. In doing this, the eye will tind
ever-changing patterns and rhvthms that resound
like musical notes, then fade away. The eyc groups
and regroups combinations of colours that give

different effects of their arrangement in space. Some -

sections, or even individual bands, loom forward;

216

others fade back. Some combinations of colour
seem to soothe the eye, while others vibrate and, hike -
waves of sound, spread outwards from their source.
‘Mautation Serielle Verte-Rouge is not a symbol for
anything; ithasno stories to tell or connections to
make. Becausc of thisitis a very personal work that
must be experienced by cach viewer individually.
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The diminutive Yajima;Galerie offers us a great
exhibition: five recent paintings from 1976 in

which Molinari again reveals his ‘own particular,

strength and boldness. Tireless in both theory and

practice, Molinari once again tackles the problem’

of form and color, and their interrelationship, by
means _of the pictorial device that has almost
become his signature: vertical stripes’ in juxta-
position. But what in other ‘artists ' may become a
personal convention: or micre repetitiousness, i
the case of Molmart is the sign of a deeply reflec-
tive nature seadily bm)dmb on basic principles.
Here, all the tormer methods of organizing his
paintings hive changed radically but in ways so
subtle as 1o escape the awention of any but the
most observant viewer, bent on discovering the
fascination of these apparently simple and straight-
forward works.

The forcetul color, mcruasmgly daring and
retined inits subtle variations and tonalities, above-

all commands the vicwer's attention (a reversal of

the prime role of form in his work). Whether
muted or declamatory, the colors are composed
cither in harmonics (Orange and Brun-beige) or in
contrasts (ert-hrin, Rose and Brun-violet), some-
times opposing warin and cold, or primary and
secondary. but never with total consistency,
which is why it is difficult to single out-any
painting cntirely innocent of ambngulty and
contradiction.

For, with Molinari, colof is felt rather than
calculated. It procéeds not-from the realm of in-
tellect but from  perception and  sensibility.
Though the style may be severe (flat color and
hard-cdge). the effect s that of an Expressionist
painting. Color is the vieal force that gives the

work its bumediate |lnp.1u and leaves a deep m-

PTL»IUH on dl\ \:lk \\Ll’ > Lnnsﬂousncss

But purely sensory response to color is followed
up by a more intellectual awareness of undedlying
structurc: the revelation of a distinct new direc-
tion in these latest works, If in the carlier works
color played the part of a variable'in an invariable
form (stripes, for cxample, and checker board
patterns) and conshtuted the *nieaning” in terms
of permutations and rhythms, here it scems to
determine the interaction of form itself, Molinari
replaces the modular syntax of the works before
1973 with a niore complex “organism.” In this
latest development, therefore, we discover what
lay behind the oblique stripes thar were so
startling in the works after 1974 a definite wil-
fulness of composition “and a.-boldly demon--
strative approach to pictorial structure that even
reinstates drawing itself.

Motinari has reduced the number of stripes,
here never more than four, in the interests of a

better formal cconomy. The very slight widening

of the strpe (1 few centimetres) toward cither the

bottont or the top creates an - asymmetrical”

divisiin. The stripe asserts-its verticality even by
the very fact of its irregular dnmensions. Thus the

GUIDO MOLINARL

Vert-Brun, 1976

acrylics, 827 x 69”

I’hoto: Gabor Szilasi, courtesy Yajimi/Galerie

task of “formalization” through color appears as
the be-all and end-all of the stripe, the raison
d'étre, its goal as well as its point of departure,
defined by contrast and difference. And so we arc
made aware of the vertical nature of the com-
position which, because the proliferation of
stripés and - interplay of colors (left-right-left)
tended to stress their horizontality, passed un-

noticed in the earlier paintings. The stripes’ func- -

tion, as determined by their upright position, is
tostabilize the whole field of colors rather than to
create an cffect of jumpiness with the clash of
nelghburmg hues. Whereas before a color would
be’ deliberately assertive, it is- now somcthmg

stable and concrete, ali the more so smce the

elements of gravity and mass reappear in -the
shape and line of the present works.

Thus the viewer is led to scan the painting as a
whole in search of variations and analogies, and

to discover that it is a space punctuated at regular
intervals by denser passages of color and form.
This is the almost imperceptible structure that
establishes the colors securely on the flat planc of
the surface. The shape, inversely related to that of
its neighbor, draws the separate colors together
into a single conﬁguntiOn and ensures the optical
flatness of the entire painting (as exemplified in the
schemata of Vert-brun, Rose and Brun-beige where
the oblique correspondences are stressed in order
to bring out the directional emphasis).

These brief observations cannot begin to do
justice to ‘the full richness of Molinari’s latest
paintings but may pcrhaps serve .to give some

-account-of the artist’s new concerns and to place

them both in the context of and as a breaking
away from the main body of work brought to-
gether in the retrospective cxhnbuwn at the
National Gallcry of Canada



SWillaam: Withrow S
, (McClelland and Stewart 1972)

@mdo Mohnan

'Ma preoccupatton :tructurellc jondamentalc po:c que la :érte n'est pas consiituée
par dés objets plus ou moins analogiques, que de fazt les quantztzcs' analogiques,
si elles existent dans la matérialité du tableau, ne peuvent exister dansla
perceptzon Par la, le tableau échappe ma'tcalemmt & lu notion dela notion de

 quantité pour se )‘onder dcellede qualzte, Cest-d-dire sur lelaboration d'un
:y:tcmc qui permettre de multiples autres fonctions. C’ est par li seulement que
peut §'brablir une véritable hiérarchic :zgmﬁante fondée surleé pleine réalsté des
variables des éléments. :

Il n'existe pasen effet dans la perceptzon d’objets 1dcnt1quc: et c'est dansla
perception de l'equivoque, de la naissance des multiplicités gu'est dernée au
spectateur la possibilité de simpliquer dam la fonction sémantiquc du tableau.

Cette fagon de concevoir la séric, & I’ opposé de celle de la majorité des artistes
qui ont pensé l'utiliser, repose surla notion d’ mdtmdmmon, d Ilctérogcnézté
fonciére de la cbafm' des éléments d'unec méme couleur. Cesten posant la
capactté de la coulenr & opérer un nombre indéfini de permutatzam que se
constitue, & mes yeux, leressortdy namique créateur desespaces fictifs qus
engendre l'expérience de la spatialisé; excluant par définition lanotion d’un
espace spécifique donné. Ce n'est qu'd partir de la notion du devenir impliqué
dans l'acte de perception que la ;truczure s'expérimente ct s fondc comme.
expérience existenticlle. ; :



.(:undo Molman is a giant ﬁgurc on the landscape of Canadlan art, as a painter
and-as the acknowledged leader and spokcsman for Frénch-Canadian amsts, :
both in Quebec and throughout the country. :
o Davnd Thompson, highly rcspcctcd art critic of the London Ttmcs writing
in the catalogue for the Canada Council Collection, circulated by the National
Gallcry of Canada in 1969, said of Molman s work: “[it] is colour painting that
works, not on the nerves, but on the emotions, and a mampulanon of colour
" contrast in which tension and brilliance are remarkably allied to spaciousness
and — a quality that only one or two Canadxan painters can match — - a solid,
unhurried grandeur of presence.”
", Thereis nothing tentative or indecisive about Molinari’s work for some years
- now he has produced paintings of matu_rc power and clarity of vision. His
'Mutation, for example (ill. p. 167), is reminiscent of a musical chord, vibrating
rich colours in complex juxtaposition with each other. David ‘Thompson, speak-
ing of Molman s colours generally, says, “The effect is less of the energy of colour .
" than of its rcsonancc and orchcstranon Molinari’s work i is gcnumcly a tnumph
of the whole over the parts: the latter are cunningly simple, but have been put. ,
. togcther to form a wholc of massive integrity and beauty. S
 The musical rcfcrcnccs which Molmarl calls forth are appropnatc he was
born of Itahan parentagc in Montrcal whcrc his father was a musician. His
A,matcrnal grandfather had a studio castmg ﬁgurcs in plastcr, rather like the
inexpensive and popular art of that time. Molinari was at case in thc artistic
atmosphcrc and decided carly wo bccomc an artist.
~ In 1948; the year of Borduas’ tradmon-shattcrmg Rcfn: Global Molinari,
thcn fifteen and still in hngh school, cnrollcd at L’Ecole dcs Beaux Arts for night
classcs. At that tunc these classes were: cxtrcmcly academic and Molinari found
thcm mhxbmng, a precocious, but-accurate, )udgcmcnt ‘Molinari was fortunate:
the comings and goings in the famxly home included artists~ studcnts of Borduas
~ and followers of Les Automatistes, among others — and he had become interested
in thcm while still a child. Before he was in “his teens, he rcmcmbcrs he talked
ot to ‘these mien and stUdlcd their pamtmgs he ‘also recalls secing the first Auto-
matiste exhibit in 1949, an event whnch made him conscious of the international
non-figurative movement. R
Like Tousngnant, Molinari studncd‘at thc art school of the Montreal Muscum
”'of Fine Art, where one of his teachers was Gordon Webber. By the time he was
seventeen, Molinari had committed hlmsclf to personal rcsearch and was curious
about the Automatiste belief that painting could be done automatically, intuit-
ively, out of the subconscious. Molinari blindfolded himself and painted in the
dark in order to explore fully the concept of spontaneous, gestural painting about



“which Borduas and his circle talkcd In spxte of Molinari’s conclusion, wlnch' '
rejected the claims of the Automatistes, he' produced six important paintings in-
that style. In the eight month period of experimentation, Molinari also tried the
- drip tcchmquc of Jackson Pollock and the pallet knife apphcanon of paint
favoured by Borduas. Emcrgcnce @ill. p. 165) is an cxamplc of the latter. _
~ The history of art is littered with the battles of two basically opposed forces,
both of which have contributed richly to our visual experience: those for whom
~ painting is an expression of the intuitive, the emotional, the poctic, and thosc for
whom it is cerebral — formal, dxscxplmcd carefully thought out. In the carly
ﬁftlcs, thit battle was being waged ﬁcrccly in Montreal and Mohnan was a
vngorous participant. Far from wanting to follow what was going on in New
York, Borduas and his disciples, adhcrcnts‘.{of the emotional side of the argument,
were antagonistic to it; they found Pollock too mechanical, not poetic enough.
Up o the middle of the 1950s Borduas was held in such personal reverence that
‘the conccpt of automansmc had not bccn fully au'cd in the art world. But a show,
Matersére C /zant at the Montreal Muscum of Fine Artended that era; oné of the
,)udgcs of the show, which was the last ﬁowcrmg of automatxsmc, was Borduas,
- who had been invited' back from New York for the cvent. Molinari took his

. stand by rcfusmg to cxhlblt in'the show — a parucularly bold action from a young
artist, but mcvuablc for a man who had dccxdcd that he had to take a stand in
_ opposmon to the automanstes. _ 9 - '
From the dcclmc of one artistic 1dca anothcr, mcvntably, rose: in the same year,
1954 came a reaction from a group who called themselves Lcs Plastxacns and
whose works were cool, hard-edged, gcomcmc abstracuons Although not ever
a formal mémber of Les Plasticiens,’ Molmarn found in its output a concept
close' to his own; in time, after the group had disbanded, Mohnan becamc the
acknowlcdgcd leader of Plasncncn typc pamtcrs
- Molinari was then pursumg a type of painting we now call hard-edge. He
claims that his inspiration for this camc from watchmg garages paint auto- -
‘ ~mobile bodies using ‘'masking ‘tape. He also says that thls innovation preceded
*any knowledge of the hard-cdge style from New York; c.g., Ellsworth Kelly, -
who was at that tlmc still in France. In retrospect it appcars that the Borduas
circle in Montrml and- Painters Eleven in Toronto were cngagcd in “action
painting” of a type which: became known by its New York practitioners as
k abstract expressionism, while Molinari and his loosely formed group were well
- into hard-cdgc _ :
- Like Tousignant, Molinari had found that thcrc were only two galleries
“where he could hope to exhibit and one of these was attached to a restaurant.
Molman (thh Tousxgnant and Robcrt Blau') foundcd thc Galcnc PActuelle;

l .'



at con51dcrablc cost to thc time hc should be“ devoting to his own work, Molinari
acted as director. He says of this period: Wc were the atheists of painting,”
meaning that they were striving for an art«bascd on its own formal valucs and -
divorced from spiritual or emotional assocnatxons ‘

Out of the gallery experience, and the contacts it provnded thh other young -
artlsts, ‘Molinari moved firmly into position as a leader of the painting com-
munity; for a period, in fact, he was engaged more as an artistic polemicist than
as an artist. He is physxcally suited for the role: though short and slight, he has
" a mobllc body and a strong expressive facc with a smtably prominent Roman
" nose. Sometimes his skin seems alabaster palc and old, at other times hc looks
surprisingly youthful; what is most nnprcsswc however is the sense of presence,
of dignity and integrity that he radlatcs He expresses himself fluently and
: pointedly in either French or English and discusses ideas with the greatest of

ease in either tonguc Molinari is all of a plCCC it is hard to imagine that a man
who spcaks as he docs could pamt in any way other than the one he uses.
Thc man’s-self c0ntrol is evident in a consistency “of mood — he'is articulate
and prccnsc whcthcr tcacl'nng painting at Sir George Williams Umvcrslty in
“downtown Montrcal or working in his studxo ina convcrtcd boxmg gymnasium
'in Montreal’s grltty north cnd In the studxo, under brilliant electric lamps, he
darts about like some. rcmcarnatlon of thc boxers who once trained there, effi-
cxcntly pulling from the giant racks whxch line thc dark pcrunctcrs of thc gym,
dozcns and dozens of his immense canvascs. " :
* Molinari has mctlculously catalogucd and photographcd hls output, for he
is confident of his placc in art history —; at the forefront. His estimate doesn’t
seem unrealistic: no serious show of modem Canadian art, cxthcr at home or
abroad, had been mounted since 1965 that did not include at least one example
“of Molman s work. Among the major: forcxgn exhibits in which he has been
) rcprcscntcd are the Museum of Modern Art's The Responsive Eye (1965), The
- Guggenheim Fourth Intérnational Awards Exhibition held in New York (1964) -
and the crowning goal of any artist’s ambitions, the Venice Biennale (1968).
Molinari doesn’t lend himsélf to artistic comparison shopping; confronting
one of his paintings, the viewer isn’t tempted to stack Molinari up against some-
-one else. The paintings simply exist to be expcnenccd by the v1chr one reacts
to thcm in the moumam—chmbmg chch‘é ‘bccausc thcy are thcre
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GUldO Mollnarl

Molinari’ was thefflrst Canadran tomapply hrmselffto masterlng"
the close, competitive colour relatlons that characterize Op
paintings;’.He has exploredyitffor_more than a decade, in a
‘Ayariety of stripe;—triangularfand'rectangular arrangements.
Born in Montreal in 1933, Molinarf began experimenting-wlth
abstractlon almost upon graduation; Hisfearly experiments

included:a brilliant series of“watercolour abstracts in which

1
4

the colours were flooded, wet-i Ln-wet, 1nto partly acc1dental
patternsf Slnce he assumed hls p051t10n as master of the
.Canadian:Op movement, acc1dent has been completely banlshed

from Mollnarl s creatlve repert01re. No manual gesture is . |
allowed to show; all is totally smooth hard—edged and rigor-
ously plotted before executlon. From statements he‘has made
concernrng hls;colour'theorles-and workinglmethods, it'is'obvious
that nothing‘ln hislstndio is'nnplanned. Infhis best work,
Molinari.has graphically'reyealed the rlch chromatic potential

of the Op doctrlne and, at‘the;same time, clearly shoms its

llmltatlons as- a creative form of expre551on.

\i
,
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. : 1b.1933 B
Born in Montreal, P.Q., the son of Joseph Charlés and Marie Mathnlda Evelyy -
(Dini) Molinari, his father a noted musical director, had many artist frien .
visiting his home which created an exciting background for the boy’s youth. fr..
the age of iwelve Guido wanted to become an artist. He received his repl-
schooling at the Sisters of Providence Kindergarten in Montreal (1939-41). ..
Lady of Mt. Carmel Elementary School (1942-47), St.Stanmislas High Sch...
(1948:49) Mtl.: and was privately tutored during 1950. His formal art trgin,
began evenings at the-Ecole des Beaux-Arts, Mtl. (1948-50) then he attendcd i
School of Art and design of the Montreal Muscum of Fine Arts under Mari::
Scott. and Gordon Webber (1951). ln his early painting he was influenced by the .
work of Monet, Kandinsky, later by Russ:an Constructivists, Suprematists, The $,;:
Group and the Automatistes of his home province. His first-one:man show was hets
“at Galerie de I'Echourie, Montreal, in 1954. He had by then become interested 1 ,
group of artists strongly influenced by Mondrian, in'that they were exploring sinj.;
geometrical shapes with cmphasns on pure colour. He participated in an exhibyty.;
with them called “Espace ‘55" held at the Montreal Museum of Fine Arts. PCT“JFQ
Leduc emerged as the leader of this group called “*Les Plasticiens” but Rodulpt,. *
de Repentigny. art critique for La Presse ( ]95“ 59). painting under the pseudon; »
of Jauran was the theorist and founder of the group which included Bclnl.-
Jérdbme and Toupin. In 1955 Molinari, with the help of Claude Tousignant 4.
Robert Blair opened a new gallery ‘to provide exhibition space for non-objecty.
"pamters who had virtually nowhere elSe to show their work on a regular basis. 1.
new gallery was called “Galerie lActuelle and became a subject of an article b
Weekerid Magazine in 1956. This;added publicity (reaching people all acram
Canada) helped give some impetus to their cause. In 1959 a second exhibition wa
held at the Ecole des Beaux-Arts under the. title -**Art Abstrait” which was 4
collection . of ‘work by seven geometm painters who were Louis Belzile, Jea:
‘Goguen, Denis Juneau, Fernand Leduc, Guido Molinari, . Fernand Toupm atal
. Claude Tousignant. Galerie lActuelle became a focal point for serious abstrag
painters who in 1956 banded together under the name, Association des. Artisy.s
Non-Figuratifs de ‘Montréal. In 1960 the National Gallery of Canada held -
exhibition. of their work in Otmwa under, the title *“Association des Artiste,
‘Non-Figuratifs de Montréal.” A catalogue was published for the occasion h.
Claude Picher who organized the show in his capacity as Eastern Liaison Officer :
the Gallggy. During thosc years Molman was also exhibiting his work in gru\_'
shows . hl\e the Spnng Exhnbmons of the Monitreal Museum ‘of ch Ay,

MOLINARI, Guido
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MOLINARI Gmdo (Cont ‘d).

e\hnbmon of the ‘non-figuratifs’; 3rd and 4th Blenmal Exhibitions of Canadmn

Art (1959, 1961) and interrationally in such shows as: Aspects de la peinture -
wenadienne (Canade House, NYC. 1959). Perie Biennial. (Pari:. Frznce. .1962}:

'meir. Abstracuens in Canace (Caminn Callerv % Blesker Gaieri. NYC. -

et Canacen Pacers (iouring Afrie 19625 Canadiar Painting ‘Speed
oamits Ko JEeln Conter . Cezmaciar Painters and Scuiptors’

Memorzl Arv Gehen N Y. (943 Rentd Coleciion snow iStaten

bnard Museum NY., 1963). He 100k .his.ur t form2i teaching job at the Scheod of

Artand Design, Montreal Museum of Finz Arts. whers he taught design 17om 1963

1, 1965 He exhibited in the Sth and 6th Biennial Exhibitions of Canadian

Pariting (1963.- 1965) and was elected an associate of the Royal Canadian

Academy in 1964. His oil painting “Simultanéite” appeared in Jerrold Morris’ book

(hiithe Fn/O)ment of ' Modern Art (part-of a series of books launched by the

Socicty .of Art Publications, and McClelland & Stewart; Tor.). Molinari was by now

¢merginging as a major Canadian artist and this was further indicated by his

- selection as one of fifteen artists to exhibit five paintings each in The Seventh
Biennial of Canadian Painting. 1968. It was around 1959 that the forerunners of
his stripe paintings first began to appear. In these vertical stripe paintings he feels
that he has achieved thé effect of anti gravity (a notion he admits is derived from
the art of Mondrian) in that there are nos horizontal planes to be controlled by
heiglit and pressure” as he once .cxplained,;"If a linc runs across the middle of a
canvas, it gives the feeling that it is being pressed on both sides. .. . Havmg done
this he is free to concentrate on cregting ithe interaction of colours in his stripe
paintings. Two examples can be seen in the book Canadian Art Today where his
developiment is discussed by Pierre Théberge, also another magnificent coloured

_exainple in Withrow's Contemporary Canadian Painting. Both the National Gallery
of Canaca and the Art Gallery of Ontario have purchased or acqunred some of these
paiiitings (NGC. 1967, 69. AGO, 1963, 1967) and he is represemed in many other

“galleries ‘and  collections as listed below.’ tlis one-man shows are as follows:

© Galeric de VEchouric, Mtl (1954): Galéne T'Actuelle, Mtl. (1956, 57); Parma

fallerv. NY: (1956). Galerie Artek, Mtl. (19\8) Moutreal Museum of Fine Arts

. {1961). (-Jlene ‘Nova et. Vetera, Collége St Laurent, P.Q. (1962, 1967): Penthouse

- Gallery. MtL (1962, 1963); Jerrold Morris lnurn.monal Art Gallery, Tor. (1963).
tast Hampton Gallery, N.Y. (1963. 64, 65 60, 67). Galerie Libre, Mtl. (1963);
Norman Mackenzie Art Gal., Regina, Sask! (1964): Van. Art Gal. (1964): Galerie
du Sidcle: Mtl. (1964. 65. 66). Edmonton Art Gallery. Alta. (1966): 20-20 Gallery,
Lond.. Ont. (1967) and others later. He has also exhibited in numerous national

~and. interuational group shows. He is rcprcsemcd in the followmg collections:

- Vapcouver Art Gallery (BC); Vancouver Aurport Edmonton Art Gallery (Alta.);
Ngrman  Mackenzie Art (mlicry (Regma,‘S:\sk) Wmmpeg Art Gallery (Man.);
Torentn Dominion Bank (Tor., Ont.); Hart House, Univ. Tor.: York Univessity
(lor.) Art Gallery of Ontario (Tor.); Carleton Univ. (Ott., Ont.). Nat. Gal. Can.
Oty Depr. External Atfairs (Ote..): Montreal Muscum of Fine Arts (Mtl., P.Q.);
Si. Geo, Williams Univ. (Mtl.); Musée d’Art Conternporain (Mtl.), C.1L. Coll.

" iMtl): Musée de Qucbec (Que. City): Solomon R. Guggenheim Muscum (NYC).
\hmcam ‘of Modern Art (NYC): Walter P. Chirysler Museum (Provincetown, Mass.
iSA). Rose Art Museum (Brandeis Univ., Bost. Mass.). Chase Manhattan Bank
(ullectmn (NYC) Peter Stuyvcsant i-ound.mon Coll.- (Amsterdam, Holland);
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MduNARl,'cuido (c’«iﬁt'd)

‘ Kunstmuseum (Basel, Swnz) His awards mdude Prize, Salon de la Jeune Peinture
(1959); 4th Prize (painting), Concours artistique de la province de Québec (1961
Jessie Dow Prize, Spring Exhibition, Mtl. Museum F.A. (1962); Purchase Award,
Spring Exhibition (1962):; Purchase Award, First Biennial at Winnipeg Art Gal
‘Man. (1962): Purchase Award 4th Internat. Award Exhibition at Solomon R
Guggenhelm Museum, NYC (1964). Purchase Award, Exhib. at Rose Art Museum
Brandeis Univ. (1964):Zacks Purch. Prize, RCA (1964). Grand Award (co-winne:
with Jack Bush) Spring Exhibition, Mtl. (1965), Purchase Award, Concour,
artistique de la province de Québec (1966); Third Prize, Winnipeg Show Winnip.g
Art Galtery (1966): John Simon Guggenheim Memorial Foundation Fe"OWSth
(1967) Canada Council Grant (1968). He lives in Montreal with his wif.,
Funande ‘Saint-Martin, Editor of Chatelain (French edition), they have twn
cchildren. Member: Association des Afts plastiques; Associate Royal Canadiar
Academy (1964): Société d’Education ‘par I'Art; Assocnatlon des Artistes Profc,
s10nels du Quebc' (Vice-Pres). ‘
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"En face de créateurs . instinctifs,
comme Riopelle ou Hurtubise, qui.deé-

veloppent peu la théorie qui. sous-tend.
leur oeuvre, d'autres peintres, comme

Borduas et Molinari, éprouvent le be-
soin de mener, avec autant:d’engage-
ment, oeuvre et réflexion sur l'oeuvre.
Molinari est 3 tel point théoricien qu'il
est chez lui difficile de saisir, comme

chez la plupart des peintrés, l'écart.

perceptible entre |'intention et la réali-
sation. Ce qui ne veut pas.dire que
la conscience de I'oeuvre se confonde

chez Molinari avec la création et

qu'elle |'épuise. Elle la devance en
partie, s’exerce au moment de |'exécu-
tion et intervient aussi aprés |'ceuvre.

Peu de peintres, ici, ont autant ré-
fléchi que Molinari sur les problemes

de I'art et connaissent aussi, bien que
lui- la peinture européenne du XXe
sidcle et la peinture américaine des’

vingt-cing derniéres années. Réflexion

et création se sont donc chez lui nour-,
ries |'une de |'autre,. dans. une dia-

lectique exigeante et constante, qui
lui permet de défendre son  oeuvre
brillamment et orgueilleusement.

On peut dire que toute. sa démarche
88 situe autour d'une recherche de
structure de ia surface peinte, dans un
projet de découvrir « tout ce- qui peut
se passer » sur une surface donnée. -

Je crois que la compréhension que
I'on peut avoir de ia peinture de Moli-
nari ne peut venir que de la connais-
sance approfondie du déroulement de
son osuvre, Surtout connu pour ses
toiles récentes a ‘bandes verticales, il
est arrivé 14 par une longue recherche
de construction et de simplification sur

1. Quadriblanc, 1956.
48 po. sur 51 (116.85 cm. x 129. 55).

RETE Fi

UNE INTRAN-

SEGEANFEF@=

par Laurenf LAMY

Ia surface meme et par un travatl axé»
sur'le - dynamnsme deLIa _couleur pure . _
E Son oeuvre des quinze dermeres années}_ L
‘a tou;ours ete fondée sur ‘deux alé-
ments:: couleur.et surface, qui ‘consti-
tuent la structure fondamentale de ses’
toiles, a partir de la disparition® de’

I‘objet: quel qu'il soit.’La toile renvoie
a elle: meme et a rten d’autre.

53




UN ITINERAIRE METHODIQUE
« Faire du tableau le lieu d'événe-
ments énergétiques qui conditionnent
une nouvelle spatialité .. .”.C'est une
révolution structurelle que j'ai tOUjOUI’S
tenté de faire, d’abord a travers le gra-

phisme et la réversibilité. ensuite par

fa mutation chromatique et la sériali-
sation des événements’. plasthues ».,
écrit Molinari en 70 (1) .. -

Comment est-il parvenu é cette c,',on-v ’

ception? Suivons-let C’est en fré-
quentant les Automatistes au début

des années 50 et & la suite dela lec-
ture de Breton, que !'idée lui.vient:de:

peindre a la noirceur. Selon lui, cette
tagon de procéder respectant davantage
le conception de

n S

b
B

I'automatisme. de "’

‘ Breton que ne le falsalt I Automatlsme

quebécms Molinari crée -alors du ges-
tuel pur, parent sans doute de celui
des tableaux: des Automatlstes mais
déja sans objet flottant dans un espace.
Pour les « véritables » automatistes,
ces expériences « n'étaient pas de la
peinture ». Elles constituaient, en tout
cas, une réaction contre leur dogma-
tisme. Le mouvement automatiste avait

abouti 3 une peinture non-figurative -
. parce qu'elle. ne figurait rien’ de connu,
mais elle. n‘en gardait pas moins la:
notion d’ objet dans un espace lyrique’.
A Contralrement
nari passera a Iabstractuon en élimi-
. nant I'objet, mais aussi en éliminant:

la mode du jour, Mali-

les notions de profondeur et de formes
sur un fond.
Dé]é des toules de 52- 53 dénotent

une ambiguité du fond passant de
I'avant a l'arriere, mais ou les éléments
s'inscrivent dans .un espace relative-
ment plat. En 53-54, des toiles aux

formes géométriques ‘proches du carré |
" et du rectangle conservent des traces

importantes de matiére et de pate, car
les couleurs y sont posées a la spatule
d’une fagon spontanée, par taches ou
pavés, selon une quasi-sérialisation qui
réapparaitra de fagon systématique
plus tard. L'année 53-54 correspond
donc a une période de recherche trés
abstraite ou les couleurs sont pures,
oU les grands plans colorés prennent
de I'importance et ol les contrastes se
font violents.

“Un voyage 3 New-York, en 1954,
fournit a Molinari 1’occasion de tenter
un peu de dripping, mais cette .pein-
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ture, ou I'accident a une telle :impor-
tance. ne convient pas a son tempé-
rament. :

Méme si la matidre est encore Pré- ,

sente, c‘est en 55-56 que la verticalité
pointe comme .structure,
temps que le contact entre les- plans
colorés se précise: Ces toiles portent
en elles, de fagon plus ou moins expli-
cite, tous les éléments de la recherche
de Molinari.

Paralidlement 3 son oeuvre de 1954
a4 1957, Molinari joue un rdle d'anima-
teur, comme directeur de ‘la Galerie

L'Actuelle. Il présente les’ premiéres
expositions de peintres peu connus.

3 I'époque, Letendre, Comtois, Tou-
signant et d‘autres déjd connus,
McEwen, Leduc et Borduas. Cest dans

sa propre galerie qu'il expose ses pre-

\
3

\

A RN

en méme. -

2. Huit-blancs. 51 po. sur 61 (129,65 cm x .156).

3. Structure, 1970. 68 po. sur 68 (172,75 cm. x 172.75).

4. Collage, 1961. 28 po. sur 27 {(71.16 cm. x 68 6). Collection partrcuhere
5. Bisériel ocre rouge 7968 90 po. sur 81 (228 8 cm. x 205, 75)

midres toiles faite‘s 4 'au" 'masking-tape
qui, comme ses toiles peintes a la noir-

_ceur, font un peu scandale. Encore une

fois, des peintres_disent que « ce n'est

pas de la pemture encore ‘moins de

I'artl »
Dans un partl prrs de rlgueur il
peint en 56-57, des ‘toiles en noir et

_blanc qui le conflrment dans son option

géomeétriste. Les toiles de 57- 58 sont
axées sur la- structure oblique ou joue
le phénomene de- réversrbrlrté forme-
fond, ou positif- négetrf. Suivent des
tableaux ou existent .un rapport entre
espaces ouverts et espaces fermés qui
accentuent la notion de surface. Il en
vient 3 poser le probléme de ['inté-

gration de la verticalité dans un uni-
‘vers géométrique.
A partur de 63, il entreprend dans

oL

“qui

‘zontale formant

. une série de tableaux aux bandes ver-

ticales tres : Iarges -rion identiques,
jouant sur le parallélisme (Paralléles
noires, Paralléles rouges). une recher-
che méthodique sur la.couleur. Il se

‘rend compte, par exemple, que les

couleurs créent une ambiguité quand
elles jouent un:réle de champ: elles
ont un rdle rythmiquement plus atté-
nué par rapport & d‘autres couleurs
les dominent. Une 'couleur peut
servir de support aux- autres et perdre
ainsi l'intégralité d une véritable ver-
ticale. _ ,
Eliminant I'opposition verticale-hori-
une grille qu’avait
conservée Mondrian et qui résultait
en des espaces fermés. Molinari ne
conserve, lui, que la verticalité et, de.

‘ce fait, tout devient couleur.
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UNE RECHERCHE POUSSEE
JUSQU'A L EXTREME LIMITE

Mollnarl poursu:t Iévolutlon amor-
cée par Delaunay Malévitch et Mon-

drian, qui ont abstractisé la: p_erl.nture"v
en la dépouillant de I'objet, mais aussi.
en misant sur la notion de surface et .

de plans colorés géométriques et sur

le rapport de ces plans entre. eux..

Toutefois, dans les tableaux de Mon-
-dtian, existait encore une structure 2
angles que Molinari utilise d‘abord,
mais qu’il élimine graduellement par la

suppression de I'horizontale et le re--

dressement de I'oblique 3 la verticale.
Chez lui, il n'y a plus de ligne. Vir-
- tuelle, la figne n’est plus que la limite
des couleurs. La forme disparait, car
les bandes répétées se ‘détruisent en
tant que formes. Il ne s’agit plus de
rectangles colorés 'sur une surface mais

bien de mutations chromathues et de

sdquences rythmiques.
- Il supprime

Iitlusion d'un champ, par. exemple,

quand une bande étroite se trouve

_placée prés d'une bande ‘large ou

qu’'une bande est enclavée entre deux .
bandes de méme couleur. Les proprié-- -

tés rythmiques de la couleur sont ex-
ploitées au maximurm, et - Molinari
obtient, par la couleur seule, une nou-
velle complexité en répétant les sé-
quences. Cette sérialisation fait que
certaines couleurs deviennent les do-
minantes qui scandent la toile. .
L'intensité visuelle devient éclatan-
te, les juxtapositions de couleurs étant
aigués, sauvages presque (je pense 2
des jaunes-verts-rouges dans ‘des com-

positions stridentes). Dans d‘autres ta- .

bleaux, la couleur est lumineusement
modulée, vibrante d’ lnflexmns et d ac-
cords présque graves.

Ces dix années, de 1959 a 1969
constituent donc |'étape -déterminante
dans l'aventure picturale- de :Molinari,
au cours de laquelle se précise sa théo-

i
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la différence: dans la -
Iargeur des bandes qui donne encore’

4§
B
|

rie sur la structure et la couleur. Par la
simplification de la structure, il a pu
atteindre une grande complexité dans
la couleur. Quand il a I'impression de
posséder la surface, |'espace, il s’in-

téresse strictement Mla ‘couleur qu’il-
‘dpuise pour ensuite reposer le probld- -

me de la surface. Amsu s'établit pres-

que un schéma de “base un cycle
Sa démarche extré-
‘mement serrée semble parfois piétiner
‘mais finit toujours par déboucher, car

structure- couleur.

il reste prét a remettre son systéme en

question. Nous en avons eu une preuve

lors de sa dermere .exposition chez
Waddington, en octobre 1971, ou il
présentait des toiles des deux dernigres
années.

Dans les tableaux de 70. Ia cons-
truct|on en damiers établit une multi-
plicité de rapports de structure. La lec-
ture se fait-selon un rapport de 4, ou
6, ou 9, ou encore de (16 surfaces tant

4 I'horizontale .qu'a lla verticale ou
qu'en diagonale. Par |g dynamlsme de
la permutation, |'oeil cherche, chavire,

perd sa sécurité, la retrouve par cer-

taines couleurs qui forment une grille’
. de couleurs chaudes qui tout & coup
fait place. 4. une gnlle de couleurs..

frondes, dommant a son tour la com-
posmon En fait, ces ceuvres, snmples

_de construction 3 prime abord (carrés

juxtaposés en hauteur et en largeur),

sont on ne peut plus complexes dans:

leur structure et feur perception.

" De "ces recherches sur lé carré,
Molinari en vient & couper par ia dia-
gonale une surface donnée, recherche
vite épuusee car elle ne fui permet de

trava:ller qu‘avec deux couleurs

UNE ETAPE DE SYNTHESE
En. fait, Molinari est prét pour un
travail de synthése a! partlr des élé-

" ments qui ont été jusqu ‘ici la base

méme de ses recherches: verticales ré-
sultant en bandes paralléles diagona-
les résultant en bandes obliques paral-
leles et en triangles. ’Chacun de.ces

éléments circule dans une nouvelle
spatialité. Nous voici entrainés dans un -

jeu de réversibilité et de variantes de_
lectures. Par la composition en bandes- =

rectangles coupées par des diagonales, .
les . triangles aux pointes .
semblent flotter comme des drapeaux.
- Mais. la pluralité des couleurs rend les

inversées

fonds mouvants et les bandes rectan-
gulaires reculent derriere les triangles,
qui, eux-mémes, jouent a cache-cache
derridre les bandes obliques, qui . .

et ainsi de suite. Le voyage spatial au- -
quel Molinari nous convie est pratique-
ment illimité et impossible a traduire

en mots. Il a mis en place, non un
univers 3 2 ou 3 dimensions, mais une
multitude infinie de possibilités di-
mensionnelles.

Peut-étre plus inventif que Vasarely
qui ne travaille que sur la notion de
tons dans une méme couleur et qui
procéde par dégradés traditionnels

pour creuser ou gonfler sa toile, Moli-.
nari parvient' 3 créer une spatialité-
nouvelle, seulement par contraste de’

couleurs pures.

- Sa démarche, strictement intellec-.
" tuelle, qui refuse avec intransigeance

tout pittoresque, n‘en renferme pas

moins une charge émotive, ‘poétique.

Ses ceuvres semblent ne solliciter que
la rétine. C’est un reproche que i’'on

- adresse couramment aux peintres qui,

comme Molinari, exploitent les effets
des couleurs entre elles et qui travail-

“lent sur le processus de la perception.

Mais.ia rétine, ne serait-elle point de
I'homme méme? Et comme toujours
dans le cas d’'un -parcours jalonné

d’‘ceuvres. importantes, if s'agit d’itiné-
ici, ne vise pas a |

raire spirituel qui,
nous donner  une vision du monde,

English Translatlon p. 89
(1) Gu:do Molinari, Réflexions sur la
notion d’objet et de série (Conférence
J.-A.-de-Séve, 11-12). Montréal, P.U.
M., 1971, p. 68.

.mais qui participe a |'élaboration d'une
: nou’velle vision, .
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La selezione delle opere personall di
~ Ulysse Comtois e.di Guido Molinari,

gli artisti destindti a rappresentare il
Canada alla 34esima Biennale di Ve-

. nezia, & anzitutto il frutto di due con-

siderazioni. Ho voluto da un lato
presentare le opere piu rimarchevoli
compiute dai due artisti fino al teb-,.

‘braio '68, momento della scelta finale;
e dall’altro riunire nella mostra quelle

opere che rappresentassero compiu-

"~ tamente la personalitad dei due artisti.
- Mi sono permesso di scegliere delle

tele di Molinari e delle sculture di
Comiois. Questa divisione che. pud
sembrare arbitraria & facilmente gius-

titicabile dal fatto che.Comtois si. & _

dedicato durante gli ultimi quattro an-
ni quasi esclusivamente alla scultura:

- Durante questo periodo, 1a sua produ-

zione varia da opere di dimensioni

{ ridotte in legno policromo-e in metallo .
"~ alla- colonna .d’alluminio di notevoli

proporznom presentata al pubblico per

laprimavolta qun La scelta delle scul-

ture di Comtois, in altuminio non-colo-

.. ristico e laminato fenolico, e le piu

recenti opere di Molinari, mettono in
magglor rilievo il legame stilistico che
unisce questi due artisti di Montreal.
Le loro opere risultano dalla ripetizio-
ne continua di semplici elementi geo-

~metrici: Molinari divide le sue tele in
.una serie di strisce verticali di ugual

larghezza; Comtois forgia le sue co-
fonne sovrapponendo blocchi a facce
rettangolari o sfere concentriche at-
torno a un’asse. Nonostante questa
austerita formalistica che'sembra limi-
tare il campo espressivo, i due artisti
realizzano con successo una vasta
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"serie di effetti diversi. Le strisce colo-

rate di una tela di Molinari non rendo-

no affatto-statica la superficie:-quelle -
dei quadri dal 1964 in pol'si riorganiz- -

zano in un continuo movimento che
tende visualmente a nuove composi-
Zioni di colori. La continuita delle serie
colorate ‘che caratterizza appunto

' -queste tele crea ritmi-e contro-ritmi,
~movimenti di allontanamento e di av-
vicinamento a velocita variabile che

attraversano l'intera’ superhcne della
tela.

"Nelle sue colonne scolplte. Comtois

ricorre. alla. mano. dell’osservatore —

e non tanto all'occhio—per ‘cambiare
_ la forma che pud trasformarsi con un
- leggero tocco dell’osservatore in una

graziosa curva ondulata oppure in una

“silhouette asimmetrica e frastagliata.

Mi sentivo un pd a disagio al pensiero

~ che.la s¢elta delle ‘opere di Comtois. -
~ era magari stata fatta in modo troppo

unilaterale, visto che avevo incluso

esclusivamente sculture non-coloristi- -

che. Anzi P'artista_deve aver capito

- questo mio dubbio perche mi ha fatto

osservare che l€ superfici d’alluminio
delle sue sculture riflettono i colori cir-
costanti e che alla mostra di Venezia
questo avrebbe creato una reazione

bénefica con le tele altamente colo- .

rate di Molinari. Questa relazione sim-

~ biotica imprevista dovrebbe dare alla

mostra una promettente esperienza

~di colori..

Brydon Smlth :
Curatore per I'Arte Contemporanea
Gailena Nazmna!e del Canada -

Un double Ob]BCtlf a guidé’ mon choux R

dans Yoeuvre des deux représentants

canadiens_a la. XXXIVe, Biennale de .}
1 Venise, - Ulysse Comtois' .et. Guido
~ Molinari. Tout d’abord, je voulais pré-.
_senter de chacun les .plus belles - }
-, réalisations antérieures a la sélaction’ §

finale de tévrier 1968 et, ensuite, je

tenais a réunir une exposition ot §

chacun d’eux conserverait son- |den- ’
tité propre. ‘

Bien que les deux artlstes se soient :
illustrés aussi bien en peinture qu en

-sculpture, j'ai opté pour les peintuyes -
. de Molinari et pour les sculptures de -

Comtms ce me fut d’autant plis facile -
que, depuis quatre ans, Comtois se .

consacre presque exclusivement’a ia -

sculpture. Or, durant cette période,.

son éclectisme I'a fait passer de pe-
tites piéces de bois polychromes, et

{. de métal, a'la grande colonne d'alu- . .

minium qu'il expose ici pour la

 premigre fois. La juxtaposition des
. sculptures d’aluminium. incolore et

de phénolique laminé de Comtois et
des peintures récentes de Molinari™ ™
met en-lumiére les affinités de style :
entre ces artistes de Montréal. Tous

deux travaillent par répétition de
- figures geométriques simples. Moli-
nari divise sa toile en bandes verti-

cales de méme largeur et Comtois !
construit ses colonnes en empilant,
des blocs rectangulaires ou des dis- .
ques autour d’'un axe. ~Toutefois;
malgré cette sévere économie de .-
moyens, les deux artistes réussissent’

toute une gamme d'effets. Les bandes

colorées de Molinari n’offrent pas.une.
surface statique; depuis 1964 elles




se réorganisent sans cesse en de
nouveaux. ensembles optiques. La
répétition des séries fait jouer sur les

~ toiles les rythmes et les contre-
rythmes dans un mouvement de va-et--

vient plus ou moins rapide. Dans ses

_colonnes Comtois s'en remet '3 la
main plutdt qu'a I'oeil du spectateur =
- pour modifier la forme. L'axe autour

duquel les éléments évoluent n'étant
pas centré dans le cas de la plupart
de ces sculptures les transformations
possibles sont infinies. Un léger coup
de pouce du spectateur et la forme

_devient une large courbe gracieuse.

ou une silhouette asymétrique. aux
arétes vives. -

Aprés avoir arrété rﬁon choix, je me

__suis retrouveé dans un restaurant avec

Comtois et Molinari en train de parler

. de-la chanson a succés des Rolling

Stones « She is a Rainbow » et de
I'accent mis sur la couleur en Amé-
rique du Nord de nos jours. J'étais un

- peu mal a l'aise, car peut-étre avais-je

rendu un mauvais service a Comtois
en ne choisissant que -des sculptures
incolores. Comtois a dii.s'en rendre
compte, car il me fit remarquer que
les surfaces. d’aluminium refiétaient
toute la couleur de I'environnement et
qu'a Venise, de ses sculptures réjail-
liraient les tons vifs des peintures de
Molinari. Ce rapport symbiotique non

prévu fera vraisemblablement de l'ex- -

position une mervenlleuse expérience
de la couleur.

Brydon Smith

Le conservateur de I'art contemporain
La Galerie nationale du Canada

Introduction

In the selection of the works by Ulysse
Comtois' and Guido Molinari for the
Canadian participation at the 34th
Venice Biennial, two considerations

- dominated my choice. |-wanted to-

present the most beautiful works the

_artists had done before the final selec-

tion in February 1968; | aiso wanted to
assemble an exhibition in which the
two artists would keep their identities.

- "Although both artists. have worked
-successfully in the mediums of paint-
ing and. sculpture, | have. selected

paintings by Molinari and sculptures
by Comtois. This arbitrary division
was made easier by Comtois having
devoted the past four years almost

exclusively to sculpture. However,

during this time, his sculptures have
ranged: from. small pieces. in poly-

chrome wood, and metal, to the large .

aluminum column exhibited here for
the first time. The selection of Com-
tois' non-colouristic. aluminum -and
phenolic laminate sculptures, and
Molinari‘'s recent paintings, has em-
phasized a stylistic link between these

Montreal artists. They compose  their -

works by repeating simple -geometric
units. Molinari’ divides his canvases
into a series of vertical stripes of equal
widths; Comtois builds-his columns by
stacking one rectangular block or
circular disk upon another around an
axis. However, within these austere

. formal limits, both artists achieve a

wide range of effects.. The coloured
stripes in a painting by Molinari do not
remain inactive on the surface: the
coloured. stripes in his paintings since
1964 constantly reorganize themseives

into different optical groupings. Be-
.cause these stripes are painted in a
repeated series, rhythms and counter-
rhythms play back and forth at differ-
ent ‘speeds across the entire picture
surface.

In his column sculptures, Comtois
relies on the hand, not the eye, of the
viewer to change the forms. Because

" the axis on which the units turn is off-

centre in most of these sculptures, the
possible arrangements - are multifar-,
ious. The form of one of his sculptures
can become, with a little help from the -
viewer, a graceful sweeping curve or .
a jagged asymmetric silhouette.

After the final selection was made,
Comtois, Molinari and | were sitting
in a restaurant in- Montreal discussing
The Rolling.-Stones’ popular song,
“She's a Rainbow", and the emphasis
on colour in contemporary North
American life. | felt a little -uneasy,
realizing that perhaps | had done
Comtois a disservice by including
only non-colouristic sculpture. Com-
tois may have sensed this, for he re- -
marked that the aluminum surfaces of -

 his sculptures reflect all the surround-
_ing colour, and that at Venice they
-would interact with Molinari’'s colour-’
* ful-paintings. This unanticipated sym-.

biotic relationship should turn the
exhibition into a beautiful colour

- experience.

Brydon Smith
Curator of Contemporary Art

The National Gallery of Canada




E alquanto difficile, nel contesto delle
mie opere, voler.spingere certe nuove

_ricerche oltre un certo limite. Questo
" altererebbe la qualita delle strisce co--
g lorate che rischierebbero di ridursi a
‘1. dei grandi e larghi rettangoli o
che non credo poter apprezzare oitre
misura. Le mie preferenze vanno al
- concetto di verticalita = e desi-
. dero che la qualita vettoriale delle
- -strisce .ne -venga ulteriormerite
. ‘migliorata. E mio -desiderio lasciare
§. all'osservatore la possibilitd di per- |
- cepire in un solo- attimo la fine e il ~§ -~
1 _prlnciplo :

" me serait difficile d'étendre mes
I - tabledux trop @n largeur parce qu'alors -

la qualité des bandes changerait; elles

_ deviendraient de grands rectangles
. ... - et Je n'aimerais pas trop Ga. -
, J'aime le concept de verticalité -

et je veux que la qualité vectorlelle

des bandes du tabl_eau "~ solt ac- |
centude. J'alme aussi que le specta-

- teur-voie-la fin et le début -au méme -
_(mstant §

In my work it's difficult to get too

spread out, because then the quality-

"of the stripes changes; then, they
-would be really large rectangles
“and | would not like that too much. |
like the concept of verticality
and | want the vectorial quality of the
stripes in the painting to be
stressed. | also like the viewer to see
the end-beginning all at once.
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Uno fra i maggiori astrattisti di Mont-
_real, Guido Molinari ha utilizzato dap-
prima il sistema del «dripping»
nell'elaborazione delle sue tele. In se-
guito la composizione delle sue opere
si orientd piuttosto verso le grandi

macchie di colori uniformi, applicate

- con-la spatola. Queste opere furono
““esposte la prima volta nel 1954, Seguf
nel 1956-57 una serie di venti quadri
.geometrici astratti, in smalto bianco e
nero. Si confermd cosi la rottura totale
_con il tradizionalismo locale. E questa
austeritd di posizione Molinari non la

1 ~smentira in nessuna delle sue ulteriori -

tele bianche. e nere.

-Nel 1958, l'artista remtroduce colon
puri nella sua pittura composta allora
~di semplici elementi geometrici — il
quadrato e il rettangolo — disposti su
tutta la superficie della tela. Da quel
momento, Molinari accentua vieppiu
~.la verticalitd delle sue composizioni

fino al punto di eliminare, nel periodo-

gompreso tra il 1961 e il 1963, ogni
referenza visuale nei rapporti tra for-
me geometriche, viste sia in sovrap-
posizione, sia in giustapposizione.

La composizione della sua pittura &

oggi alquanto semplice e presenta in

pari tempo un carattere analitico e
sintetico. Strisce parallele  di colori

sono disposte sull'intera superficie

della tela seguendo, dal 1964 in poi,
uno schema ripetitivo. Ogni striscia

colorata ha una tonalita oggettiva che,”

appena la si percepisce, viene modifi-
cata secondo i colori contigui che
cambiano, essi pure, allo stesso modo.
La ripetizione della serie iniziale ag-
giunge in certe tele un elemento di
complessita nel percepire le modifi-
che di colori. A questa lettura discon-
tinua, per <enumerazione», se ne
sovrappone una seconda: l'insieme
delle strisce considerate nella sintesi

delle mutazioni cromatiche proprie a
ognuna di loro. A quel momento, I'in-
tera superficie si trasforma: le strisce
vibrano, ondulano, si staccano dalla
tela e effettuano di volta in volta movi-
menti ascendenti e discendenti, cer-

cando di raggiungere le paretn Iaterall_i
del quadro. In altre parole, quéste mu-

tazioni quasi simuitanee distruggono.

la geometria iniziale lasciando che lo™ -
spettatore scopra uno spazio nuovo, |

situato traluie la superﬂc:e materiale
dell’oggetto, di cui il suo occhio per-

cepisce il movimento. La tela diventa

veramente astratta e non'é piu dipen-

dente dagli elementi formali. lo -
spettatore stesso che’ sperlmenta la

trasformazione continua dello spazio
luminoso e colorato dell’opera. Ognu-
no degli attimi di percezione si distin-
gue dal precedente e da quello che lo
segue creando cosl una tensione cos-

tante tra- gI| elementi individuali della.

composizione € l'insieme dell'opera.
In dati momenti alcune fra le strisce
colorate si trovano all'apice della loro
intensita, in altri tutta la superficie si

equilibra, diventa monocroma, facen--
~do scomparire llmmagme espressa

all’inizio..

La ncchezza dell’ arte espfesswa di-

Molinari si spiega sia ‘con il rigore
delle sue concezioni, sia per la com-

‘plessita delle reazioni che egli provo-
. ca nello spettatore. L'im portanza della

sua arte pittorica risiede invece nel
continué rinnovamento delle esperi-

enze, dematerializzando gli elementi

plastici fino a farli passare dal campo
dell'immagine semplicemente perce-
pita all’ |mmagme sentita.

Pierre Théberge’

Assistente Curatore per

I'Arte Canadese

Galleria Nazionale del Canada
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L'un des chefs de file de I'abstraction
a Montréal, Guido Molinari peignit
d'abord des tableaux au « dripping »,

* puis il composa des oeuvres avec de
- grandes taches de couleurs uniformes,
- appliquées a la spatule, qu'il exposa

en 1954. En 1956-1957, il exécuta une

* série de vingt tableaux géométriques | . .-
abstraits, noirs et blancs, peints a
'’émail. Ces derniers représentaient

une rupture totale avec la tradition
locale. Ce parti-pris de rigueur que

Molinari affirma dans ces tableaux -
noirs et blancs ne s’est pas démentn ‘

depuis.
A partir de 1958, il réintroduisit des

" couleurs pures dans ‘sa peinture qui
" était alors faite d'éléments géomé-

triques simples — le carré et le rec-
tangle — posés sur toute la surface du
tableau. Dés lors, Molinari accentua

de plus en plus la verticalité de ses.

compositions jusqu'd. éliminer, entre
1961 et 1963, toute référence visuelle
aux rapports des formes géométriques
entre elles, pergues soit comme super-
posées, soit comme juxtaposeées.

: La composition de sa peinture actuelle

est simple et elle a.un caractére a la
fois analytique et synthétique. Des
bandes paralléles de couleurs sont
disposées sur toute la surface de la
tolle, selon une organisation qui, &
partir de 1964, est sérielle. Chaque

~- bande-des couleur a: une tonalité ob- -

‘jective qui, sitdét pergue, est modifiée
par les couleurs qui [ui sont contigués.

Et celles-ci sont, 4 leur tour, modifiées -

de la méme fagon. La répétition de
la série initiale dans certaines toiles
ajoute un élément de complexité a la
perception des modifications des cou-
leurs. A cette lecture discontinue, par
« énumération », s’en. superpose une
autre: celle de '’ensemble des bandes

!
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dans 1a synthése des mutations chro-
matiques propres a chacune. C'est
alors toute la surface qui se trans-
forme: les bandes vibrent, ondulent,
elles se détachent de la surface; elles
suivent tour a tour un mouvement

" ascendant -et” descendant, elles-ten-.. ..

dent a rejoindre les cdtés de la. toile.

. Bref, ces mutations quasi-simuitanées

détruisent la géométrie initiale et ainsi
le spectateur découvre un espace
nouveau, situé -entre son oeil et la

surface de I'objet mouvant qu'il per- -

Goit. Le tableau devient réellement
abstrait et ne fait plus appel a des
éléments formels. C'est le spectateur

"qui fait I'expérience de I'espace lumi-

neux et coloré de Voeuvre et de sa
transformation perpétuelle. Chacun
des moments de perception différe
ainsi de celui qui le précéde et de
celui qui le suit ‘dans une tension
constante entre les éléments indivi-
duels de 1a composition et sa totalité:
4 certains moments certaines bandes
colorées sont a leur maximum- d'in-

" tensité, a4 d'autres c'est toute la

surface qui s'équilibre, devient mono-
chrome et fait ainsi disparaitre 'image
proposee au départ. -

La richesse de I'art de Molinari tient
autant a la rigueur de sa conception

qu'a la complexité des réactions qu'il
provoque chez le spectateur.- Son im-

portance réside. dans la constante

- remise en question de la nature de

I'expérience picturale par une déma-

térialisation des éléments plastiques .

que Molinari fait passer du domaine
de I'image pergue & celui de I'événe-
ment.

" Pierre Théberge _
Conservateur adjoint de I'art canadien
La Galerie nationale du Canada

" Guido Molinari, one of the foremost .

abstract artists in Montreal, first
painted.by the “drip” technique, and
later composed works with large
patches of uniform colour (applied
with a spatula), which he -exhibited in

1954, In 1956-57, he executed a series

of twenty abstract, geometric paint-
ings in black and white enamel.. These

represented a complete break with -

local tradition.” The rigour which
Molinari adopted in these black and
white paintings has not smce been
abandoned. s

Beginning in 1958 he relntroduced

pure colours in his work, which was
composed then of simple geometric

‘elements — squares and rectangles —
_ spread over the entire surface of the

canvas. From this period, Molinari

-accentuated to an ever-increasing ex-
_ tent the vertical line of-his composi-
‘tions, to the point. of eliminating, |
‘{“between 1961—and 1963;-any visual- --§ .- -
reference to the interrelationships of
the geometric forms, whether they are -
.perceived as juxtaposed or as super-

imposed one on top of the other.

'The composition of. his work today is

simple and at once analytic and syn-

‘thetic in nature. Paraillel bands of col-
‘our are arranged over the entire sur-
- face. of the canvas according to a

system which, after 1964, is serial.

- Each band of colour has an objective

tonality which, once perceived, is
moditied by the colours adjacent to it;
these are in turn modified in the same
manner. -The repetition of the initial

~.series in certain canvases adds an
“element of complexity to the aware-

ness of colour modifications. To this

. interrupted perception, this perception

by “enumeration’’, is added another:
that of all the bands in a synthesis of
the chromatic mutations proper to

“each. The entire surface is then trans-

formed: the bands vibrate, undulate,
and emerge from the surface. They-
rise and falt'in turn, and strain towards
the sides of the canvas. In short, these

_,,quasl -simultaneous mutations destroy - -
the initial geometry, and the spectator

thus. discovers a new space, situated

‘between .his eye and the surface of

the moving object which he perceives.
The painting becomes truly abstract,
no longer dependent upon formal ele-
ments. It is the spectator who expe- .
riences the luminous and coloured.
space of the work, and its consfant
transformation. Each visual effect dif- .
fers therefore from those preceding
and following it, in a constant tension -
between the individual elements of
the composition and its overall pat-
tern: at certain moments some col- -
oured bands achieve their maximum -
intensity;- at "other times, the entire ..
surface becomes stable and mono-:
chromatic, thus banishing the lmage;
suggested at the outset. '

The -richness of Molinari’s art is due
both to the keenness of his conception : :
and to the comp!exuty of the reactions. .-

he provokes in the spectator. its im- -

portance resides in the constant ques-

~ tioning of the nature of the visual ex- .-

perience by a dematerialization.of the .
plastic elements, which Molinarimoves,

-~ from the realm of the image perceivsd

to that of events.

Pierre Théberge,
Assistant Curator of Canadian Art
The National Gallery of Canada. .




GIube.at‘qfal st [Warcn /7%

aredirectly linked to the blind pamting and they

form' an essential bridge .to’ the structural

themes in all the works that follow. Yow'll see,

‘when you_enter the main exhibition area, how

Molinar?’s earliest experiments Ied him through

, textures and orgahic . counterbalances of un-
. the- exhibition, where three early paintings by, ' shaped color ‘masses directly to ‘the vertical
‘the Montreal master-of color harmenies declare .. Stripes and other minimal geometric shapes on
the terms of reference. The second would be in. - which he began to train and discipline colors. He
front of the severe black and white canvas he . has made them perform- as-they never per-
calls Structure No. 1. The third would be in the . formed before. ..

- space occupied by his- drawings and works'on . . 1f Molinari’s first stripe, tnangle or rectangle
paper. These are ‘the stops we made togethe- - “is blue,-you can expect to see. the same blue
r—atid for good reason —while Molinari was'* *reappear several colors to the right, but modi:
installing 50 of his painitings and the 29 drawings’ *fied in all its vibrations by the colors separating
 that will grace the gallery until May 23. The . it from the original. And that, essentially, is
platn truth is that, without some knowledge of - - what Molinari’s art has always been about, what
how-and why ‘Molinari evolved his. deceptively he calls “a dialectic of color, light, space.” The
simple. system of -painting, the casual viewer ' 'blue stripe, in"turn, modifies.the properties of

d:mistake his colored Stripes, rectangles . the red, the green, the brown or the yellow, until

, and tnangles for expenmentsmmtenor decora- ‘the range of each is extended, The effect is a
L tiom. - 'tanglble change i m the propem&s oi all the coL_

Dozens of Toronto vnewers wxll refuse to see’ :
- ‘any more than just that decorative element; but
- ‘others “will discover the Molinari’ who has-al-
ready -astonished the world of art beyond Can
a'sborders by: extendmgthe tange of all colors:
mto ‘dimensions they havé never been ablé to

. ‘reach. It’s even possible -that' the information:
Molman is uncovering, about ‘the. properties of
“ color could one day be compared to Vermeer’s
d.\scovenes about light.. 8

- That sort of speculation b
- the pairiter, though. His: concern is with “daring
“"to be.a man-for whom the absolute was'to be
authermcx  For Melinari, this has always meant
ca challenge tothe’ status. quo in ax’t. L

pAiNﬂNét THE DARK

wou]d like‘yim_ to stop ~first at the early
‘- paintings-on the:way into the gallery becalise
* that allows him to make an‘opening statemeht of-
. sorts, This begins with the seemingly uncharac-
- teristic painting he calls ‘Emergence II.. The
densely organic “abstraction was painted by
. Molinari. in 1951 to test claims made by Man-
_ treal’s Automatiste painters about. their abxhty !
to inicorporate creative forces from the uncon-
- “SCious .into thexr art He pamted 1t whlie blmd-
folded e
-When he felt the pamtmgrto-be fimshed and
removed the- blindfold; he" found his suspicions
+ about the automatxstes—-—(:anada s first groupof
fully committed - abstractionists—~were . trie; of his work in the mid-fifties. - - _
- they had not broken with formal painting con- "+ This exhibition, -organized by ‘the Nauonal
¢ ventions as completely as they had hoped and - Gallery, will travel across Canada after the -
' claimed. This I left Molman to pursue the goal on . . AGO closing: It should be long rememberedas a’
~his own. - R . 'tesmtxglomal toa ngaclhan failx!xter as important
-, in his own way as the late Jack Bush to-the con-
. After sewerai more expenments with pamt- - tinuing advance of ‘the’ world’s -art. Now- that
“ing in the dark or blindfolded, Molinari:disco- Bush i Molinari ds alone "
vered what he believes to be a natural order in ~*/BUSf iS:gone, Molinari stan oas Canada’s,

" his art. It revealed itself, even in the first blind- - ;j:abstract master of libera

. fold- painting, as-a strong vemcal weight (of
cs densxty or color)-on the left si , followed by
horizontal development

™ GUIDO MOLINARI éoﬁl"d\find a ‘way to
walk with you through his retrospective”
‘exhibitien opening today at the Art Gal-
lery of Ontario, he would insist on at least three:
stops for discussion, argurnent or explanation. -
The first of these would be at the entrance to;

,,When you get to the drawmgs-Molman sk
third stop, your second if you want to follow the:
development in sequence—youw’ll find the same

principles-at work. The artist thinks of them as®
rrionochromatic - paintings,- whether they'ré*
: ragged masses of black against white or'masses..
“of. ﬂowmg lines derwed from the -automatic. .
writing he picked up fmm the Eumpemn surreal i

'yOu’ll as close as.you’re going'to get in this *
exhibition to the artist’s‘current ‘development. 1t
“deriyes from a black and white skétch made in
1956, when Molinari was dealing'with complexi- -
: ?;Sh of shape and volume rather than color and
light.
“~ From 1970 to 1973-—the pomt at whxch thxs
: .retrospectxve exhibition ends— Molinari’s paint-
-“ings foreshadow change: The structural symme-
““try against which he tensions his Color begins to’
ove, turn and lean. Since 1973, his:colors have'
tended to become miare subtle and lyrical, and
today he is committed to “‘going back to dealing
with the relatwnshlps of shape". charactensm:,
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RON
MARTIN

1943 [ London, Ontario

Ron Martin a étudié a |"école secondaire H.B. Beal de London (Ontario). Dés 1964, il ouvre son propre atelier dans
cette méme ville et se consacre entierement & la peinture. L'année suivante, Martin commence a exposer réguliérement
3 Toronto, et, 3 compter de 1971, tous les ans, & la Carmen Lamanna Gallery, Toronto. On retrouve ses ceuvres dans
trois grandes expositions canadiennes organisées par la Galerie nationale du Canada: La V//¢ Biennale) de peinture
canadienne, 1968, Le cceur de Londres, en 1968, et Boucherville, Montréal, Toronto, London en 1973. L'Art Gallery
of Ontario a présenté récemment la série World Paintings, ensemble d‘ceuvres exécutées par Ron Martinen 1970. W
Ron Martin est titulaire d ‘une bourse de travail libre offerte par le Conseil des Arts du Canada. Ses ceuvres figurent
dans les collections de la Galerie nationale du Canada, de |‘Art Gallery of Ontario et de la London Public Art Gallery
de London (Ontario).

Bocour Green
Bocour Blue
Untitled

1971 acrylic on canvas - acrylique sur toile 214 x 183 cm.
1972 acrylic on canvas - acrylique sur toile 213 x 183.5cm.
1974 acrylic on canvas - acrylique sur toile 214 x 168 cm.

Ron Martin studied at the H.B. Bea!l Secondary Schoo! in London, Ontario. He set up his own studio and began painting full time in the same city in 1964.
Martin has exhibited regularly in Toronto since 1965 and annually at the Carmen Lamanna Gallery, Toronto, since 1971. His work has been included in
three major Canadian exhibitions organized by the National Gallery of Canada ; the Seventh Biennial of Canadian Painting 1968, The Heart of London, 1968 ;
and Boucherville, Montreal, Toronto, London, 1973. An exhibition of Ron Martin’s World Paintings, a series of works executed in 1970, was recently mounted
by the Art Gallery of Ontario. Ron Martin is the recipient of a senior Canada Council award. His works are represented in the collections of the National
Gallery of Canada. the Art Gallery of Ontario and the London Public Art Gallery, London, Ontario.
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CLAUDE BREEZE

1938 / Nelson, British Columbia W Spacing No. 5 | 1974-5 [ acrylic & china marker on canvas | acrylique et encre de chine sur toile [ 122 x 160.5 cm.

Claude Breeze graduated in 1958 from the Regina School of Art, University of Saskatchewan and then moved to Vancouver where he attended the Vancouver
School of Art. Breeze was exhibiting his work in group shows by the early sixties and had his first one man show in 1965 at the New Design Gallery, Van-
couver. He has since exhibited at the Bau-Xi Gallery, Vancouver, the Jerrold Morris Gallery, Toronto and the Marlborough Goddard Gallery, Toronto and
Montreal. B Over the past ten years Claude Breeze's work has been selected for a number of major shows including the Biennial of Canadian Painting,
1965, Perspective ‘67, at the Art Gallery of Ontario and Canada 7107 organized by the Canada Council in 1968 for the Edinburgh Festival. His work has been
included most recently in Changing Visions : The Canadian Landscape, a travelling exhibition organized by the Edmonton Art Gallery and the Art Gallery of
Ontario. W Claude Breeze has taught at the Banff School of Fine Arts and was Avrtist in Residence from 1972 to 1974 at the University of Western Ontario
in London. He is presently teaching at York University, Toronto. His work is represented in collectlons across the country, including the Vancouver Art
Gallery, the Art Gallery of Ontario and the National Gallery of Canada.

Paterson Ewen began to exhibit in the mid-fifties after attending the Montreal Museum of Fine Art School. He was a member of the
Association of Non-Figurative-Painters of Montreal and participated in the now historic exhibition Espace 55. In 1968 he was repre-
sented in the Seventh Biennial of Canadian Painting, organized by the National Gallery of Canada. He has exhibited annually since
1968 at the Carmen Lamanna Gallery, Toronto, and is represented in the currently travelling exhibition New Visions: The Canadian
Landscape orgamzed by the Edmonton Art Gallery and the Art Gallery of Ontario. A retrospective of Paterson Ewen’s work is to be
mounted by the London Art Gailery, London, Ontario, in November 1976. Bl Paterson Ewen has lived in London, Ontario since 1969.
His work is represented in the collections of the Musée d’Art Contemporain, Montreal, the Montreal Museum of Fine Art and the
Nationa! Gallery of Canada.

CHARLES GAGNON

1934 | Montréal, Québec M Screenspace #2 | Espace/écran #2 | 1973-4 | oil on canvas [ huile sur toile [ 1568 x 229.5 cm.

Charles Gagnon studied graphic art and interior design at the Parsons School of Design in New York from 1956 to 1959, As well as being a painter, he is
also known as a filmaker and a photographer. Gagnon has been exhibiting in Canada and abroad since 1958. His work has beep represented in numerous
major exhibitions over the past fifteen years; notably, the biennials of Canadian painting throughout the sixties: Canada: Art d'Aujourdhui, a travelling
exhibition organized by the National Gallery in 1968 for the Department of External Affairs and Canada 707, an exhibition organized by the Canada Council
in 1968 for the Edinburgh Festival. He was commissioned to create the films for the Christian pavillion at Expo 67 and has recently completed a mural for
the Lester B. Pearson building in Ottawa. B Charles Gagnon lives in Montreal. He has taught film at Loyola College, Montreal and presently teaches film
and photography at the University of Ottawa. He was the recipient of a senior Canada Council award in 1968 and 1969. His works are included in the Zacks
collection, Toronto, and the collections of the National Gallery of Canada, Ottawa, the Montreal Museum of Fine Art and the Musée d'Art Contem-
porain, Montreal.

Prior to his arrival in Canada in 1949, Gershon Iskowitz studied at the Warsaw Academy of Fine Art and at the Munich
Academy of Fine Art, as well as with the Expressionist painter, Oskar Kokoshka. He has exhibited in Canada since
the late fifties and regularly at Gallery Moos, Toronto, since 1964. His work was included in the sixth Biennial of
Canadian Painting in 1965 and the Toronto Painting 1953-65 exhibition in 1972, both organized by the National
Gallery of Canada. In 1972 he represented Canada at the Venice Biennial with sculptor Walter Redinger. Gershon
Iskowitz’s works are in major collections across the country, including those of the Art Gallery of Ontario and the
National Gallery of Canada.

RON MARTIN

1943 | London, Ontario W Dionysos Torn Limb from Limb [ 1974-5 | acrylic on canvas [ acrylique sur toile | 214.5 x 168 cm.

Ron Martin studied at the H.B. Beal Secondary School in London, Ontario. He set up his own studio and began painting full time in the same city in 1964,
Martin has exhibited regularly in Toronto since 1965 and annually at the Carmen Lamanna Gallery, Toronto, since 1971. His work has been included in
three major Canadian exhibitions organized by the National Gallery of Canada ; the Seventh Biennial of Canadian Painting 1968, The Heart of London, 1968 ;
and Boucherville, Montreal, Toronto, London, 1973. An exhibition of Ron Martin’s World Paintings, a series of works executed in 1970, was recently mounted
by the Art Gallery of Ontario. Ron Martin is the recipient of a senior Canada Council award. His works are represented in the collections of the National
Gallery of Canada, the Art Gallery of Ontario and the London Public Art Gallery, London, Ontario.

John Meredith studied at the Ontario College of Art from 1950 to 1953 and began to exhibit in Toronto
in the late fifties. He has exhibited regularly since 1961 at the Isaacs Gallery, Toronto. In 1974 a major
retrospective exhibition of Meredith’s work was circulated by the Art Gallery of Ontario. His work has been
represented in a number of major exhibitions including the sixth Biennial of Canadian Painting in 1965, the
Quatrieme Biennale de Paris, 1965, Canada: Art d’Aujourd‘hui, a travelling exhibition organized by the
National Gallery of Canada.for the Department of External Affairs in-1968, Canada 7017, organized by
the Canada Council for the 1968 Edinburgh Festival, and Toronto Painting, 1953-1965, organized by the
National Gallery of Canada i 1972. M Meredith’s work is representedin many collections including those of
the Art Gallery of Ontario, the Montreal Museum of Fine Art, the National Gallery of Canada, the Vancouver
Art Gallery and the Museum of Modern Art, New York.

GUIDO MOLINARI

1933 | Montréal, Québec W Structure triangulaire gris-brun | 1972 | acrylic on canvas [ acrylique sur toile [ 173 x 173 cm.

Guido Molinari studied at the Ecole des Beaux Arts, Montreal and the Montreal Museum of Fine Art School. In the mid-fifties he opened his own gallery,
Galerie L'Actuelle in Montreal.devoted entirely to non-figurative art and was a significant force in the Plasticien movement. B Molinari’s workwasincluded
in the biennial exhibitions of Canadian painting throughout the sixties and he represented Canada at the Venice Biennial in 1968. In the same year, his work
was included in Canada : Art d’Aujourd’hui, organized by the National Gallery of Canada for the Department of External Affairs and Canada 707, organized
by the Canada Council for the Edinburgh Festival. Molinari‘s work has also been recognized in important international exhibitions on the theme of optical
colour painting such as The Responsive Eye, the Museum of Modern Art, New York, 1965 and Op Art and its Antecedents, a travelling exhibition organized
by the American Federation of Arts, 1966-67.This'year a major retrospective of Molinari’s work has been mounted by the National Gallery of Canada. W
Guido Molinari lives in Montreal and teaches at Concordia University. He has received Canada Council grants and a Guggenheim Fellowship. His work is
represented in a number of major collections including those of the National Gallery of Canada, the Art Gallery of Ontario, the Guggenheim Museum, New
York and the Museum of Modern Art, New York.

Diplémé de fa Regina School of Art de I'Université de Saskatchewan, en 1958, Claude Breeze se rend
ensuite & Vancouver ou il suit les cours de la Vancouver School of Art. Dés le début des années soixante,
il présente ses ceuvres & |‘occasion d‘expositions collectives et, en 1965, pour la premiére fois au cours
d’une exposition individuelle, & la New Design Gallery, de Vancouver. Depuis lors, il expose a la Bau-Xi
Gallery de Vancouver, & la Jerrold Morris Gallery de Toronto et & la Marlborough Goddard Gallery de
Toronto et Montréal. B Les ceuvres de Claude Breeze sont au nombre de celles qui ont été retenues ces
dix derniéres années pour plusieurs grandes expositions: Biennale de la peinture canadienne (1965),
Perspective ‘67, 4 I'Art Gallery of Ontario, et Canada 7017, organisé par le Conseil des Arts du Canada, en
1968, pour le Festival d’Edimbourg. Tout derniérement, on a pu remarquer son ceuvre dans le cadre de
Changing Visions : The Canadian Landscape, exposition itinérante organisée par ['Edmonton Art Gallery et
I’Art Gallery of Ontario. B Claude Breeze a enseigné a la Banff School of Fine Arts. Artiste résident a
I"Université Western Ontario, de 1972 & 1974, il enseigne actuellement a 1'Université York de Toronto.
Ses ceuvres figurent dans maintes collections canadiennes, dont celles de la Vancouver Art Gallery, de
I’Art Gallery of Ontario et de la Galerie nationale du Canada.

PATERSON EWEN

1925 | Montréal, Québec B Forked Lightning | 1971 [ acrylic, metal, linoleum, canvas on p/ywood / acrylique, métal, linoléum, toile sur contre-plaqué
244 x 122 cm.

Paterson.Ewen commenca a exposer vers 1955, aprés avoir suivi les cours de I'école du Musée des beaux-arts de Montréal. Membre de |’Association des -
peintres non-figuratifs de Montréal, il participa & ['exposition £space 55, passée désormais & I’'histoire. En 1968, on retrouve ses ceuvres 4 la VII® Biennale
de peinture canadienne, organisée par la Galerie nationale du Canada. Depuis 1968, il expose tous les ans & la Carmen Lamanna Gallery de Toronto et ses
toiles sont au nombre de celles que l‘'on peut voir actuellement & ’exposition itinérante New Visions : The Canadian Landscape, organisée par I’Edmonton
Art Gallery et I’Art Gallery of Ontario. La London Art Gallery de London (Ontario) offrira une rétrospective des ceuvres de Paterson Ewen en novembre
1976. W Paterson Ewen habite London (Ontario) depuis 1969.Ses toiles figurent dans les collections du Musée d’art contemporain de Montréal,du Musée
des beaux-arts de Montréal et de la Galerie nationale du Canada.

Charles Gagnon a étudié les arts graphiques et la décoration intérieure, de 1956 & 1959, & la Parsons School
of Design de New York. Peintre de son état, il est également connu pour ses talents de cinéaste et de
photographe. Gagnon expose au Canada et a |'étranger depuis 1958. On retrouve son ceuvre dans bon
nombre des grandes expositions qui ont eu lieu ces quinze derniéres années, notamment aux biennales
de peinture canadienne des années soixante, & Canada: Art d'aujourd’hui, exposition itinérante montée
par la Galerie nationale du Canada en 1967 pour le ministére des Affaires extérieures, et Canada 1017,
exposition organisée par le Conseil des Arts du Canada en 1968 pour le Festival d’Edimbourg. Chargé de
la création cinématographique commandée pour le pavillon chrétien & Expo 67, il a terminé récemment
une peinture murale pour I'immeuble Lester B. Pearson d'Ottawa. B Charles Gagnon habite Montréal.
Il a enseigné |‘art cinématographique au collége Loyola de Montréal et, actuellement, il donne des cours
d‘art cinématographique et de photographie a I'Université d’Ottawa. I! a bénéficié d'une bourse de travail
libre octroyée par le Conseil des Arts du Canada en 1968 et 1969. Ses ceuvres figurent dans la collection
Zacks de Toronto, et les collections de la Galerie nationale du Canada & Ottawa, du Musée des beaux-arts
de Montréal et du Musée d’art contemporain de Montréal.

GERSHON ISKOWITZ

1921 | Kelce, Poland W Painting in Violet and Mauve [ 1972 | oil on canvas [ huile sur toile | 228.5 x 198.5 cm.

Avant 1949, date de son arrivée au Canada, Gershon Iskowitz fut éléve des académies de beaux-arts de Varsovie et de Munich, ainsi que du peintre expres-
sionniste Oskar Kokoshka. |l expose au Canada depuis la fin des années cinquante et, plus précisément, & la Galerie Moos de Toronto, & intervalles réguliers,
depuis 1964. Ses ceuvres figurent parmi celles présentées, en 1965, & la Biennale de peinture canadienne et, en 1972, & Peinture torontoise 1953-1965,
expositions organisées |’une et I’autre par la Galerie nationale du Canada. En 1972, avec le sculpteur Walter Redinger, il a représenté le Canada 4 la Bien-
nale de Venise. Les ceuvres de Gershon Iskowitz ont une place de choix dans les principales collections du pays, notamment celles de I’Art Gallery of
Ontario et de la Galerie nationale du Canada.

Ron Martin a étudié a |’école secondaire H.B. Beal de London (Ontario). Dés 1964, il ouvre son propre atelier dans
cette méme ville et se consacre entiérement a la peinture. L’année suivante, Martin commence & exposer réguliérement
3 Toronto, et, & compter de 1971, tous les ans, & la Carmen Lamanna Gallery, Toronto. On retrouve ses ceuvres dans
trois grandes expositions canadiennes organisées par la Galerie nationale du Canada: La V//€ Biennale de peinture
canadienne, 1968, Le coeur de Londres, en 1968, et Boucherville, Montréal, Toronto, London en 1973. L'Art Gallery
of Ontario a présenté récemment la série World Paintings, ensemble d‘csuvres exécutées par Ron Martin en 1970. B
Ron Martin est titulaire d“une bourse de travail libre offerte par le Conseil des Arts du Canada. Ses ceuvres figurent
dans les collections de la Galerie nationale du Canada, de I’Art Gallery of Ontario et de la London Public Art Gallery
de London (Ontario). .

JOHN MEREDITH

1933 / Fergus, Ontario W Jupiter | 1973 | acrylic on canvas | acrylique sur toile | 244.5 x 300.5 cm.

John Meredith a étudié a |’'Ontario College of Art de 1950 & 1953 et exposé pour la premiére fois & Toronto vers la fin des années cinquante. Il expose
réguliérement, depuis 1961, & I’lsaacs Gallery, Toronto. En 1974, une grande rétrospective, lancée par I’Art Gallery of Ontario, présente ses ceuvres. On les
retrouve dans nombre d’expositions importantes, notamment a /a V/® Biennale de peinture canadienne, en 1965, & /a /V¢ Biennale de Paris, également en
1965, & Canada : Art d'Aujourd’hui, exposition itinérante organisée par.la Galerie nationale du- Canada pour le ministéré des affaires extérieures en 1968, a
Canada 1017, organisé par le Conseil des Arts du Canada pour le Festival d’Edimbourg en 1968, et & Peinture torontoise 1953-1965.présenté parla Galerie
nationale du Canada en 1972. Bl L'ccuvre de Meredith figure dans plusieurs collections, celles, notamment, de I’Art Gallery of Ontario, du Musée des
beaux-arts de Montréal, de la Galerie nationale du Canada, de la Vancouver Art Gallery, du Museum of Modern Art de New York, etc.

Guido Molinari a étudié a I'Ecole des Beaux-arts de Montréal et a |’école du Musée des beaux-arts de la méme ville.
En 1955, il ouvre sa propre galerie a Montréal, la Galerie I'Actuelle, consacrée entiérement a |‘art non-figuratif, et joue
un réle marquant dans le mouvement plasticien. B L’ceuvre de Molinari est présentée au public lors des expositions
biennales de peinture canadienne au cours des années soixante et, en 1968, il représente le Canada & /a Biennale de
Venise. Cette méme année, on retrouve son ceuvre & Canada : Art d’Aujourd’hui, exposition organisée par la Galerie
nationale du Canada pour le ministére des Affaires extérieures, et & Canada 707, organisé par le Conseil des Arts du
Canada pour le Festival d’Edimbourg. Les toiles de Molinari connaissent également la consécration & |'occasion de
grandes expositions internationales axées surle théme du mélange optique des teintes : The Responsive Eye,le Museum
of Modern Art de New York, en 1965, et Op Art and its Antecedents, exposition itinérante organisée par I’American
Federation of Arts, en 1966-1967. Cette année, la Galerie nationale du Canada a présenté une grande rétrospective
des ceuvres de |‘artiste. Ml Guido Molinari habite Montréal et enseigne & I'Université Concordia. Il a bénéficié de
subventions du Conseil des Arts du Canada et d'une bourse de perfectionnement Guggenheim. Certaines de ses
ceuvres figurent parmi les piéces de plusieurs grandes collections, notamment celles de la Galerie nationale du Canada,
de I'Art Gallery of Ontario, du Musée Guggenheim de New York et du Museum of Modern Art de New York.
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_Dionysos- Torn Limb - from Limb 1974 5
214.5 x 168 cm.
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gfoun‘ floor hf the Natlonal' Gallery
| Canada’ m_ Ottawa, in-an exhlbm

“¢Wefelt that these. §ix’ mdmduals
-were domg, durmg lhe pasl year the

i vocabulary of geslurcs m each pamung,

|:'terms of hemorrhage, in. spite of the
|/ canvas, but rather in terms of life-force,”

-thought of Clyfford Still's note/to Jack-

"work a man can do, facing up towhat he .
; is and aspires to.” [ thought, after a
" while, that 1 had better get to work :
- myself, critic’s work, and’ decide which

i why

, contained air, and sometimes Bright. Red:
-#10, with its irritating air of being’ jUSt

ploswe obscemty that is, unl‘or-
ely. my- usual_ first response to: arf
that I am . lmmedlately attracted to and

arc, SWingin‘g . the‘ body. Body
then and indeed: they were: all -
ed’ wuh body-strokes, thdt is to" say,
b'g‘ sweepmg, loopmg‘_slashmg,

‘yer each painting unique, both-distinct
-and discrete from its neighbors. 1
thought of blood, of course, but not in -

quanmles of paint that had been lav-
|shed and ravished 'upon each virgin

a passnonatevrush. I thought of work and
effort, striving and accomplishment — 1

son Pollock after seeing some of Pol-'
lock’s paintings in- 1953: . .. here a man
had ‘been at work, at lhe profoundest

of the 14 paintings I liked the best, and
.and decided, finally, that some-
times 1 would like, say, Bright Red #1,
with its. density and almost smug, self-

about to complete itself — when it gol

arnitfnnd tn it CAnAd Firaslte T orhAanoht (-alt

of course thls has to do with'me, and my
changes nol with the canvas, because it

snmply S,

height,

-summer | had worked. there,” M
'says, ““and then I left thal.']‘he‘ next year
‘1" worked _at the Post Office for six

and not wnh the arust

because while he clearly made these

|. paintings while delivering what he felt at
: ‘the momient . of ‘their making; 1 am

', simply delivering back to them what they
| do to me at the moment of my seeing

them. 1 couldn’t recall an occasion where

. 'the artist’s intention, as divined by me,
“and’ expressed m formal esthetic terms,

ever mattered lessiin my response to and

_ appreciation of his paintings. The paint-

ings were, they were alive, and so was I,

' looking at them — that seemed to be
* quite enough; and just about all I could
| stand, in that rooml‘ul of -bright red
'pamtmgs

- The train ‘station in London is on a

back street, just-a minute’s walk from
" the-centre of town. If you turn left and
: ’i walk west for five minutes, you arrive at
- the old Forrest Furs Building. on the
- third floor of which (it's a walk-up, of

course) Ron Martin lives and works. He

is 33 years old and, yes. of medium
voluble an;l red-hdired. The
studio is meticulously neat, living quar-
ters on one side, working area with
works-m-progress on ‘the other — big
black paintings right now. It-is his fourth

‘studio in London since he graduated, in’
1964, from Beal Technical School, where
he received. hlS only formal art instruc- E

tion.

“When | got out of school I worked at
Silverwood Dairies, the sixth or seventh -
Martin:

months and | painted at thé same time
~ that’s one thing, we always worked; .
always painted, we always did our work.
You know, the whole thing about com-
ing home and being too tired, that was
no excuSe There was no question of

“that .. .

And seven years later;- wnth the
exhibition of a series of canvases called
World Pamnngs ‘at the Carmen
Lamanna Gallery in Toronto in 197},




Ron Martin declared himself, for all who
would see, as a-major Canadian artist —
which, if it means anything, means that
it became important for, people who do
such thmgs to analyze classify and
-evaluate him. Right away, that led to
some difficulty. The World Paintings (so
called, Martin says, “‘because | wanted to

feet hngh by five wide (or eight by six)
and the wholé surface is ruled into a grid

eight. - Sounds very formal and sys-
tematic, no doubt. Nonetheless

tematic dnalysis.
them, but they are irrational, cloud-like
formations of tonal values that float over
the surface of the painting, undirected

open 1o observation, not as vessels of
meaning, ' says Roald Nasgaard; cura-
tor of contemporary art at the Art Gal-

them last year.

So the vnewer standing before a-
Martin painting, is acutely awaré of
three, quite distinct, presences — Hhig.
"own, as embodied by his responise to the
painting,. the painting itself as a self- !
contained entity, and finally the painter,
who made that thing there — for what
réason ard to what end? “It’s an expres- |

get the whole world in there,’ )‘are seven '

of one-irich squares; within each square |-
are three strokes, an N—conﬁgurahon set’|
upright or sideways, each stroke being a. |.
single color chosen from a palelte of |

the’
- World Pamtmgs do not vyield to sys-

Patterns. emerge in.

by. the grid structure. “‘We have to ap-- '
prehend the paintings as literal realities |

sion of a certain character,” says Martin,

lery of Ontario, whnch showed 12 of | °

*“th¢ impulse of a charactér wha 13 acting
and reaffirming, c‘onsl'{intlv réaffirmung,
his actions. 1Cs like a guy bealing on a

. drum, and if }ou can jmagine dguy beat-

ing on a drum and all those tones stay.
“they don’t disappear, they just stay there
and you can hear them cohsli&_ntly, and
out of that reaffirmation, that beating of
the drum, there’s a differéntiation of
tones, and out of those [(hfferenl] tones
a pattern arises that’s mcuhar to that
particular person.

“After the World Pa'nrmgs { dld the
coloted paintings, all different colors ...
using one color, a substancé . .. using
‘lhd[ within certain tradnmnal structures

.in pamtmg canvas, on a stretchér, on

the wall — and that's a vehicle, a
convention. Now, the nature of a
_genuine convéntion is llke it’s dn open’

closet, and the way you mave in that
permns youto come into play. 1 acted the
Same way m the grid of . the World
: Pmntm ..... e

‘The one-color puinlings, the Bright
-Red paintings, and then, a couple of

years ago, the first Black Faintings. the |

surfaces of Wthh aré so thick and heavy
withr oozing slathers of - paint that they
appear (0 have arranged themselves,
rather than having beén guided by the
~hand (or hands. in this case) of the artist.
‘He made his interest in the separation of
attist, painting, and viewer quite specific
in the title of one of them: 4 Face Facing
a. Face. And now, in the studio; vet
-another series of black ones, quite
different in-appearance from those of
two years ago — all of this in London, a
medium-sized city much like a couplé of
dozen others.

“Thé fact.of the matter is.” Martin
says, “there iare a few pedple here, like
Greg Curnoe. who are in their lifestyle
constantly reaffirming their creative
powers. 1 hev live. them, they act them
~out, and I think as wyoung artist, when |

“Ron Martin paints
with big, sweeping,
looping, slashing,
scratching,
thrustmg strokes

this-obviously was

looked -at his. work.
there, and excited me. | can see that the

net result of being able to come in
contact with people .whao iare genuine’
creative artists has be€n a trémendous
help to'me as a person.

“1 think today, the significance of &
painter in London. Ontario. in Candda;
is that the artists are really demanding of
themselves a geauine apprécidtion for
what | consider to be dn objective

~ participation in the community, and that

is 10 See what 4 person is — in & way, dan
alfirmation of the condition of one’s life;
the soul.” i

London, Ontario. Canada: i is maybe
one of the few places around wheére one
may unashamedly discuss the status of
the soul these days. To my knowledge.
there is no esthetic discipline by which
the amount of soul that goés inla; say, a
Bright Red painting can be said to
predictably elicit a commensurate quick-
ening in the:soul Of the viewer, but to
my mind there must be one around
somewhere. because it seems o work
that wav. 1t is thoughts like these. while
staring out-at the unvielding fandscape
of southern Ontario, that fend a certain
beauty 16 that train irip: no matter how
many times one takes it @

L i - =

“The only true authonty in art is the 1magmatton and the origin of the
imagination is the human heart. That’s the whole pomt I'm doing this in the

_world. Genuine. freedom is being able to affirm one’s

world.”

sinternal nature in the

— Ron Martin, 1976
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‘ Preface

With cach exhibition of new work Ron Muartin adds to his stature as one
of the most challenging of younger painters in Canada. The first definitive state-
ment of the course of his thinking was made during 1970 in.the World Paintings,
the culminating dozen of which form tlu core of the exhibition. Of those shown
in public for the first time spcual attention should be paid to the two additions
to the series from 1971 where use of a more weighty paint body carries implica-
tions for the shift towards the One-Colour Paintings. The watercolours represent
various stages of working preceding and during the executions of the World
Paintings. - ,

It was'Ron Martin's special desire that the catalogue should include the text
of a taped-conversation concerning his thoughts about.the World Paintings and
about the nature of art and creativity in general. Auordmg to his request the
text has been presented with a mininum of editing. :

Special thanks must be extended to Carmen Lamanna and the Carmen
Lamanna Gallery who throughout the orgdnlzauon of the exhibition have given
unsparing assistance wuh all detdlls

R.N.
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1965
1966
1967
1969
1970
1971
1972

1973
1974

1975

1965

1967
1968

Born:
Studied:

1976

‘ Ron Martin

London.Ontario 1943 '

Commercial Artat H. B. BealScLondarv School under Mr. Herb ArTiss,
Mr. John O'Henley and Mrs. M. Cryderman 1960-1964

Established studio in London, Ontario and began painting 1964
Represented by the Carmen Lamanna Gallery, Toronto, Ontario

One- Man Exhibitions
Pollock Gallery, Toronto, Ontario

Pollock Gaillery, Toronto, Ontario

120/20 Gallery, London, Ontario

Talbot College, University of Western Ontario, London Ontario
20/ 70 Gallery, London, Ontario

York. University, Toronto, Ontano

Studio. Londdn, Ontario

Carmen Lamanna Gallery, Toronto, Ontario

Carmen Lamanna Gallery, Toronto, Ontario

{ Carmen Lamanna Gallery, Toronto, Ontario
Carmen Lamanna Gallery, Toronto, Ontario

London Public Library and Art. Museur_n London Ontario

“Forest City Gallery, London, Ontario

NatnonalTounngExhlbmon ‘The National Gallery of Canada, Ottawa,
Ontario (cancelled)

Carmen Lamanna Gallery, Toronto Ontario
Studio Exhibition, London, Ontario

Forest City Gallery, London, Ontario
Carmen Lamanna Gallery, Toronto, Ontario
Forest City Gallery, London, Ontario

Selected Group Exhibitions
1964

Young Contemporaries, London Pubhc lerary and Art Museum
London, Ontario

Two-man Exhibition, London Pubhc lerary and Art Museum
London, Ontario

Centennial Travelling Exhibition, juried by Bryan Robertson

Seventh Biennial of Canadian Painting, National Ga]lery of Canada,
Ottawa, Ontario T :
Heart of London, National Gallery of Canada, (‘)ttawa, Ontario -




1969 Canada Council Travelling Show. National Gallery of Canada.
"Ottawa, Ontario and other centres in Canada '
1971 ~Canadian Cultural Centre, Paris, I~mn<,c organized by the Nahona!
Gallery of Canada. Ottawa :
Contemporary. Canadians. Albright-Knox (Jallery Buffalo, New York
1972 Diversity - Canada East, Edmonton Art Gallery, Edmonton, Alberta
~ and Norman MacKenzie Art Gallery, Regina, Saskatchewan
1973 Boucherville, Montreal, Toronto, /()m/()n /973, National Gallery of
~ Canada. Ottawa, Ontario

1974 -Department of External Affairs Lmbassv Remdeme Switzerland, or-
- ganized by the Department of External Afairs, ()ttawa Ontario
1975 . Carmen lammma ar the Owens Art Gallery, Mount Allison Unjver-

sity, Owens Art Gallery, ¢ Sackville, New Brunswick -
The Canadian Canvas/Peintres canadiens actuels, Natlonal Travel-
- ling Exhibition, sponsored by Time Canada Ltd. ‘

Carmen Lamanna at the (’anudum Culrural Cenrre Canadian Cultuml
Centre, Paris, France
Vehicule, Montreal, Quebec ‘
Exchange exhibition with Forest City Gallery, London, Ontario |

1976 Ontario Now, a survey of contemporary Ontario art, Kitchener-
Waterloo Art Gallery and the Art Gallery of Hamilton
The First Dalhousie Drawing l:\/nbm(m DdlhOUSlC Umversnty Art
Gallerv Halifax, Nova Scotia '

.

He is represented in the public co!lections of ;

London Public Library and Art Museum. London, Ontario

Mclntash Art Gallery, University of Western Ontario, London, Ontario
Centennial Collection, Canada Council, Ottawa, Ontario

Art Bank, Canada Council, Ottawa, Ontario

National Gallery of Canada, Ottawa, Ontario

Alumni Collection. University of Western Ontario, London, Ontario
Art Gallery of Ontario, Toronto, Ontario

Rothman’s Art Gallery, Stratford. Ontario

LLondon Police Commission. London, Ontario

Canadian Broadcasting Corporation, Vancouver, British Columbia
Department of E\ternal AfTairs, Cultural Affairs Dlvmon ()[Mwa ()ntdno

and in numerous private LO”GL[IOHs
rd
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Photo: E. Kerr for the National Gallery of Canada

London 1973

HON MARTIN

Brighi Red No. 3, May 1972, acrybic on canvas,
84" x 7Y

Courtesy: (lfaxjmcn Lamuona Galiery

ROALD NASGAARD

There is a documentary matter of factness about
the Bowgherville Montréal “Toronty | London 1974
exhibition at the National Gallery. One senses it
imniediately in the precise designation of indi-
vidual cities in the tite (though Saxc has i the
meaname moved from Montré:\i to Tamsworth,
Ontario) and m tht“ application of topagraphical

distribution maps both for the poster and for the

catalogue cover. It also pervades the design of

“.the exhibition, fron the clean layout of the cata- -

logue (and its factuad text) to the clear and roomy
installations in separate, self~contained spaces of

“single works or groups of work by one artist.

The atniosphere is brisk and tersely confident.

2One s lefe with the inipression that the curators,

Brydon Smith and Pierre Théberge, had betore

“themiselves a clearty defined, investigative job
* which they LOH)P]Ltt‘d with thorough profes-

-smml expertise. The exhibition is their report.

ts kt vw ord\ tO( l!\td HPOII in []1(‘1!’ cat I]OI,_‘ll(

matic.” From among’ the.younger and lesser-

known gencration of artists they- chose six as
representative syinptoms of the general state of
art in the country, Canada, at the moment, 1973.
T hc exhibition is the plotted dmgram The re-
sults are mecntlw exciting and-it is regretable
that the show will not be seen outside of Ottawa.,
One should not, however, be deccived by this
air of mateer of tactness into belicving thig the

.curators’ job wasnot a risky onc and their choiee

not subjective. The maultiple onc-man show for-
mat was followed.in order to be mmpréhcnsivc
and at the same time to avoid the much criti-
cized confusion of the encyclopaedic survey with
its one man, onc work principle. Smith and Thé-
berge took a carefuily selective and analytic ap-
proach to the problem. One may well wonder,

however, to what degree the exhibition is symp-

" tomatic of the moment in Canada and to what
"~ degree it reflects the sex, taste and geographic
., location of its ‘organizers. The region lying be-
tween Boucherville and London is remarkably °
‘small and exclusive in comparison to the whole

length of Canada from Halifax to Vancouver,
which the curators travelled during the prepara-
tion of the exhibition. All six artists are male,

five are anglophones and four arc represented by

Carmen Laimanna. Is this broadly enough repre-
sentative to be ‘considered symptomatic? Pet-

haps not, but the curators neither deny their
“” limitations nor apologize for them. Their confi-

dence in their choice is underscored by the Na-
tional Gallery's liberal purchase of works in the
cxhibitiop. Nor, perhaps, are there other jurors
in Canada whose authority we would be happier
to accepe. Whatever critical reservations .may
arise, the exhibition is of }}igh and even quality

introduction, are” diagrammatic” and “sympto-

and 1 andicates the patient diagnos d o by
fivelv, healthy and inaginative, rennarkahis

diverse e his ineerests and internatonad in

Voo dm..n‘

Apart from the visml and physical evidence

of the exhibition the curators, quite correctdy,

do not attempt 1o .xrguc' turther overviews as w
the current state or direction of Canadian art.
The diversity iy perhaps enough of a conmment.
If one were to deduce a »[:l[t"xlh_'n[ of a more gen-
eralized sort it would be in the nature of a corol-
tary to the factual character of the exhibidon ii-
self. There is a tendency in the catalogue w pre-
sent the wark of are, not at ali as a mark of spon-
tancous oracular outpouring, but as a product of
deliberate “hard work.” This is truc not onlyv of
the texr, but also of the tite-page color photo-
graplis preceding cach scetion which show the
artist making notes, shifting objects, paintng
fiddling with cyuipment. Each scetion in rurn
concludes with a serics of photographs of note-
book pages, diagrams, working -sketches and
photographs, and views of the ardst at work
again, such as the 26 picrures of Ron Mattin
painting Bright Red No 3.

Thus we encounter j%uncs B. Spencer, on
step-ladder, small brush in hand, meticulously,
bit by bit, copying on a mionumental scale u
color photograph of a wave crashing onto the

b -
beach of Lake Ontario ;. or Robin Collyer very

physically engaged in shifting the individual
units of his Dan’t lie, Don't cheat, Don't be afraid,
which most often are pure formal elements, bu:

“which may also resemble boxes or benchies or
.other practical objeets. When all the posidion-

ings and re-positionings have been complezed
however the original integrity of the individual
parts becomes strangely subverted us they begin
to establish new and subtle associations with
their fellow parrs, tentative though they may be,
as the cve wanders across the considerable
spaces which pervade the grouping. The final
intcrrclalionship may seemr easy and casinl,
mysterious, and almost accidental; bue i is un-
alterable, and having decided upon it, as the
catalogue documents, Collyer fises it for pos-
terity  with ans'urcmcnts and diagrams and
photographs, or with felt templates of the fluor
arca between the units as guiacs for future in-
stallations. ®

" Butin this contextit is the case of Ron M artin_

. which 15 most iateresting. His 14 farge, bright

red canvases, clasely hung to till the ¢nrire wall-
space of their allotted gallery, are asplendid nael-
tiple revelation of the properties of the calor red,
not as an abstrace cn'.ify, but as 2 specihc maveer
which is fluid and wactile and physically dis-

tinguishabic from the white of the canvas under-



neath. 16 is curons that 1 spite ot their obvious

y or'\giu in Action Painning, Mardn's paintings re-

talny a strange aon-kapressionist casualness. Vio-
lent brush marks and fieer smears resolve
themselves wte surprisingly casy and chythmie,

. centralized images whose rather relaxed pre-
sence should, but doesn't, contradict cheir cner-

getic source. And in tact. Martin's painting, in

stead of being the resule of a surrealistic-unleash-
ing of tlic subconscious, is really a product of
rigidly disciplined hard work, involving a
number of carefully defined components which
limit and control the painting event. The cata-
logué lists them: a canvas of standard size

“determined by the reach of the painter’s arm;
; P

two 150 c.c. tubes of Bocour aquatec acrylic
bright red, mixed with gel in three-quarters of
a gallon of medium; one tvpe of brush: a

.maximum time span of 13 minutes; no stop-
ping from start to finish. The. inevitable de- ;
personalization and objectification is further

underscored by repeating the ritual through a
scries.

his work, Martin's reliance on deliberate strategy
does not essentially differ from that of Jean-
Marie Delavalle, whose six series of slides were
produced according to cqually specified rules as
to placement of camera, type of image, use of
intervening screcn, filters, focal lengths, lengths
of sequences, ctc. Although Delavalle offers
plenty to observe, he offers little that is sensually
titillating and the hour plus required to sit

- through the 250 or so slides of the six series calls

for a little patience; and during the 15 seconds
that each image is on the screen, fingerprints,
stains, scratches and specks of dust on the slides
begin to take on an importance of their own.
Nevertheless, surprising things happen within
the narrow confines of the experience, provided
that one’s attention is drawn to the very subtle
variations and relationships of focus, color, light
or image. The catalogue nsists on the shdes as a
way of getting o know the reality of the en-
vironment of Boucherville, but surely thev are a

lot more about the mechanics of perception as

measured by the camera.

The broadest common denominator of the
exhibition is perhaps the use of photographs or
slides, which form the raw material for the work
of four of the six candidates without any of
them displaying any interest in photography as
such. Delavalle uses his slides directly, cast onto
a traditional} screen. Murray Favro projects his
onto real, three-dimensional, white replicas of
ochcts in his slides. His “"projected reconstruc-

- tions,” b\ te~combining the primary qualiues

of extension and mass wich the secondary, sen-
suous quality of color. recreate the objéet, or a
sort of ghost of it. This is true’at least for The
Table, and more \Hle so for Lrghl Bulbs (em—

R4

In spite of the physical exertion involved in

ploying a film loop), but more complexly so for
Country Road where light and color tend to dis-
solve the solidity of wass and extend space to-
ward infinity.

Spencer’s method of hand-copying photo-
graphs differs fieele from that of other * ‘photo-
realists”. Tt is surprising, however, that despite
the, one would think, tedious paint-by-number
mechanics of the execution, his four monu-
mental wave pictures are the most romantic and

* most imnrediately personal and poctic of all the

work in the exhibition. But to say “despite” is
perhaps not quite right because the wave image
could easily have remained simply banal and
sentimental on its own terms. Analogous to
Martin’s ritualized procedure, Spencer’s means -
the instantancous photographic image with its

flatness, the miechanical execution and conse-
- quent abstraction - objccnty and render sublime

‘the emotional associations of the subject matter.
Henry Saxe arranges his photographs in com-
binations ot four to bring out the abstract sur-

. tace suggestions of the images. The result is a
witty play between an aftirmative surface pat- - f

tern and illusionistic depth reminiscent of the
perspective corrections of Jan Dibbets. Sea at 455

is particularly akin to stills from Dibbets’ film,
" Horizon Ila, 1972. The ambiguity of the photo-

graphic pieces permeates Saxe’s two sculptural

‘groups, Wind-up and Wedge which, composed

of three and four units respectively, with com-
parable wit echo basic geometric forms, the
circle and the eriangle, and parody operations
like linking, binding, twisting and tying applied
equally to rope, wood or metal. In Wedge,

purely on the basis of the simplest formal simi-
larity, the most complexly constructed units are
juxtaposed with such ready-made objects as 2

tripod and a wryly transformed step-ladder. Be-

. hind the humor, however, lurk very real insinu-

ations of terror and violence: the ladder can
topple, rusty metal edges can lacerate and poi-
son, sharp and pointed ones can cut hike ruzors,
poles can gorge, and ropes are for hanging.
Finally one might, with a little naive surprise
perhaps, remark on how easy it was to make the
transition between the diverse media included in
the exhibition. There was no pcrcepublcp Tex-
perienced in passing from a painting show to a
slide show to a sculpture gallery, or from the
non-representationalism of Collyer or Martin to
the photographic realism of Spencer or Favro,
Similar or analogous problems and intentions
were quickly perceived and the old distinceions

- between catagories became insignificant. That

this was so was undoubtedly facilitated by the

catalogue’s emphasis on the “work" aspect of

art; but unquestionably it is also due to the shift
during the last halt decade away from primarily
;'orlhal considerations to an increased emphasis
on the conceptual basis of art,

JEAN-MARIE DELAVALLE

Reproduction of one siide frorm Blue,
Yellow, Red, Green, July 1972, consisting
of20/35 mm color shdes

.Photo : the National Callery of Canada

Tnstallation view of the work of James .
Spencer: (left to right) Waye No 2, 1972.
acrylic on canvas, 108" x 1327

- Wave, 1972, charcoal drawing,

207 x 1307; Wave, 1972, charcoai
drawing, 26" x 1207 iFave Np 1.
1971-72, acrylic on canvas, 108" x 132
Cali : the National rancry ol Canada
Photo: E. Kerr for the Navonal Gallery

Instadlation view of Fenry Saxe's Hiedpe,
1971-72, mctal, wood and rope; talles
clement 1327, shortest elerent 347

Photo : Gabor Szlasi for the MNatonal Gallery



ton Martin's
GBW paintings
W Davm Rabinowitch

Aon Martin has recently com-
pleted a group of five paintings
that sum up his most important
ideas about art. Since 1966 Mar-
tin has made two-part paintings
which embody his feelings about
relationships betwesn traditional
and modem painting. Aftected
deeply by Marce! Duchamp’s
theoretical work. Martin  con-
sciously intends to “ciose” the
“gap’ between the old art of re-
presentation and the new one of
abstraction. To achieve this he
makes ‘a non-representational
image, labeiled.“'conclusion™; the
non-reprasentationa! quality of
the ‘‘conciusion’” immediately
places [t within the context of
*modemn” painting. Martin then
“transfera” this image onto an-
other- canvas and, ! believe,
equates to some sxtent this dup-
lication .or transfering of the first
ounvas to the oid process of

Conchusion end Transter No, 3, ons concept
painting, 1968

Aorylic on cotton canvas

(123" % §) {12'3" x 5)

Stretchers : redwood 1" « 37

representation. Since there is no
appreciabie difference between
the two canvases, the '‘gap’ be-
tween the object to be represent-
ed and the art which attempts to
repregent it can. be seen to be
wiped out. It Is in this limited
and literal sense that Martin sees
his two-part paintings as fusing
the .old and the new.

it is easy to understand how

this format could be interpreted
as not just an. aesthetic one but
as one of the simplest models
which apply to learning and per-
celving. In this context the ‘‘con-
clusion” becomes  the simplest
mode!l wherein human beings ex-
perience and form the ‘‘outward
world" in-order that it become
accessible to them. In the same
sense the ‘“‘transfer’’ (second can-
vas) would act as the simpiest

mode! in which men use knowl- -

edge which ‘has previously be-
come acquired by them. Obvious-
ly, the above somewhat allegorical
interpretation does not necessar-
ily belong to’ Manin’s arnt. it is
only meant to suggest that Mar-
tin's two-part paintings have built
in metaphysical concerns which
draw the mind toward the most

complicated - problems. One such

“conclusion” . format

problem which is stli not clear
to me Iinvolves the question of
how we should understand the
word ‘‘representation’” as it ap-
piies to these paintings. To what
extent is it to be limited to the
“transfer’’ component of ' the
paintings? Or is there a sense In
which ‘representation” Includes,
in a continuous way,
“conclusion™ and ‘‘transfer'’?

‘In the new series the '‘transfer-
is still ‘fol-
the eariier

lowed;  but unlike

_paintings which used few colours

and simple geometric canvases,
these rely upon a great many
colours and a complex geometric
shape. ) :

The main 'sequence across the
whole surface has two bars and a
box of colour as the fundamental
unit of the sequence. The bar of
colour within the box determines
another 'set of colours called by
Martin, “'perforations.” These are
the top and bottom of a group

‘of ‘bars which have been sec-

tioned into three parts.

On top of these sequences Mar-
tin lays one more arrangement
that is at least as important as
the fundamental box-bar unit. This
is the separation of the.surface

both the

of each canvas into two digtingt
images. Throughcut the whole
geries, this distinction. remaing
somewhat the same: the lsit-hand
side of each canvas {facing the
painting) is muted in comparison
with the right side. And thia left
side is the only thing in Martin's
paintings which could remotely be
calied a “field.” The et side lp
further distinguished from the
right in that the “perforated” bar
of coiour Is to be found next to
the solld bar whereas in the :right
side it is piaced next the box;
this reversal seems 10 be bound
up with the oppositely inciined
planes of the two images. To-
gether with these differentiations
of the images there is one more
which is the most spectacular:
the order of colour. The iefi-hand
image {(placed within the large
triangle of the canvas) has a
perfectly repetitive colour se-
guence. The  right-hand has a
sequence with apparentiy no
order at all. | react to this genu-
inely complex format as a man
who is suddenly aware that he is
experiencing everything in the
world at once. )

But now | come to the most
difficut job — to write about
Martin's colours. 1t is something
which is impossible to concep-
tualize. The colours are what
power ali the elaborate staging
that | previously outlined. These
colours are the most exciting that
I have ever seen in paintings.
There seems to exist in these vast
coliections of colours a force
which {8 antagonistic towards
stable relationships; every im-
portance is attached to cuiours
as individual things. Martin's
paintings are huge storage de-
pots. Everything is deposited as
felt. It is very curious.

AT AT ARGy ey W e e v

R

R WIWE LR Sy

e




M Bocour Blue
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CLAUDE
BREEZE

1938 [/ Nelson, British Columbia

Diplémé de la Regina School of Art de I’Université de Saskatchewan, en 1958, Claude Breeze se rend
ensuite 3 Vancouver ou il suit les cours de la Vancouver School of Art. Dés le début des années soixante,
il présente ses ceuvres a l‘occasion d’expositions collectives et, en 1965, pour la premiére fois au cours
d‘une exposition individuelle, & la New Design Gallery, de Vancouver. Depuis lors, il expose & la Bau-Xi
Gallery de Vancouver, a la Jerrold Morris Gallety de Toronto et & la Marlborough Goddard Gallery de
Toronto et Montréal. l Les ceuvres de Claude Breeze sont au nombre de celles qui ont été retenues ces
dix derniéres années pour plusieurs grandes expositions: Biennale de la peinture canadienne (1965).
Perspective ‘67. 3 |'Art Gallery of Ontario, et Canada 101, organisé par le Conseil des Arts du Canada, en
1968, pour le Festival d’Edimbourg. Tout derniérement, on a pu remarquer son ceuvre dans le cadre de
Changing Visions : The Canadian Landscape, exposition itinérante organisée par I'Edmonton Art Gallery et
I"Art Gallery of Ontario. @ Claude Breeze a enseigné a la Banff School of Fine Arts. Artiste résident &
I’Université Western Ontario, de 1972 & 1974, il enseigne actuellement a 1'Université York de Toronto.
Ses ceuvres figurent dans maintes collections canadiennes, dont celles de la Vancouver Art Gallery, de
I'Art Gallery of Ontario et de la Galerie nationale du Canada.

Spacing No. 5 1974-5 acrylic & china marker on canvas - 122 x 160.5 cm.
} acrylique et encre de chine sur toile
Canadian Atlas: Sunset 1972-3 acrylic on canvas - acrylique sur toile 149.5 x 121.5¢cm.

Canadian Atlas: ) 1974 acrylic on canvas - acrylique sur toile 137 x 198 cm.

Black Snake River

Claude Breeze graduavted in 1958 from the Regina School of Art, University of Saskatchewan and then moved to Vancouverwhere he attended the Vancouver
School of Art. Breeze was exhibiting his work in group shows by the early sixties and had his first one man show in 1965 at the New Design Gallery, Van -
couver. He has since exhibited at the Bau-Xi Gallery, Vancouver, the Jerrold Morris Gallery, Toronto and the Marlborough Goddard Gallery, Toronto and
Montreal. Bl Over the past ten years Claude Breeze's work has been selected for a number of major shows including the Biennial of Canadian Painting,
1965, Perspective ‘67, at the Art Gallery of Ontario and Canada 707 organized by the Canada Council in 1968 for the Edinburgh Festival. His work has been
included most recently in Changing Visions: The Canadian Landscape, a travelling exhibition organized by the Edmonton Art Gallery and the Art Gallery of
Ontario. W Claude Breeze has taught at the Banff School of Fine Arts and was Artist in Residence from 1972 to 1974 at the University of Western Ontario
in London. He is presently teaching at York University, Toronto. His work is represented in collections across the country, including the Vancouver An
Gallery, the Art Gallery of Ontario and the National Gallery of Canada.
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Enjoylng Canadlan Palnthg

Patricia Godsell
(General Publlshlng,«1976)

HE

C ruelty torture, u,norance. and premdree arenot
new vices: they have existed in every country
throughout history. In Canada, however, commen:
tary on society and its weal\nesses has not been a.
popular subject in art. Even today it still does not

- receive much attention from professmnal artists.

. InSunday Afternoon: From an Old American - _
Photograpb however, Claude Breeze is makinga

* raw and violentstatement against inhumanity. Itis

_not a‘pretty’ picture, andin 1965 when'it was

pamted it probably shmked many people who felt
that ‘Art’ should be appealme and decorative..

Untortunarelv itis probably less shoekmg today .
than it was then — lessshocking because vnolence
hassince heu)me the most common subject of
popular visual material: Being partof adaily dtet
images of v iolent death; torture, and suffering have
Become more acceptablé¢ as facts of life. As aresult, -
the horror that we shotild feel in viewing Sunday -
Afternoon may be muted and dulled. But Breezeis'
attempting to 'shock and disgust us by. revealing the
true nature of violence, He is .maekmg v mlem.e o
with violent artistic language.

" InSunday Moming {p. 225) Jack Chambers used.
the theme of childhood and the meaning of Sunday
to suggest hope and the tenewal of life. In Sunday
Afternoon Claudeé Breeze questions whethereven
hope of renewal is possnble By the afternoon the
message of the morningseems to have been forgot-
ten. This couple, their hands tied behind their backs,
hang helplessly from atree. They are being burnt on
a funeral pyre made up of hundreds of bodies with

“.arms and hands outstretched as 1f appealmg for

help.-, . .
In Chambers sSundav Mornmg thereisan ldea of .

| ‘repetition and renewal of life through all chlldren

- inBreeze’ sSunday A/ternoon there is.also an 1dea of =

- repetition, but one of continuing cruelty and pre-

a j)udlce. Chambers brmgs a message of hope from the ©

. Garden of Fden.

‘past into. rhe future, Brceze is expressmg hls anger

and frustration that out of this past and present
there seems to beTittlehope for the futire.
There are details in Sundav Afternoon that make -
the painting ¢ven more moving, in.the bottom
right-hand corer there is an inset, similartothe

- type that often accompanies newspaper photo-

grnphs of disasters with such captions as ‘the'victim

“seenin happicr days’. In the top left-hand corneris -
- another suggestion of what mxght havebeen. A.

cheerfuliyellow:road leads up toa green field where
a tree stands laden with fruit. There is a blue sky
overhead. and everythmg seems to Suggest
springtime ane 'nnocence, surely an |mage ol the

Béth dCt'lllS,‘l’hC inset and the green ﬁeld seem to

i strengthen Brecze’s statement that the violent scene
"+ néed not happen. This is no: disaster brought about
by fate or chancejitis: a dellberate acrofcruelty
'~ towards helpleSS victims, This painting is Breeze’s
. plea for compassion and humanity, It wouldbe a
* mistake to limit the range of his statement by
" thinking that it represents only the ‘racial problem
inthe Umred States which could, of course, never
o ,happen in Canada’. Cruelty, vnolence,and pre|ud|ce
are human problems that can occur anywhere .
- Breeze has mcrely chosenthisincident as an exam-

ple, or an irage, for all such events.

In fact, Brecze's work belongs to atype of 3
Expressionisn that was developed in Germany
carly in the twentiéth century. It was a'style that
arose when artists began to see a sick'and troubled

. world which had lost all decent human values. This
: slckness reached a chmax with théhorrors of the
‘First World War. Violent colours . misshapen

figures, exaggerated proportions, and deliberate.-
ugliness were some of the methods the German
Expressnomsts used to LO“VC)’ their strong feelmgs

'Someumes thelr pamtr ngs were dehberate attacks




on people they felt were greedy, thoughtless, or
cruel; atother times their works were exp ressnons of
plty, concern;and understanding fof the victims,

In Canada, ‘Maiaxwell Bates and Claude Breeze
have both been influericed by theideas and styleof
the ‘German Expresstomsts There seems, however,

_.to have been no obvious reason or directinfluence -

-on Claude Bréeze to explam why he followed thls -
. particular style. . . o
" Hewasbornin Nelson, Brmsh Columbla, in1 93 8

and studied with Brian Fisher atthe University of

Regma Among his teachers were EfnestLindner

- and Ronald Bloore, whosestyles aré both very

" different from his own. In 1959 he artended the

Vancouver School of Art and since that time has

" exhibited wndely and taught occasnonally o

- Ttisnow teh years since Sunday Afternoon: From

~anOld Amerzcan Photograph was painted. Itis

~ worth’ noting, though, that it was boughtby the
‘Department of External Affairs of the Gouerniment

remmder that vnolence and pre;udlee threaten all
mien everywhere = L v
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Cmad:an Atlas Pfatrie Mwage,jan—March 197 3
exhlbxted Madborough Godard, Montieal,
iy May-}une 1973
_acrylicon canvas, 42"
Phivto: ,the a_lmst

" Coll: private’

ROALD NASGAARD

on which he has been workmg over the last y year,
or so Canadiain Atlas. 1f the tigle implies that
thes paintings are somehow concerned with
landscape, even more specifically with the
* Canadian landscape, that would be right: butif -
it furthet implics that thereis something
objective or topographical about their rendering
" . of that landscape, that wouldbe far froin nght.
On the contrary, if there at spme time were a.
specific place and a speaﬁc time in relation to.
which the idea for these new paintings was-

-conceived, in their planmxigand exccution both . its suggesnons of ctctnal mcanmg and'_xts

have been far transcendc& and theoriginal
externally motivated experience has becn trans-
formed into statements which in successive
groups of the on-going etiés become in-
creasingly direct expressions of subjective

feelings and emotions: Margaret Acw ood has, of
course, commenu:d dm natire poetry wsek!om
about nature, itis usuallyahoutthe poet’s ..

ammde toward the cxtemﬁd natural universe,”t -

- but her account oﬂltcrary thodes is hardly .
. adequate: to explmn thedegifae of Brwzc s .
vmnl tranislations. - C
. Thesrapsformation of lagadscapc into subh:ne
" andvisionary i umgcs umm:nl) not an

¥ Margaret Atwood, §urvs‘ba_l;(Hbusc‘ of Artans

- mtctprcted the Canadian-faindscape with the - -

‘poignancy and the'grandeur of smEc df German

" Romanticism; Tinthe twentieth:thers is Varley, L

.who follmwd Hodler to the hlglxest a;xd lone-" .

‘liést of mountain peaks; or Carr who suffused”

' ‘nature with an all-pervasive vitalist cn;crgy or’
~Lawren Harris, perhaps the inost persistent

:c\cponent of the visionary, who transc:ended

- desctiption of 1mmcdmte experience inorderto "

ever thc:y afe they are pait ofa long and venet- .
able wadition whose products ate sometinies - * ¢

unknown phenomcnon inthe h;story»o £
Canadian‘art. I the nineteenth century artists’

distill from nature.its abstract universal gualiti

moyving, sontetinies mrrdy;,meio—

: dramatic, Usually the aim of its pmazuoners
" was:to ¢ome to terms with theit expefierice of a
. fresh and vxrgm land, different ftom Burope ahd g

i int Harris's words a"fie venture irf

 painting.” But their source and. theﬂouchstone o

o umv:tably, even for Maris, remamcd the Buro- -
__pean tradition and their snccesses and failures -

o depcnded on how thcy lcamcd thc l@sons ithad.

' résumed whm he cxlublted his ﬁrst gmdp of

£ullcst and richest mcam.qg

- rocks trees, war.cr and sky .md‘chsy have titles

Ganaiian Atlas pamtmgs. in Momxml_ at’

' Marlborough Godaéd in Mav-Jiune'1973. -
- Breeze 1sofamuchhtcrge!wxancutbm the
-atists listed sbove: he s perhaps mage uncon-

scmusly Canadian, his backgroumd
New York a3 Fi

Vevensomsasafurdur

scape . tradition thathis pamtmgs atty theu

,

N fn 1972 Breeu camped and traveﬂcd from

Vancouvér to London, Ontario; The landscape

" fdea came about inditectly from this experienc.

mdmpmmaremarkableshx&mdm:mon fe

apaifier whose reputation cven now tests

althost entirely on figure~centered Bxptcsswn:~

“ :magery thick with social commentary. In

congrast, the new series is rematkably l,pcmonal
whethet the iridividual paingingi 2
lynmlmmood The 1ﬁpmnnngsofm¢'ﬁ¢u ‘

group of the'seties are closest ereraditionid

- Hand.cape, Their space tecedestmvatdsa :

horizon line; individual forms evoke itnages ot




Camrdmn Arlm. Bow Talicy. Im-M.mh 1973
C‘khlhl((‘d Marlbomugh Godard, Montreal,
May—junc 1973, .urvhu obh canvis, 657X $37
1melo theartist . "~ .° . .. .- o

" Coll; ppyate T L

otten grotesquelyvioleut and crotic freatment
¢ the human figure, itis not mrprmmz that ev en
\\ hett he rejects ¢ the tn_urc and runt 66 aland=
scape soured that it too will ¥ uld to comp.lr.\hl«.
F\prcmmust dertiands. Yet thgrc is a difference:

“However excited the Canadian Atlas pictures -

But otherwise thcrc a8 litile i in theiti tlm s

dcscﬂpnvc or represcutational. Insicad, asi
 later pictures by LawrenHarris, the particulars.
i of pl.lcc arc lmai,m‘mvcl\ tr.\mccndtd land-
scapes are transtormed into inscapes. If the -
topography of Georgicit Bay is alnost recog
 able where a rough icy blue sca breaksona ;.
' rocky shoreliné ablaze with searing oranges and
reds of antumn, the facture is turbulent, the
forms are angular and dhic colors harf.h md '
heightened with white turtiing the scené -
strangely.cold and formidable, In Prairic M
amoltén lava ri ver flows be tween. rises ot fiér

but persist in femaining, C\pba rant .md cele-
l\mtorv psychlc pocms:

The rcjecu’bn'of the figitrcand of the taste for:
- the grotesgue seem to have beet effecred © -
sxmultancouslv, Just pree edmg, y Canadign Atias

"

tn aseries of “altarpicceswhich alsofor the
first time pmffergd landscape as inde pendoie
\mbh expressive subject muatter. lhc ﬂtar-.
~picces cach'consist of a landscape painting =
surtounded by a wood trame with 4 wide border

sky As desmptxvc landxapcs at best thcv
represent a pripvicval stage of the history of
carth before the appearanice of wan, but su
mtcrprcmuon gives to them a ‘seicnce-fictiol
agpect which they are without. Others are u

lyrical, but in the hght of. Bru:u s prece dmg p.\mtcd canvas ijre empcmlcd trom mcml

un\ becomc they are ncv'.r .mqrv or amtcsqnc }

_along the top wluu on¢ or more separate hirs of !

T objective. Almrpuu' }\o

Jhao ﬂ;’Bclow,u
- Jike a platforin. supported by akick legr. The
andsc.lpu are l’LIIl'll’k.lbI} reticent, almcm

L 1971, looks. from a

-+ Higgh vantage’point actoss a wide expansc of

; cquntryside:w
| lnll rising op oig side dwtdcd into rectangular v
. tarcas of nllcd ficlds. Teis a humnmzLd landseape,
i contcmplatwc inmood, with Jow-key colorsand
7 clor contrasts, Even the Exprcssmmst blood red
“fissures which spread across the piceure surface |

: h.ilt where thcv dominate the

ith a vallev'in the fongrmmd and

nnot quite disrupt the serénicy of the image,

.- They link sonaturally with-the contours of the

fandscapc as to boneugralized by it. In the upper
’k\ they resemble
mmr aberacks causcd by natural'stresses revealing
\3 vood undcmcath the painted surface tlie same
color as the frame. The other mnmdcr of the

violence of thc catlicr figurative painrings is the

onit picee ot canvas hung 1b0vc trom slnrply

of wood sfatting protrudes-




dac-cmaﬁan in d)eocmerqf; ‘,
- but mther tothat ofjohn the Baj

tragady into spmmal theaping
'Prcmoualy it had bm ratc Bteezc thus t

ifnthe color and contours of the ia.udscapc image,
Concomiitant; du‘landsmpe,,v!hlchwas N
often an esscntxal if seccmdary gomponent of the .
: .Jbemed a_nd can b‘come

 dissolved jnto'painitetly colotqd forms with'
hfe and energy mdependent of their nagural

awarcnt thzt Brém inpei
change of: sub)cct mawer as thw axpressm,'

;,pacc andi mlages evocative of hatural fotms, bae.

“the later paintings become inct asmglv more

absu'aa,andasdteydothey begi
orf

purer absttacuon . some dé
not ina smcdy linéar chron '

- Car adtdn 4rl,,1< juumc Nojs
cxh:bntcd'}\r; Gallcry of Brant
Nov 1973
. tacryhc on canvas ,4

fitings hé'had introduc
o 19705 But because Haris
“From the hnghly sunphﬁed nkmost sclum:mc .Exprcssxq ist stance wh ,'ch plavcd down
 Arctic landscapcs ofithe 1 JOs*Hams, with somv., '
zbrupmcss, tumcd to p;nntmg numbcr of

* All quotations fwm C laude Breeze are fmm a lettcr -
1o zbc duzhnr 1 nndnn hnmrv 21974,




Canadian Arlas: Iourm'y\.-‘i.hcpt-ﬂu 1uT3
Nhlbmd Art Gallery of Brand, Br.mttmd
Nov 197;

acrylic an ctvas, 347 N, \4
Phote: the artist.

(,oH pn\v.uc

wriees, the "allisions to nature doalmostas .
anuch as anvthing else to sccucc tl\c unity and
coherence of the mdmdual pxgturc Lwhrl\
‘modelled <hnpu hover, and pirely liircar wotifs
un ulate within an iHusion of "&-D space. thar’
uu.pt for its shallowness is almnst pre -l-npn o<

_vionist.”s When: K.mdmsk\' s formal Linguage .-

lmt its allusion to natural formsand becanie
purdv geometric and univers; lin its associa=

" maformal tension L.\p.\blu oﬁsupugcduw the,
: tension which previously had existed between
 the abstractéd forms and their allusxons to
- nastare. Geometric symbolic Forms may be
related to one :uloth orin the lm'r picturcs, but.
they floa withno resistance in an illusionistic
| pace, su.mmgl\ .ll‘bt{mrw mn rd.mon 0 plt ture
wrface and shape. The offect s mwltabl\' :
* melodramatic and the ruson~wh\ ou]d have
- been found in the book which was to become
shnmoit the official guide to ‘DerBlaue Reiter
¥ xprcmmmt aestherics, Worringer's J4bstraction
aiid Ewpathy, ﬂrst published Mumch in 1908..
Here Worringer cxplains with some persuasion
the necessity tor climinating 349 space in
p iinting dc’thm., with momcmc .;burag tion.

4(/ onid (,u!mn'

ot (.ru‘nlmr ' "I\Jndunl\

- LA

“uonshe neglected to.develop’a gompambl‘. .
pumrml structurc €0 contain thc new language < -

Sm\pl\ pur, sp.m,mnscqm.ml\ iflusionistic. -
space in painting; pattakesof the flu nd clmng
Lot tcmpoml""\htuncc and thcufun anmnot b(
reconciled with nmvusﬂ and coiier ..(’c
“symbols whiclisteive 'to nnp.\rt to things
vahic of necessiey and crernizy, ™4 lence ithe
" need toelevate the dé piction of spacc to :hc
idcalistic plane of purcly aesthetic contéxt, -
P Wornm,gr e\plams the solution trom i
“hiscory of art: *

“the same rcsult. i.¢. restricrion ‘of the' repi
tion to execnsion vertically and hottzontall\

" This was also the lcsson of Cubmn and
Mondnan. o : :
*Harris's cf,unnctru nl .1lmw.nom rro

nbstract pictures in Cm.ld.l but thctr problg m, | :

“like Kandingky’s, s that thev. are incohsigtently
~abistract, lntcrlmkmg symbolic trimgles
circles liang, suspcndcd inaspace mdlcau
receding blue waves, by a distant horizo 3
annoaphcnc perspectivesThey suce ccd no more
thau the later Kandinskys, though it muse be
.tdmlttcd tlnt neither K.mdxmk\' nor. prolubl\

Wilhelny: Worrm,.cr Abstraction and. l:mputhy (New
York Iaternational:University Fress, € lcvelmd ’
1967), p-ﬂ R

-

VY

‘Avoidanice of the represdiitation -
‘of space and suppression of depth rilatiof sled o

P
+ He lms would luw aceepted so ﬁmmh\c a
ism beu;use it would have xoundcd ir-

- rck vant to thcxr E\prcmmmt purposc

Thc pra udlnb may seem an'excessively long
‘digfession in the-context of painting in the 19705
by Claude Braze bir it is not, Harris's nolu—
tion tow .xrd abstrautmn lxban from a base

v rcmarkably similar to Breeze's - notealso the”

" resémblance of visionary landscape’ paintings |

“like' Harris's In M morian 1o a Canadian Artist,’

Novthern Dnage 'md anumber of ¢ abstmcuonx

i-the 19505 to thc farst sx'(ucu paintings-of:

' Cangdian Atlas - and thos can'stand dsan -+ -, -
mtcrustmg foil to that of the younger artist.
" What is of crucial i |mpornnu s tlmt Breeze’s
“evolution took place not only after the event of
 the Der Blaue Reiter group but akso after that of
" the'Abstract Expressionism of the New York”
# Scliool - lhough in'the next series of Canadian

* & Atlas paintings, subtitled Journey, exhibited at .
tl)c Art Gallery of Braptin November 1973,

. chamctunstlu of both carlicr groups are in

", evidence, In fact the very best of the Journey |
_' ; works are umouslv reminiscent of Der Blam.

“ Reiter p‘mmn
Marc plcmrcs

Cﬁp&tla“\ of the late Franz
-In thur puru mh pnsmatlcallv

fr\l“



: coio ed fotm movmg ina shallo‘v spacc. R
£ lgndscapc, but minds Marc s cubo—




. "mm.m Hrlas: l'mrl) C Imm“} N
cinibited Bau-Ni (mll.. ry,
Coanlicone Anvas, 347 X 34
s P thearr st oo
¢ I private

YRR

KL’!IJHMHLL sp.\u .md m Bru‘ ] \ ln B mor .
i actical way, by’ his decivion to shift his pl.mc of
»,p« fation from the vasel onto the Hoor. Perhaps
weause Breeze's spatial problcms are more a
CuInéduence of strategy th afi of mct.xphvua
ey aré more temporary. ‘In fact the Journey -

"L oe-8 discussed above; and of siome ot these
. yorks have formal probléms, thev are redecmed
by :h't»cxprussivqcxubcrax of colorand

Ol e, ™
f he sparil isstics of the - paintings are dealt
sl simltincoushy in several serics of drawings
o 1973, pmmnl\ Lxccuted with color felt
weus, The Banff Posteards, done from actual
,nm ieds, are cssenially abstracted landscapes: .. -
Pacific Window deals with’ ‘the reconciliation of a
from 1lmd pattern over a, l:mdsupk image; and
ioun's Corner, 2 homage'ol
lx)\\.l 5 Iyranuyqfllu' Conu'r wntmncs thg .

neeuver, Fec g7y L

sec urd) to the mrhm nnd tothe fi

coup i contains the solution, as evidenced b\' ‘

| paintings derivesto conside rable deg

© seeing old blt\ of ove rz,rown hwh\\ ay as you )
whiz b\ on tlu new onc. "o (Allt thL ¢ mwuu,s
: \\Ll'!‘t\CCu[Cd at Bowen Island, B (,l. Au ust—

Clairaddian
exhibited

o .ur\lu onCanvas, s4
Tieer e Pio rothe Srtist
: CCell: prl\.m"

The. rcsultnu~ ronposicion isamfoc lm - .md

Rt cntrmq.,.xl ‘while the space betsween the corners.
, remains shallow and parallel to the pu ture
' sllrf.lu Ina snmll fnrm.lt rlm clr nvni’u, series

bcst of"thé Journey picturcs anid {br the third
group ot the Canadian Atlas serics c.\lpbltcd at
. the Dau-=Xi ()J”Ct'\' in Vancoyverin Pecembet

_ 19/3 .md for thou included in thL M.lrllmrmu,h

\lubmon i Torontoi it April 1974,
The subju.t naatter for the Litter mup of
ee from

vetdnother drawing scries, Broken Highray,
w huh i tarn, in Breeze's words, rgl.uu to

bcpumbcr I‘)T* )

vind i
Baa-Xi Gallery -

: blurruw mth grass .uad saplins, s

b After Joiiey any vestignal references to'the
- orzon line gy ny dcclamtmn of hiter:
‘Hawness disappear aid space is mnsmcntl\
vealized. s still evocative of landscape spuce,
Asmany of the colors imd torms elliptically ret.
o natural onies, but itis a verv shallow space .
lmwrm;Juat below the pretute surface and
mmnmng pamtcrl\ 1ornu.|(mrdmg o tIu ’
“picturc-assa-tray” formac (and only occa-"

 sionally split open by dccpcrdmnnds which’
~secin toecho Harold Town's Grear Divide).

However this may be, the implications of -

2

X} M w_:.m-r Atwo-nl 5."].1. ma (McClelland and
Stewart, Dot Milis, 19725, p-13: “The new road is
paved and straight, two laines with a fine dowi the
middle . .. At mtervals the old road crosses: it was
dirt, full of butips and potholys, it followed the way
the land went.up'and dnwn the hills and around the
chiffs and baudders . ., The old road billowing alon:
ata distance throngh tlm trees (ruts-and traces alread:
o it w1ll be:
5unc)



(mmdum A//m ¢reen Sweep, Jan=Macch 1974
exhibited M.‘mlmmugh (mdnd anmm
April 1974 T

acrylic on cabvas, FE
Photo: T E. Maocry, umm\\ \hrlh\ mugh Godard .
Coll: pnv.m‘ .

working hurxmnmll\ un[h. ﬂoor are tuH\“ .
s (-rhg -surm ec onnm_mm

u(ploxtcd in.an act
extcnslon ot the mages Ior m'cnll articulation,

Surprmngl\ s Breeze, “one of the deut
dccmon\ was to give the paineing itsfina
position on the wall. n the future imight Fike to
consider leaving this decision to thc pe rs<
hangm thc pamtmu N : -

’:'.

3

Wrthm tlnsc cssent .l”\ pxcton. i \pm.nl cou- '
clusions Brecze is tn ¢ to.cxploit to the fullést

his Fxpressmmst use of color atid forms
excéuted with the tree p.mmrlmus of Abstract
Exprcwomsm 't the vervrécent Canadipf
Atlas: Grear Divide the dlpt\ ch format \ngt‘us
anew solution towird tormal control ot

Lolonstu abandon which s i some of the acc
paintings appro.lclnc'\ dav -uln intensiey. Ba cause
of their busyness, sotme of the paintings dlspl.x\' a
perhapJ excessive horror vaciii and seem only wirth
some difficuley to be able to contain an ovirload
of rich, heavy color forms crossed and recrossed
by rapid, sometimes eccentric Eulh’graphi his
abundance ma\ be dlsumu erting in the comitext
of the more common Large-scale nniforn simpc :
of other’ rcwnr colot p ainting. Buta mmpanson

W 1rh NL W York bchm s

concernsaee less tormalist aiid Iéss ac

"nc’m-Frcnch romantic tradition of Harris

tendenicies of Kandinsky and Harfis, but as with?
“thém itison a delicate b.xlame between nature

oI have a fecliig of doing soniething new. L have |
afec lmq ot trccdom. 1 am |ust putting pamt on .

L

| devived: mlor p.mmng

dm s 110t assist in undcrst.mdlmr Breeze. No
doube, as has been xuggg sted .1bov o e s
leartied a fot from thi¢ Abstrict Expressionists;
howuvgrmdlrutl Nevertheles -
hosw. Iorm nllsrrhc.1bmcdmumonI\hbcxn his 0 _ '
slitic chan. F o Sl ‘

L rew: ndlx‘\\ of .

theirs and._co reiterate, more indine with the -~ & ¢
and o S S ) o

the German Expressionists. It would be a A e BN
mistake, however; o, stressany immediate L T T
nlntmmhxp,uspcuall with tln fatter: The
direction- from Munichiis too diffused by the
1970s; Nor docs Breeze' shard the thL -orizing

s

and abstraction that sucess hangs. This is-how -
Breeze hlmsdt spcaks about the h.uk mund md»
unpetus for Canadian Atlas: o ’
“When 1 paint I do not “think of anything,
anvore, or any style. Rather 1 like to tecl tha
those thoughts or referénces are buted i mv .
mluonscmus "With'thé Canirdian. Atlas pamtmp

canvas.” .




" CLAUDE BRt}:Ez’_E o

Contemporary Canadlan Palntlng C
Wllllam Wlthrow (McClelland and Stewart 1972)

A conccrted look at Canadran war aft makes it clear that war, lrke most thlngs,

has an almost. pastoral quality for many Canadian painters. In contrast to the

" war art of other countries, that produced by Canadian artists has (wuh notable:
exceptrons) missed the point. “WaF is. heck” seems to be their motto: they choose -
to ignore its horrors and prcfer mstead to concentrate on the quaint villages of

France or the abstract patterns | formcd by rows of camouﬂagcd trucks.

~This uncritical serenity is an estabhshed part of Canadian art as.a whole; -

our leading artists havc, for somie reason, traditionally shied away from social
- commentary; for years our’ gallerres have been hung with mile after mile of

bland, tasteful- landscapes, a few. pleasant portralts and even fewer anecdotal -

paintings, all refined and in good taste. What has’ been’ largcly mrssmg 1s any
gutsy sense of the pain or ugliness that is some. part of life. -

Claude Breeze is.a drstmct exception.to the genteel mamstrwm his paintings -

pulsate with the agony of existence seen against an erotic countcrpomt
The art production of the period under drscussron is mainly abstract, where
_ there is no “subject” as such wrthout a drscermble ‘subject,” of course, there

. can be litde direct. socxal commentary in works of art, But there have been a

| number of lughly profcssronal Canadian arusts who have resisted the twentieth-

century abstract academy and who pursued the less fashronablc route of figura-.

_ tive art (arnong them- Colv:lle and Chambers, pages 5764 and 129—36) But

Breeze is not )ust a ﬁguratrve artist; his’ paintings are ‘thick with content, feeling - .
and social commentary. His work is uniquely un-Canadian in. the way it always

‘expresses an editorial posmon that is often drsturbmgly provocatrve and unnl
recently, almost always vrolcnt - ' '

‘The violence of Breeze’s unagery and thie nature of hrs sub)cct matter come.

' ‘-‘from avery personal view of the world; there is nothrng’in either his background

. or in the work of his-teachers to‘explain it. He was born in Nelson, z.c. in 1938
- and educated at-the Regma School of ‘Art at the University. ‘of Saskatchewan.
It's hard to believe: that he shared with his close_friend, Brian Fisher (pages
201-8), the same group of drstrngurshed teachcrs Art MacKay, Roy Kryooka

(pages 89- 96) and Ron Bloore (pages 81-8) He studied as well under the much- -
respected ‘magic realist of . the west,” Ernest Lmdner, but Lindner’s gentle

‘studies of nature give no clue to Breeze's strident, journalistic realism.-

- Ron Bloore remcmbcrs $im as a bellrgcrent, truculcnt studcnt, aggressxvcly -

ﬁghtmg to maintain his mdmduahty and quarrellrng with the school curricu-

. lum. Nonctheless, he graduated witha s grade Desptte his battla Breeze seems g:
to have suffered through the denvanvc stage common to miost young artists. His _

'pnncrpal mﬂuence for some time was the English expressromst pamter Francis
Bacon, as Hopscotch (ill. p- 197) makes clear.

Aftcr graduatmg from the Regma School of Art in 1958, Breeze spent 2 ycar '>



at the Vancouvcr School of Art and settled 1n downtown Vancouver By thc -
carly sixties, he was begnnnmg to develop his own style, more especrally exer-
.cising his own umque choice of sub)ect material, as in Sunday Aftemoon From -
“an Old American Photograph (1ll P- 199) Its form stems from German

- expressionism, which has becn only a mrnor mﬂuence on Canadlan pamtmg,

although it has had adherents i in the faculty of the Ontario College of Art and
elsewhere, among “artists scattereﬂ across’ the country, lncludmg the strongly
influential Western painter, Maxwell Bates. ,
Breeze's strcngth has been hls abnllty to brmg together the Gcrman expres—' -
sionist style and a subject mattcr wh1ch is partlcularly sulted to that style. In the
‘beginning, his ability to combine the two was less sure than it is now; the figures
~of his paintings were out of harmony with the background Breeze considers

his Hill Raja’s Dream prvotal to his work 4in it he hlmself began to sce the ) L

dxﬁculues of the road he had chosen S
Like the background to Szmday Afternoon, H:ll Ra;as Dream shows the
influence exerted on Breeze by Persian miniature painting; the all-over pattérns
evident in his work as well as the Orxental rendermg of space in which objects .
" at a distance are not seen in Western stylc perspectlve but are. placed above those
' whxch are closcr Some of the tension of Brecze s work comes not-just from its
- themes of sex and vxolence but from the uncasy rmx betwecn German expres-
sromst, pop art colourmg, and Onental space. By the time Breeze completed his

" Lovers i ina Landscape series, he had fully mastered the problems of mtegratmg "

~ form and content; one of: this series: (ill. p. 198), was pamted in 1965 and
is now in the Art Gallery of Ontario collection. - : ‘
 In about the same period Breeze became interested i in pop art and pamcularly ’

in the workof de Koonrng,_Brceze, while working on Lovers in-a Landscape,
* was also doing another group, Ruby Red Lips Bluc Eyed Baby which, though -
“not pop art in style, was decidedly"pop art in content. It is important to keep

in mind that Breeze, while. mﬂuenced by a variety of other kinds of pannnng,

- still brmgs to his work his own. ‘highly 1nd1v1dual approach and talent ‘
By the ‘mid-sixties his work ‘was bemg accepted ‘in- exhxbmons outside Van- -
couver, beginning. with the Nanonal Gallery Biennial of 1965; in 1967 he burst
" upon the Toronto scenc with a one-man show at the Jerrold Morris Gallery,
s mcludecl in the Pcrspectwe ’67 show at the Art Gallery of Ontario, the
Canadian Group of Painters exhxblt in Montreal and, ﬁnally, ‘won the first
purchase award in-British Columbia 67 at. the Vancouver Art Gallery By the
. end of the centennial year, Breeze was cstablished as an artist of nanonal stature.
" The followmg year, Breeze came to international attention in an exhibition,
. West Coast Now shown in both Los Angelcs and San Francisco; he was also. ,
represented at thc Ednnburgh chtnval in the exlnbrt Canada 101 and atan



exhibition in Chrcago dcalmg wrth civil liberties. In that same year his work
was first purchased by thc Canada Council for its own collection.
Claude Breeze is a muscular, stocky, hrghly physrcal man who has always

lived in the casual, outdoors manner of the West Coast. In 1969, Breeze moved
to the Vancouver suburb of Nerth Surrey which, though only a half hour's drive
from downtown, is situated in a lush rain forest. His home is cottagc-hke, using.
the local materials and overlookrng a. spectacular view; Much of the house is

wood, cmphasxzxng its rclatxonshrp tothe forcst in which it nestles. For a period,
a Breczc workedasa medlcal artist and his cxpcnencc drawing from cadavers may
account for his eerie treatment of the human ﬁgurc, with its parncular emphasrs
" on body parts. He now. supp!cmcnts his income. from the sale of his work by
~ doinga little teaching whcn, in his words, * I necd the bread.””

 In the year of his first great-national prommencc, 1967, Breeze solved thc

pictorial problem which had, bccn evident in his work till that timé, a problem
as old as art itself; the rclatronshrp of figures to thcrr background so that they °

meld into a wholc Evcn some of the charssancc masters had difficulty ma.kmg

: H.t.hc pcople in thcrr composmons appear as natural 1ntcgrated «€lements in the
‘ _cnvuonmcnt, rathcr than ¢ cut-outs pastcd onto the surface of a pamtcd backdrop _
1In a'series, The Home Vzewcr, Brcczc UScd the familiar shape of the Tv screen .

asa fl'amlng dcvrcc in whnch thc ﬁgurcs and background were fuscd rnto one
indivisible whole. R ISR ‘

In 1968, Breeze had spent thc summer paxnnng in thc area of Horscshoc Bay, .
~ northwest of Vancouvcr, using shapcd canvases.and a spray gun for the ﬁrst :
- time. The result was a new series he called Island; the cxpcncncc probably was

orie factor in his decision'to-move to North Surrcy
~ Forayear after arriving therc,-Brcczc devoted much of his i time to renovating
‘the old cottage in which he now lives andhe  produced no paintings in that time.

‘Once he started again, his paintings showcd 1n the words of Barry Lord’s amclc
in the. August-Scptcmber 1971 art:canada, [Brcczc s] growmg awareness

of the landscape around him.”

_ Claude Breeze has been secrcnvc about his most rcccnt art, whnch is sazd -
~ tobe lyrical and less vzolcnt than in the past, and his right to privacy, whrle hc .ﬁ'
* works through these new changes, whatever thcy are,. must be respected; in

keeping with this nccd Breebe has dccrdcd not to make a vcrbal statement.

- Whatever the nature of his most recent work, on'the basis of his past pcr-' 4
' formancc one can be sure that he will continue to be a “high fisk” artist, wrlhng f

to chance his- rccognrzablc rmagc in an cﬁort to: cxpand and improve his ‘ex-
pressive means: Using these means, Brcczc has said'a grcat dcal about man’s

relationship to his fellows and to his environment, statements whrch are at one - |

and the same trmc profound and unnvcrsal



A Dictionary 6f'Caﬁadiaﬁ Artists
Complled by Colln S ‘MacDonald

BREEZE, Cl.mdc
b 1938 :
Born at- Nelson, B.C.. hc moved to" Saskatoon, Saskatchewan, where he
reccived his education and. carly art trammg under: Emest Linder. Linder
had insisted on good draftqm.mshup a quality which Breeze has retained in
his present work. After his study in Saskatoon, Breeze atterided the Regina
College where he received idirection in his work from Arthur McKay, Roy .
I\l\ool\a Kenneth [nchhcad. and Ronald Bloore. He returned to British

. Columbia where he spent:a vear at_the Vancouver. School of Art in 1959.

He ‘has won many awards mtludmg the Korlick Scholarship in 1953, 1954;
[.O:D.E. ‘Scholarship, l‘)%b Reeves Pamtmg Scholarship, 1957; Canada
Council Junior Fellowship, 1964. He held his first one man shown in 1965
under the sponsorship of Vancouver painter Jack Shadbolt.. Viewing this
exhibit ‘David Watmough'. of the Vancouver  Sun commented, “Hitherto
my knowledge of his work hid been confined to individual canvases such as
~the Hill- -Raja’s Dream, now purchach by the Vancouver Art Gallery, or
- his Persian River, his painting carrently’ appearmg in the sixth biennial at the
National Gallery. But now, with his Lovers'in a Landscape series, the full
range and power of the Breeze imagination as it -concentrates upon and
distills the grotesqueries of -our time. comes. fully into play.” Watmough went
on 1o note the similarity of Breeze's work to the work of Francis Bacon.
- Bacon, too. had been concerned with the. violent events which he found
recorded in modern media of films and photos. In this vein Claude Breeze
focused his attention on:the issue of racial hatréd brought home to him by
an old American photograph-of two negroes who had been lynched. Their
clothes were ragged. indicating their. hopeless state' of poverty and the whole
.scene suggested to Brecze the paradox of .the whites in. a supposedly Christian
society committing this. aitrocity. Brecze went ahead with a series of sketches
until he had developed a drawing that upressed in his own way, his -protest

. ta society for allowing racial hatred and injustice to continue. He transferred

his idcas to canvas and created a painting 1012 x 66” showmg a negro
man and ‘woman Hanging -from a tree. ‘From- the: bottom of “the ‘painting a .
- mass of flames ‘burns symbolic of the flames of hell. One ‘¢an detect the
shape-of hands in the fire: which Breeze ‘explains ‘are the hands of the white
~ men who have done this deed. "The painting was featured in ‘the first issue

of arts/canada’ (formgrl} Canadian Art magazine) where a largc reproduction
“of it appears on Page [7-and a full discussion of it by Barry Lord on Page 16.
‘A record also a feature of this n’mgazme carries-a discussion about the paint-
“ing and a general background ofthe” aftist as. he talks with arts/canada’s
_editor, Barry Lord. Breeze! titled his: painting “Sunday-Afternoon” (from an

old American Phom;zraph) ThlS w0rk was purchased b) thc Canada Council
‘in 1966 : : .

P

Ro(erences
' Vancouver Sun., Tuesd1y erlembel 7.
by David Watmough. :
Arts Capada, January. 1967, Qumdn Afurnoon" by Barry Lord
also see ’
London Free Prc.w Nmemben 12, 1%6 Looknng At Art” by TLenore! Crawford
Globé & Mail. Toronio, Ont., Deumber 24 1966 “Claude Breezr.s shockers strip
- skin oﬁ the Su,k Sumes" o ' o

1965 “Rreeze Grows Ia ‘Power, Stature” .

- 239
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in the late fifties. He has exhibited regularly since 1961 at the Isaacs Gallery, Toronto. In 1974 a major
retrospective exhibition of Meredith’s work was circulated by the Art Gallery of Ontario. His work has been
represented in a number of major exhibitions including the sixth Biennial of Canadian Painting in 1965, the
M E R E D |T H Quatriéme Biennale de Paris, 1965, Canada: Art d’Aujourd’hui, a travelling exhibition organized by the
National Gallery of Canada for the Department of External Affairs in 1968, Canada 707, organized by
the Canada Council for the 1968 Edinburgh Festival, and Toronto Painting. 1953-1965, organized by the
National Gallery of Canadain 1972. W Meredith’s work is represented in many collections including those of

the Art Gallery of Ontario, the Montreal Museurn of Fine Art, the National Gallery of Canada, the Vancouver
71933 | Fergus, Ontario Art Gallery and the Museum of Modern Art, New York.

J O I I N John Meredith studied at the Ontario College of Art from 1950 to 1953 and began to exhibit in Toronto

Jupiter . 1973 oil on canvas - huile sur toile 245 x 306.5 cm.
(4 panels)

Japan 1972 oil on canvas - huile sur toile 183.5 x 732¢cm.
{3 sections)

Manatsu 1976 oil on canvas - huile sur toile 152.56 x 122 cm.

John Meredith a étudié a I'Ontario College of Art de 1950 a 1953 et exposé pour la premiére fois 3 Toronto vers la fin des années cinquante. Il expose
réguliérement, depuis 1961, a I'lsaacs Gallery, Toronto. En 1974, une grande rétrospective, lancée par I’Art Gallery of Ontario, présente ses ceuvres. On les
retrouve dans nombre d’expositions importantes, notamment & /a V/¢ Biennale de peinture canadienne, en 1965, a la /V€ Biennale de Paris, également en
19685, & Canada : Art d’Aujourd’hui, exposition itinérante organisée par la Galerie nationale du Canada pour le ministére des affaires extérieures en 1968, &
Canada 101, organisé par le Conseil des Arts du Canada pour le Festival d’Edimbourg en 1968, et & Peinture torontoise 71953-1965,présenté par la Galerie
nationale du Canada en 1972. W L’ceuvre de Meredith figure dans plusieurs collections, celles, notamment, de 1'Art Gallery of Ontario, du Musée des
beaux-arts de Montréal, de la Galerie nationale du Canada, de la Vancouver Art Gallery, du Museum of Modern Art de New York, etc.
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B This exhibition offers a limited view of the work
of-John Meredith from 1958 to 1973. it is.not a retro-
spective; it lacks the necessary comprehensiveness.
" There are major pieces that could not be included
bécause of space limitations. Here. emphasis is on
examples of various phases of his development since
his first one-man show. January 14-25 1958,

. The development.of Meredith's work over this
titteen-year period is-marked by evoiutionary progres-
sion, rather than by. criticalvchange But while.the
works, if seen together, anticipate, overiap and recall
-eachother, they-should not be considered as foliowing

-+ apredetermined course’
' Itis essential to separate the distinctiveness of-

Meredith's work from. formal theories, so that instead

of~attemptmg to apply already formed criteria, one

accepts it on.its own terms. Art for Meredith has
~ always been a'total commitment, independent.of style
of tashion; and.in the pancrama of contemporary.
Canadian-art, his.work is unique.

. Abelietinthe human presence asthe ultimate-
subject.of painting informs his work. Whether in the:

tigure-like allusions of the eaﬂy works or the psychc-

- logical impact of those.of 1962-64. in the probing. -
: “mindscapes’’ of the latter hait of the sixties or the -
" formal exuberance or gestural force of the pictures ot

‘the seventies, the content is human. The paintings
formulate questions; they offer introspections on
“presence.’”” The abstract imagery with its many
connotations.and the facture, ot workmanship, with its
“irregular softness of-line and modulated paint handling
reveal themselves as private,. concentrated and indi-

vidual—rather than as the aggressive, extrovert:and
public stance one may associate with Abstract.

Expressjonism, to which his work h_as been linked.
.JohnMeredith. who for professional purposes

" * has used only his given names since 1951, was born
" “July 24, 1933, the son of Stanley Smith, a market
"gardener, in Fergus, Ontario. The family soon moved’

1o Brampton and Merednh s father worked as a
machinist in an aircraft taclory nearby. Meredith

recalls being mlerested in drawing and painting as a -

) child and deciding, when in grade 3, to.become an
artist. He worked at a variety of jobs, including two
years in the aircraft factory. to earn money for art

school tuition fees. Enrolling in the Ontario College of

" Ant,-Toronto, in 1950, he studied with such teachers

as Jock Macdonald, Carl Schaefer, and Eric Freifeld .

‘until 1953, commuting the while from Brampton. His
“brother, William Ronald, who also dropped the family
name, -had graduated in 1951

but then, as later, -

. Meredith’s course was his own. At the College he was

quietandstudious, not the rebel that Ronald had been.
He. recalls Carl Schaefer's support as well as Jock

:Macdonald's encouragement.

Apart from briet periods in Toronto Meredith
continued until the early sixties to live and pant in his
parents’ home in Brampton and to work époradical\y
at odd jobs.. He had little social contact with the art

" world. His brother had moved to New York in 1955,

and although he visited Ronaid in New York three or .

. four times.2 he seems to have found the scene both

stimulating and overpowering. In the early sixties he
moved into Toronto, and for some time shared a studio
with Richard Gorman. His present stud|o is still in the
same building. )
In-appearance, Meredith is.said to look like his
mother—small-boned. slight, nervous. but with
unusual'stamina and energy. Attimes brooding. even
despairing(as-suggested in Barry Callaghan's poem),
at times.enjoying.with a child-like sense of wonder the:

.colours of a scene,-or with passionate intensity classi-

cal music or jazz, this man and tus work are full of

" seeming’ paradoxes—anxiety and delight, sensmvny'

and boldness spontaneity and structure.
" Meredith has always resisted explaining hIS
art; saying '‘when the pamtmg is finished, that is the
statement," *and referring 1o the essential "mysterious
quality " that defeats éxp|anation: Yet fie has described
his aim in general terms: )
" lattempt, through painting, to express and
. give visual existence to-my- thoughts, feelings
. .and intellectual reactions to things within.ang
outside of me. | try to poriray my
subconscious reactions to colour, form,
beauty, power, etC:, to develop new ideas,
.and to expand them thirough
experimentation.

" This statement indicates a concern with
experiential rather than theoretical knowledge, with
the kind of understanding which may be cailed
instinctive. Meredith defines the subconscious as

'inner man.’” He describes it as the largest and most

essential part of man, involving not only his innermost
thoughts and emotions. but also his soul. The'
evidence of his work suggests a wider reference—that -
‘the subconscious or  'unconsciousness,” as
described by Erich Fromm. fepresents man in s
unjversal, primordial and nascent aspects. it repre-

. sents the plant in him, the animal in him, the spiritin

him..." ¢




Meredith’s work from the late fifties through
the late sixties shows .an.increasing muitiplicity of

allusions (*'What | strive for.in my paintings is not to .

say one thing, but to say many different things ). and,

over a period, a metamorphosis of form, whereby an.

abstract stripe can take on first vegetal and then

“human connotations. The works of 1958-59 present’
astrong sense of a standing. growing force,-and the

slightly bulging off-centre stripe can be said to.develop
into the more figure-like spectres of 1961 But in many
" works of 1961 the early abstracl smpes also seem to
become -curved and swaying plant-like: groups and
_ then to-develop into those strange three-pronged

shapes of 1962, which in Bengal / (cal. no. 6) take on

anthropomorphlc and ritualistic allusions.

His language of images—personal, mvented_‘

not learned—has spontaneity and conviction. Forms

develop and recur over a number of years; then yield -

to or expand into relateéd images. But one should be

wary of interpretations; for while-the associations one _

makes may Catch a glimpse of an.image in the artist's
‘mind or hand, they may equally be a: supér-imposition
by one’s mind on the presented forms.

The language-of forms is interlocked with that
of colour, design..thythm and scale, at times to rein-

force, at others to contrast or modulate. Thi}s the «

three -pronged-shape of Fden (cat. no. 5)-and Benga/
I recurs, becomes-tripartite, design in Tric of 19625

- Journey of 1964-(cat. no. 8)-and finally in the.triptychs-
of 1966 (cat. no. 10)-and-1972 (cat..no. 19). The:

“crudely irregular line of Bengal I relates to a similar
irregularity of ns‘see_mingly-symm’etrical design .- Atthe
same time, the bilateral quality-of this design; tending

to draw the viewer's eyes to'the.sides, is-opposed by

the frontalny of the image.. This is also-true of Eden
-though in a subtle way.

-Simplicity, frontality. and scaie of composmon ’

are combined in Crusader, 1964 (cat. no..9) with a
scale of ¢olour, -an escalating. pervasive redness.
Though the surface shows traces ot underpainting,?

it is sufticiently undiversified in quality that variables-of .

handling are replaced by variables in perception. As
in a-number of works through 1962-66. for example
Frisco (cat. no. 7), emphasis- is on the capacity of
colour to work through contrasts of pure hue.. Using
complemeéntary or nearly complementary colours.
Meredith.creates surface patterns that jump and
dance, and secondary.patterns ot after-images which
both support and compete with the original pattern.

In his early works colour tended to be dark and
- melancholy. and tonal in use, and the worked and

scraped pigment had.the quality of matter. In the

:modulated |ayer ‘of thmly brushed pairt..
"Meredith’s paintings and his drawings. Since the
. spring‘of 1966 he has used the procedure of *‘squar-

" a small easel besnde his canvas, would be covered by

- similarly “'squared’” but with a free-hand painted grid.

*_paintings(for instance, on Karma, cat.no..13, Toshiro,
.. cat..no. 20). .partly because the effect was visually

_sought in the area, and paitly as a record-of the

) drawmgs into, paintings,. a formal interest in the. grid -

-ing frequency, into.the1970s.
form in Empress, 1961 (cat. no. 4): likewise the six
: mstance the three frames on. 1he Ieft in the secondrow

‘ofthe drawmg become the upper row of frames'inthe:
.painting. These black images and frames. moreover.

‘ : R <\
works of 1962-66 brilliant colour is used to optical
psychological and often symbolic effect.- The colour :
symbolism is not programmatic but, instinctive, as his -
‘knowledge of what colour can-do is empmcal and not ;
academic. Although.of course he knows- lhrough ]
training the principles of colour use. his decisions
seem to be made on a sub;echve basis. Through the
‘late sixties colour, aithough still strong, is somewhat -
softer ‘and the canvas becomes materialized. into a

‘A very close relanonshlp exists between
ing up" fo make coloured ink studies the basis of his
pamtmgs The study, “taped or. tacked t0°a board on

a clear piastic sheet modularly marked in .ink-in
proportions relating to the_ca_nvas._ The. latler-was .

Sometimes traces.of these grids-were left on the

satisfying, partly because of the translucencyof colour

process of- painting. But while' he adopted * squanng
up'’ as the conventional means- of transposing -

and an almost compulsive use of drawmg in pamhngs .
is apparent in earller work.

in the late fifties, when he was’ stnII workmgv
directly on the canvas, Meredith began to fill pages )

with exploratory ideas- in. pencnl about twenty to a - ;
. page. These are private works, mvesngatmns of non-

verbal thoughts on. paper, like n_otes in a diary. An idea -
will be looked at in ditferent ways, references will_.. "
appear on other sheets, an'd'so'm_éiimes a number of
the images will be combined in. a painting. In-1964,
these sheets of visual notahons appear in pen -and ink
instead of pencil and contmue though wnh decreas— )

There exists such’ a no!ahon for the cemral

framed images in Journey, 1964 (cat. no. 8y are'fo be
found in a sheet of pencil studues (cat. no.-23)—for

read as painted drawings. In Bengal /. 1962,
Meredith's rough, awkward line begins to deveiop
wispy Ciliated edges, a distinctive feature of tis.pant-
ings after 1966, He recalls that he had firsi uses this
linear-device in an mk.qrawing of the mid-tiftes. and




those strange “‘twigs” of - colour sprouting from the
)ungly stripes.of Empress would seem to anticipate its
use in painting. ‘

A coloured pencil drawing ot 1963 (cat no.
21) not only contains ideas for a 1964 painting” but
demonstrates his interest in the grid itself. It becomes
a way of dividing the page, of directing the viewer's
reading of the page, of establishing a sense of .
"measured time. Although it'is as free-hand as the
images, it nevertheless provides visual contrast to
them and a visual anchor for them.

Meredith admits a fascination with movies and
the possible influence of their constructive use of
frames. Over the years, the grid or framing device and’
reference have persisted; they are evident in the-
triptych.of 1972, Japan (cat. no..13), where the physi- -
cal divisions work as-line and force a sequential.
‘reading from left to right. In the study for this work,
where the individual. parts are mounted close to but
separated from each other, analogiés to movie ' stills )
‘are even stronger. Finally, the grid assumes its ‘own
place on thecanvas in a very recent work, entitied Grid. .
" (Brown on Red) of May 1974:8 "~ .

Pen: and: ink drawings, Iargely executed for
their own sake. have been part of his work and thought
process since the mig-fifties. In these; he explored and -
developed the technique of smudging the still-wet line,
sometimes softening and slowing the line, blending it
with-the ground; sometimes in early work suggesting
ambiguous modelling; sometimes giving a jagged
electric quality, a sense of movement, or. even of
speed, lengthening into streaks of shadow which
interact with-and even cross each other.

About 1964 Meredith began to embellish his
black ink drawings with coloured inks, applied with
both brush-and pen. ''Inks are.brighter and more
transparent than watercolours.”” Then in Seeker, the
triptych painted March-June 1 966, which he has since
dedicated to his parents, he decided *'to try to put my
drawings right into paintings.”” For this work there exist .
the sheet.with two coloured ink studies (cat. no. 29),
a small pencil sketch, and a.pen and coloured ink
drawing for the left panel (the-lattér two, collection of
the artist). There are also echoes in Seeker of-some
coloured inks of 1965, for example; Untitled (cat. no.’
25). A comparison of the studies with the final painting
indicates how -loosely Meredith was working at this
time, strengthening colour and clarifying design while
increasing the complexity of relationships and variety
of motifs.

For the next eight years.Meredith used
coloured ink studies, which he came to approximate




closely in his paintings.® Sometimes in the studies he
~ consciously worked towards a painting; sometimes he

thought of them as ends’in themselves, returning later -

to select from amongst them. There is in the exhibition
(cat. no. 28) a study which. at'the urging of a friend,
he employed -as the-basis for a painting three years
later, but this lapse of time is unusual.
Meredith has the gift of translating the char-
‘acter, spontaneity and speed of a one-inchflick of the
Wrist to a large brush stroke, retaining nuances of tone
and sensitivity of contour. Indeed, the scale_has been
achieved by that most aristocratic means—detail, and
_thus reveals @ sensibility more often expressed in

- European than in American draftsmanship. Visual

complexity, whether of paint modulation or of detalil,
involves the viewer in the internal surface in .an
intimate way, while the size of the canvas forces him
* back.in order to comprehend the structure. In their

scale, the artist moves from ‘the spontaneous record

toa representat_ron of his reaction to the image.™ -

" What becomies evident is that drawings are’

painted, and paintings aré drawn.’ Meredrth s art
) reiutes exclusive distinctions.
.Seeker, in its tripartite and symmetncal basic

structure, has obvious analogies. to a winged altar- B

piece. The motits, coming from his drawings, are more

numerous, more varied and.generally smaller in scale

4in relation to the size of the canvas. Although emble-

* matic in structure-and- generahng a sense of.direct -

-address, the work retains some of the latent kinaesth-
‘etic miovement found in'most of his drawings. The

imagery, working on several levels, combines with

} “colour, rhythm and» scale to confront the viewer with
the myth'of man's "‘search,” with and‘in himself. =

Circles, wheels, enclosing-bands or ribbons,

are related.and recurrent motifs. The circular manda-

- la:like image, which appears in 1966, coincides in_

_.essence with them-and springs. according to Jung,

from primordial interest in the. psychic or-inner struc-
ture. Atlantis, 1966 (cat. no. 12) with its visceral and
.cosmic analogies. its dark richness-and sense of
-spontaneous yet carefully structured colour and
_design, suggests the dualistic aspects of man and the

world—of-variety and unity, of the external and inter-

nal.-Karma, 1967 (cat. no. 13)is quiet and obsessive,.
‘subtle and mysterious; it becomes a means toward

.contemplation and concentration. At this time

“Meredith denies knowledge of Eastern images and |

colour.!" Perhaps the suggestions come through his
-ability to absorb the visual scene at a glance and trom

Museum. publications on ofiental art and-exhibitions -

“of “indian miniatures. With reference to" Seeker 'and

Ulysses (cat. no. 15), it has been observed that ‘their

tucked and stitched qualities connote an attachment

to the tapestry and apparel of Onenta! culture.”'?
Certainly the search to reach man's inherent nature
erotic and mysterious, and the transformative power
of the subconscious, have archetypal elements in
common with Eastern thought.

Meredith's’ most recent show, December
1973, indicates not'only a manifest interestiin oriental
culture,® 'but also-an increasing looseness of colour
and movement anticipated in that powerful painting of
1971, Untitled (cat. no. 18). The works of 1972-73
combine .grand movemeént and delicacy of motif. In

" -some, there appear new qualities of directional thrust

and jostling masses; in others, counteractrng flong
forces. They are Iarge—Japan and Toshiro are epic in
scale and: character—emotronal in colour, large of

‘rhythm yet subtly uneven in saturatron or densities of

paint. The thrustrng masses, bespeak Abstract

Expressionism, but.the parnt handlmg differs; it is thin,

even translucent in places, and the forms are often like
broadened extensions ot his line or like distensions of
those: black nodules deployed across drawings such
as cat. no. 31.

Although there is & sense of spontaneous
facture in ‘his work, an’ appearance’ of -paint-applied
raprdly his approach is considered ‘and slow (he
speaks of havrng |deas atthe back of-his mind, some-
times for years); it is the result of more than two
decades of pamtrng commual absorption of visual
stimuli, and constant mental Pplay with images. After

the immediate impact ot the painting, the realization -
‘grows that careful structure and lovmg handhng of

‘paint are paramoum glements. Also apparent is-the
: .basrc rationalism of his method and the consrstencyv
" of his development.

Meredith's course has been.a lonely one,

teeding on the northern.habit of inwardness.. The
- orginality and.inner life ot .his forms, the obsessive yet

tluid sense of- pictorial-rhythm, the colour combina-
tions, primitive and exotic,-or subtle and-sophisticated.
the preoccupation with grasping inner reality, all

. combine to.give his work a compelling power—a

power now awkward, now spontaneous, always
singularly individual.

MLF
September 16,.1974

"Foolnotes o .
1. Through 1956, his paintings are srgned

‘Meredrth Smrth

2. He was in New York in June 1957 for*Ronald’s
first show at the Kootz Gallery, and probably in 1958
and 1959.

3. All qudtations come from a series of
conversations between the artist and the writer in the
spring and summer of 1974,

" 4. Erich Fromm, D. T. Suzuki, and Richard de ’

Martino, Zen and Psychoanalysis,

New York 1960, 106.

Clty Savrngs and:Trust Co., Vancouver

6. Such sngns ofa parntnng s history Meredrth

-readily accepts. This “everything shows"’ aesthe(ic is
. an important aspect of Abstract Expressionism that

also survives in process-oriented art.

7. Pierce Arrow, collectron of Mr. and Mrs. Avrom
Isaacs, Toronto. .

8. The Isaacs Gallery,';_roronto.

9. For example, Painting '66, August 1966 (cat. no. -

~11) and its.study (cat. no. 30) Karma, 1967 (cat. no..

13) and.its study (cat: no.. 33) Ulysses; 1968 (cat. )
no. 15) and its study (cat. no. 34); and Japan, 1972

- (cat. no 19) and its:study (cat no. 36)

10. A few- complex coloured rnk studies, such as that
for:Karma, took about.two weeks 1o complete. Thus

.in these, as.in-the oils; the appearance of spontaneity
is in actuality the product of slow and concentrated .
- execution. )

11.The unusuai colour combinations ot Eden and N
Frisco have an oriental subtlety and even sensuality.

12. Exhibition catalogue, 49th Parallels: New
Canadian Art, John and Mable Ringling Museum

of Art; Saraseta, Florida, 1971: Introduction by
Dennis Young. ; Lo

13. The tilles of several works of this period

- (1972-73) are of oriental inspiration, and may recall

Japanese movies which impressed Meredith in the
fifties. By the seventies he had aiso becoime
interested.in Japanese music. As he has never

“travelled, his viewpoint, of necessity. is western.
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THE
JOHN
 MEREDITH
-~ POEMS
" UNTITLED

Unsigned®

As published in Exile, 1,3.(June, 1973). reprinted by
d

kind permission of the author, Mr. Barry Callaghan.

1 -

* when | am alone | think of dying.. . -
. Iam most alone when { sieep. = :
- I cannot sleep: sleep is submission to fear, so | paint.
, everything | paint is not anything you
or anyone else can know: my paintings are the mystery iceberg
of my past, but there is a way of knowing the mystery.
' itis the future. S '
it would be nice to think of my paintings as my children,
' as my roots, but it is not true.
) I have no roots. )
if I'had children | would have-roots. but.
.1 have no-woman (all my women die. always, just before " -
. Christmas): roots are the future and fot the past.
my paintings are themselves. they are oriental.
' they are me. | am not oriental. -
: ) ' theyareme. =~ ., . :
- they are a hole'in unconscious space, filled with stars and me.-




.2

| never dream. | walk in the streets. | don't
see anything. there are trees, trees like piano

keys white and-black, thousands, and wnthout leaves.

and more trees

I am someumes an elephant. somenmes a rhunoceros alone

in the trees.
} don't feel guilty about anyt'hing.
_ 1 don't fee! hafred of myseif.
*- Idon't teel that | iove myself.
| live with myself. inside the forest of trees, where
there are no birds. there
is no sound, No sun, no one else..but warm (if
‘you cut the bone of my arm — the clean slice —.
" - and count the'rings, there are

thirty-nine, COUI‘I( the years. some men COUN thelf toes

.they have eleven. one extra. | have

one friend. but he is not in the forést that is in the trees.

when the forest disappears | will disappear.
| do.not want to live alone but | am alone.
| never dream). | take tranquilizers.

3

aUisaUandnotayou.
an O is an O and not the zero of emptiness.
my signature is only a selection by someone else

- of letters: — | draw my name out of a well of lines (you

will never find the beginning or end . .

D

C .'4v

behind the leaves, my mother, of the lily of the valley, dead.
) - fhad a premonition. oneday -+ - .
she was pinned against her chair by the sunlight. | am secretive.
1 did not tell her;
" she has since tumed half-over in her, grave watchmg
my other women. but, women"
. are not.cruel. | have only been uniucky (thé karate champnon
who became a cop and threatened to arrest me for assault, but

left and put a parking ticket on some unknown overnight windshield

by the side of the road); she was one of two-: snake
eyes | rolled (the other
— two in her bed, then four, then six,

-and along sienna field and a cliff, and on the beach, between -
the stoneface and the-water, a-cobra, poised. aman could -
die there): but,
| didn't: de Kooning said — itis more mportant tobea man
than to be a painter. | am a painter, ruthlessly.

| am flesh-and bone.with a brush in my hand.
my mother, that afternoon in the sunlight, said: don't drlnk
. paint hard.
~ well, | am not perfect.

5

| do not dance, but only by myself in the dark,’
the way some people sing in the shower: —’| have no shower,
S0 | never sing.




1'am a non-Protestant, S . . blood on my hands, pieces of eight

fantasticaily non-. | have three non- ' ' . : words: — bones, of the.body, of chairs, are brittle (they -
-Catholic Catholic friends: being sometimes . ° : ~ ‘collapse like old- movie break-away furniture); I've
a clotheshorse-dandy, | have elected myself . - ~ dlways been nostaigic for what never was (Bogart
- as their.Pope (one afternoon | opened myporch -, o and Lauren, seedy elegance immortal -
" window onto the tin- roof: square;there was - ' ‘ . under the propellor fans of North Atnca) peace,
" one pigeon. one broken deck-chair; and an opposite window' : ‘

with the green shade drawn) non-practicing. . SR e

twakk: . :3.miles, seeing‘nothing" only

. . s ' : the gettmg to.where |.am going. I'm afraid-of: these
o C. : 7 o R o -things ( . . .fame
’ ] : R . has become Barnum show biz; and. Napoleon ' o
-t always keep-cut fresh tlowers: thick - - : is only Bailey seated on a celluloid horse on a celluloid hill T
heads of summer born in the'glass-houseinthe .+ - “saying celluloid words . _,.) the last which.is not a word but a "
‘radiator heat. the shag leaves-collapse first, ) " " ' b,eginningf Help. . .

like men hanged betore their time. - ' - - L
| think | am someone living before ' :
my time: watching — and when
I'm at last.born into my }ime‘ . . :
there'll only be time to say goodbye. . . ’ K ' . . o oo e
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John M.e;redit_h;; ) -

Ulysses, 1968, oil on canvas:
72"x96" (183 cmx244cm) .

. The Vancouver Art Gallery

John Meredtth has said; ‘Artshould always bea .
‘mystery. Itisn’t possrble to totally expl ain any work
“of art, anyways, sinceitis this mysterious quality
“which makes art so beautiful.” In fact; he treasures
the mystery of painting so much that he once
protested toan interviewer,’ Don t try to explain it
allaway.” - .

Meredrth’s pamtmgs are among the most dlfflcult
. of any'to dlscuss, since their'stylei unique. He -
works in |mages, shapes that for hlm are the vrstble
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forms of feelmgs, 1deas, beliefs.'All of these unite in
his: art; they spread out like drops of oilon water :
into patterns: ofintense personal mieaning. -
But, since artexists for the viewer as well as the
artist, we mustseeifitis possnble for us to ,
. understand such highly personalimagery. Do'esthe
artrst give us the clueswe riced to share inhis
part-dream, part- -thought, part-feeling world?.
- Because eachof us. has a different personahty and
set’ of experrences, the dlrectron of our mmds and




feelings will differ too. As we have already seen, .
“Abstract Expressionist painting depends onthe
" ‘power of images that affect each viewerin -
“particular ways. Shapes, colours, lines, spaces, and
“their relationships to each other‘are the only means

"an Abstract Expressnomst has to make suggestions.

But we the viewers must reach out to meethim; .
" trying to overcome the distance’between his mind
" and ours, and trusting that heis leading us intoa

_ new and valuable experience. -
' What are the clues Meredith gives us in hxs

" painting to help understand it? First thereisits ntle’,

* Ulysses, which is the Roman name for the Greek -
hero Odysseus. In the Odyssey, anancient poem by
Homer, Odysseus (Ulysses) travels through the
world, facing many trials and adventures on his -
voyage home. Though the Odyssey is an exciting
story, itis also an allegory. for aman’s personal trlals
in the world. ‘

- Meredith’s title, then, gnves usa clue rhat this
painting can be seen as a man’sjourney outwards
from his own little world into an outer world, and "
finally into the spaces of the universe. The, titles of
other works by:Metedith show his concern’ thh the
idea of man’s search for himself and the meaning of
life. Two of his works are entitled Journey and
Seeker, while another, entitled Atlantis, recalls the -
mythical land lost under the sea and sought for
thousands of years.

 Burafterthe artistoffersus hns ntle, he leaves us
to explore the painting and make our own connec-
tions. Sometimes his works have no title, and then
we are left entlrely alone with his forms, hxs LOlOUl’S,
and his very personal use of line. B

Many of Meredith’s paintings are based on ..
circles, a symbol of unity and eternity in many
Eastern religions. We know that Meredith is very
interested in Eastern thought, and pamcularly the
idea of union between man and the umverse
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Rlbbon- or ﬂame—hke shapes are another favounte
design of Meredith’s, and he uses sharp V-shaped
angles and waving, rippling forms to contrast with

-each other. But the most «.haractensnc feature of his
style s a distinctive ‘nervous’ line. Sometimes.

almost shiaky, other times like hghmmg ﬂashmg
across thecanvas, itis energeuc and imaginative,

_ though seldom quietand $oothing. In his later -

works his lines have become textured, with little
hairy fibres brlstlmg off them, so that they occupy
space and depth instead of remaining flat.
Meredith’s colour is often rich and usually used
to strengthen the meaning of his forms. Here, for
example, the blue suggests the colour of the sea and

T sky on Ulysses’ journey home. But whatever colours
: Merednth chooses for his themes, hé intends them to

assist the meaning, and not to be used as accepted

artistic rules.

. John Meredith’s actual surnameis Smith. But he
andhis brorher, William Ronald; another well-
known Canadian artist, chose touse only their

- given names professnonally The Smith family was

not wealthy, but the father, bemg talented n-
drawing himself, encouraged his sons with their art.
‘Metedith was bornin Fergus, Ontarlo, and at'the
age of. elghteen he enrolled in the Ontario College of
Artin Toronto. There he studied ander Carl
Schaefer and Jock Macdonald. ‘Macdonald, an

‘Abstract Expressionist, encouraged Meredith to

develop his.own individual style. Indirectly; Bor-

" . duas and Les Automatistes had a sxmllar mﬂuence

. uponhim.

Ofall artists pamtmg in Canada today, John

Meredith i isone of the most unusual Heisalonerin

his life and in his art. His world'is a private one, and
the greatest compliment we can pay hims to allow

. his paintings to speak for them_selves_‘ :
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If ever-we have produced a pamtcr more avctse
o self-exposure than John Meredith, he has.
- been too modest to catch iny cye. Under-
publxazc:d but not wholly unnoticed, the
tion of a travelling exhibition of a . ;
highly selective choice of his works painted ¢ ot
drswn over the last 15 years was sngmﬁmnt
smong the everits at the October opening of the
rebuilt Art Gallery of Ontario.* Not that
Meredith has ever been anything but eye-
casching, fromyhis first tentative yet distinctive

‘The exhitbinon is also travelling to: Sarnia Public

Art Gallery, December 6,. 1974-Januaty

P.o.{mm Hall, St Catharines, January lo-February 25

WywouvuAnGallery, February 8-March 1; Lofi-

2 Public and Art Gallery, March 7~30; The
. pn! 18-sz 25. Wmdsor Art ’

I An' lery,

=

THEODORE ALLEN HEINRICH

. public appeararice in 1958. That was ét the long-
gone Gallery of Contemporary Art of the

. Kernerman brothers on Gerrard, in the heady

days when therc and a little later at Aveom
Isaacs’ new talent was busting out in almost
every succeeding show.

Meredith was then already ﬁvc years out of
the Ontario College of Art, where he had been
a quiet but good student, particularly helped by
Jock Macdonald, and had meanwhile been -
working in considerable isolation in Brampton.
We were at that time allowed some information
about him, for example thiat he was the much
younger brother (seven yeats younger) of our

" then comet’ William Ronald, that their parents

were remarkably sympathetic to pamte in the:
family, but that, being called Smith; all parties
. were averse to the young men becommg known.
as a set of lawerday Slmth Bros. One. of the

.9
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Umnled Drawmg XV, x965. mk on paper, I 3

most conspicuotis features of those early

-cahvases was a surprisingly aggressive signature
“designed, if irritatingly, to make his professional
. :name register. It did, rather because the paxmmg ‘
* wis so iinteresting, so unlike his brother’s and )
‘soitruly individual.

These canvases were for some years dark and .

broodmg I he was looking ouitside himself for
_guidance, it was to neither Toronto nor New -
:York One felt that perhaps one eye was curious
for a while about the techniques, not the
“imiagery, of two Montrealets of exactly his own
’age, Gmdo Molinati andjcan McEwen. Ashe
. is ot d traveller exceptiin his own mind and-

to absorb stimuli without being at all -

. 7comaous of their spccxﬁc sotirces, this may 1 not’

slgmfy The early stripes remain slgmﬂcant for .
:-their insistent paintetliness, for their determinia- .

o) to-assume: orgamc rather than mathematical




- function of lines as m:mm-st.\tmn\ of force, s -

¢ their insistent siggestions of' almost s&crgt :

Empress, w6 o,
ail on canvas, $97 7 x g07
Coll: Natioma! Gallery of Canada

connotations, tor théir jutimation of the - -

‘however vagrant, They are a!sn still smkmn for-

motions and rustlings, of curtains or grass
even nightskics about to part. These pu}mps
culninate with the National Gallery’s Empres
1961, where hints in several 'lightly carlier "
pamtmqs turir at the center of this inro mnma-

tions of a ﬁg,urc a figure that seems to bc tiving

to burst its way out of a papyros swamp.:
The stem-seripes are all: lmr\tm_v. meo¢ urlo'l ]
filaments that w ill L,ranlu.xll\ bécomeak
of Mercdiths drawing and painting style
throughout the tullo\vnu_ decade, and'elie ;
repeating curves ofso mlu h lmr p.nnmw arg

‘.)1\0 Llu:nl

'md his
1 saturations mmwnnbk though first and ac
*intervals.for some vears afterward, he liked: ]
- pair, mnltlpl\ ot ‘contrast \unph variations of a’
_tridert-like tigure in black on, say, a \cl|m\
twround Thgx figures could be read .umrdma

Cof tuhps or as the kelet hnuds of marsupia

e lmsc ofa large \L\mbul iry of privaee bue,
mmunnz, sy nllmb and \mmlmmousl -

) ‘.-r\(ll\ll’lk_ pres
'ka on mrpmnn_,l\ baroqm guiscs,

Sn the way of non-twinned brothers who
lmw sonictimes an afﬁmtv for similar data but
< interpret them quiite dlﬂlrmtlv the orb
.‘\;plottcd b\ Roiald appears as a “aircle'in

Mcndlth s work i in 1964, to be dLVLlOpLd in-a
scries of brilliant inventiors sustained over a
~Tong period. Some havc cilled this a mandala

. and there is acth\ Y pamtmg_, of 1967.called
. Karma, but itis alrc.ld\ present in the dazzler

called Crusader (Op nus_,lltn t havc exhausted

" itself 5o fase had it had a fraction of the energy

) :md frecdont crackling hcrn) and is paramoumt,

‘ m such major works as Arlantis, _1966, and- -

e lysses, 1968, Thc circles ¢an disintegrate into
fmq and nbbons or become minor accompani-
inents to ciliared Hoatms_v, shapes that look like
lm;c cut "umtoncs The insistent point about
thc pamtmg,s of the years 1958-68 as they look
m this show is how ripc they have grown.

* The general symictry and the settled imag-
crv began, howcvcr to give way to new ideas.
I"hcrc was for instance (not rcprcscntLd in the
show) a series of large color-field paintings on
which a lincof “contrasting hue wandered as -
apparmtlv v1§,mnt as‘an illuminated. ion cours-
“Hg across a Lloud-chmubcr Then a new but
energetic restlessitess annotnced itself in such
paintings as a larqe untitled canvas of 1970
dominated by a fattice-like form. This next
shattered 1tsc|t into amorphous strongly spiked
forms app1rmtly moving at great speed and
thesé qmck]\ abandoncd all stralght lincs ot -
dcfulablc :mszles.

" The paintings of the last thrce yearsare
inuiensc. They tend to employ onlv two but

©" two richly riwodulaced colors (note that Meredith -
has thmus.,lmut stuck to old-fashioned oils
svhich he can use with the translucency of
watcrcalon and.a plasticity 1mposslblc with
icrylics) tox_,uhcr with menacing clouds of
blad\ on white ground. Japax, 1972, 1s a false
mptvch wliich suffers somewhat from dis-
*juuctions wherethere should be none. Toshiro

(1973 the titles are arbitrary) is more satisfying

sfor contaming the whole of its explosive force
. swithin a single frame. The foree of imagery *
ORI uh&rL is both cataclysmic and ambiguotis, partly
© o wgosimic, partl\ sexual, partly the devastation of

- solar explosions, party the irrelevance of

tmi,mcuts of wheels. But this fre¢dom is ex-
ﬂlnlamtmq One feelsa dcvelopment soincthing
hkc that expericniced in moving from the dense

“textures and sclf-obsessive, unresolved solenmi-
‘tics of a Bcrlmz to the serious clarities ofa
+Mozart prepand to face up to greater mysteries

- than thosc imposed by his more conventional

librete. Teeraainly don't mean by this app1rcntlv

“unhistorical statement to intply retrogression.

: Anyone who listens to late-hour radio pro-

gramns will follow my sense,

* The paintings arc accomp‘mud by sixteen

dmwnu_,\ in pencil or the colored inks favored

1or their brilliance by chis artist. They, at any
rite rhm( thatare dircerly related to-paintings,

: bring us to a niost pe culiar nmbxbuxtv mthe

= work ofjolm Muuhth which I for one do not

\ \Lmd heres - :
Ihms.,s Ve TV 500N bu.,.m to:open up for- ]mn
nlLttc nmv;d to-the most bnlh.mt

to.one’s own hm\ as Vishnuo wmbol\ as- X-rays .

These-“tiidents™ secm to. Imv begun the =

Jhuphncd A ﬁorr fo dxvdnp a3yntax fot thclr
ntmun Tlis Louhl HOW .unl rlun

: s - - o

g ae



‘ pretcnd to 1mdcrstand Thisis.an a.mblqum of
scale.;Since he habmmll) works out every detail
ofa largc coniposition in advance in line, in
color, and in peno, this is importanc, It has al-
‘ways'séenied to me that there are essential
difterences between stidies aind final works that
arc casily rccoumabh and therefore readily
cxp]‘m\ablc With Meredith this is-usually but
mysteriously not so, Ieis virtually impossible
from.a photograph, tor example. toknow
whe ether a work under ¢ xamination. is cight
inches wide or eight (or 18) fect. Normally
this would mateer to a dnrupuvc degrec. With
Mercchth it. doesn’t usually matter ac all which
“mearis, again pamdmually, that the natural scale
of his highly i introspective art is monmnenta]
and that the physical size, be it no more
.rhmm thuinbnail, is irrelevant, This should
be a eomfort for those of his non-corporate
admirers who do not have valimited wall space.

A fimal word. 1 respect Meredich and his: deep

‘ ncgd for. privacy too much to have sought'an

: umnyxtcd interview, for which reason every-
thing said here is external and subjective on my

asecker and his bcst is still to come.

“own part aloné. Two people who know him

well have done all that need be donte for the
present. What tLu) have to say about this fine
painter aiid beautiful man is prmtcd in the
exeniplary AGO cataloguic produced for the
travelling exhibition. Here may be found the
essay at once factual and cridically sensitive that
appears too modestly over the initials of Marie

. Fleming and agroup of ciglit remarkable poems

that appeared unsigned a year ago in the quar-

. teely coldly caIlcd exile, mucthcr with color

plates ot clght ‘paintings. These poems read like
dazzling bursts of self-awareness and oblique
bis ot .xutobxographlcal revelation and seemed
at the time to be ov the artist, They are in fact -
by Barry Call.uzhan who clearly knows him

' profoundl\' Thcw have the msu_,ht atid welght

ot a Hazlitt for énce’ un—proh\ and writing :

-poctey listead, of only occasionallv winged”

prose. | urge anvone intetested in Meredith and

the springs of hik exceptiondl if occasionally un-
steadd v sensibilities to read them and thie essay

be hm next lookmo at his pamtmgs He remams

e e o o o e 4
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.fedsthatsuchabackgm\md uusefultoanyarmt,hcshowedhnlcmeratmn.
‘ ’ ; ' "hpa!mbmdm Wﬂlmnkomldwan_

Contemporary C ngdlan Palntlng

) (McClelland and Stewart lelted 1972) C

“Art,” says )ohn Mcredxth, “should alwaysbe a mystcry Tisn't j)omblc to totally
explam aay work of art anyway, since it is this mysterious quahty which makes .

art so beautiful.” It is suitable comment from an artist who uses uncomphcated

- techniques to create works of great originality and mystery. .

' Mcrodxth § paintings are as accessible to the uninitiated vicwu- as they age to

* the most knowledgeable historian because his art is ‘the least derivative of thst
' mcludad in this book and becamsc Meredith himself has no program of explana-
tion for it. His work is among those thmp that sxmplycmtand are to be -
. experienced. A’ good example is Unritded Dxptych Glf. p. 151), the focus of
~ which is a mandala-like form, which looks like the seal of some mystical gocicty,
_ surrounded by cabalistic markings. Meredith himself; however, professes little
knowledge of the mandala, althoughnhasbccomcapopularugnmﬂu ‘
- 'coumcr-cultutc, wnhmOncnuland pbll'
. apphc:mon as symbolic of the effart to rcumfy the self. But Mcredxth hai come

ical connotations and its I\mgnn

to it less mtcllcctually, more mstmmvcly, and ahows lmlc mtcrcst in mvemng

his work with meamngs borrowed from othcr sphem of human thought or
activity. T}ns attitude. is' as true of hns othcr WOrks, Mcrcdx:h pamtu ﬁ-om hxs o
o vuccra,notfromhuhcad : o
o Thn may bclp éxplain why hc has rcmamcd smgularly unmﬂucnced by thc g

 work of othcr Canadian artists, an astoms!nng fact when one: consldcrs that be’

s tbe younger brother of William. Ronald (pages. 105-12), a man who was a
" mover and naker in Painters Elcvcn and in thc amsnc molunon whn:h shook‘ '
“Tocontoin the late fifties, ~ |
John Meredith was: bogn in 1933 in the town of Fcrgus, Onmo, and was
' mterded in:drawing’ andpamnngby&eumchcwasmgxademrcc ‘Heloft -
_ schoohsa youngmandmnt toworkmmmmftfum,inl% with the L
~blcmng of - sympathctlc parents,. he enrolled in the Ontario Oollege of Artin. -

" ‘Toranto, where he studied until. 1953, His neachcrs mdudcd Csrl Schaeﬁer Enc SR

L 'Fmiddand,mastunpm-tam. Jock Mncdoalld (pagts l7-24),whocnf_ iraged <

--hmeogohuownwaymmlly Althsony

drawing the human ﬁgurc(themofthem curricufum at that time) and

_hehasanildgmundmgm“

’ ‘ {,\,i-( i.



Meredrth beheves that, if he has been- mﬂuenced at all 1t is by Borduas and
Les Automatistes and even that was not a stylistic mﬂuence but rar.her brought

‘ about a change in amtude, a kmd of release that helpcd hlm hnd hls own pcr— R
~_ sonal language of ¢ expression.. '
- His first exhibition, in 1958, was at r.he Gallery of. Contemporary Art in
Toronto two years later ‘he ]omed the group, )ocularly known as Isaacs’ Allstars,
who show at the Isaacs Gallery. He.has had ﬁVe one-man; shows at the lsaacs '

. since 1961.

In the years since then, he has been mcluded in Canada, in the Nauonal-

Gallery’s Biennial (1965), and in ‘every major survey show’ mounted to the

presént day; mternatnonally, he has been represented ina group show at Buﬁalo s

~ Albright Knox Gallery (1963:64), the lnternatxonal Biennial'in Paris (1965), the

Gallery of Modern Art, Paris (1967), the Nine Canadmm show at thie Institute

of Contemporary Art in Boston (1968), Canada 101 i in Edmburgh in the same

year and in the Tenth International Black and White Ex/ubztron m Lugano

(1968) and Ezglzz Armt.r from C anadain Tel Avrv (1971) _ .
Merednth regards 1962 as parncularly important in hxs artlstlc evolutnon in
that year ‘he produced Bcngal (1ll p. 149) which, to his mind, is a key work.
Init he transferred a drawmg techmque to pamtrng, the blurrmg of the mk line
- which was to become his i unique tradcmark intrigued him. for some ycars and in

 Bengalhe moved it for the ﬁrst nme from drawmg to pamtmg From 1964 onit ‘

became hxs signature. - _ : :
Meredith’s technique is pamstakmg and of great mterest he does lns work'

ﬁrst in the form ‘of small drawings, which he’ has collected aver the past. ‘ffteen |

years; he selects one of these and then enlarges it (his canvases often excced
elght feet in size) almost without . change in what he calls. the most “traditional

manner: possrble, graphing the small sketch and the large canvas. ~This method ,
releases him from the problem of form so that he cani throw all his energies into -
the challenge of colour. The astomshmg and dehghtful mystery of his work is

. that, desprte its. metrculousness, it has the spontanerty and cxcltemcnt of art
createdina smgle burst of i msptratron I G '
Meredlth s unique. imagery is spontaneous and comes purely from hrs uncon-

scious. Because his work 1is perhaps the most ongmal of that of any Canadran; .
artist, critics have pressed him to discuss its’ ‘origins. 'In an inferview with: Barry-
Lord of the National Gallery of Canada; he’ finally protested "‘dont try to

~ explain it all away.” He does, however, say. that the style whrch has’ grown out -

~of his- pen and inksketches lends movement to_his paintings; although this
style was’ mmally uncalculated, its artistic’ explontatron continues to_give hup

pleasure What he does thh thue forrns is ‘not accrdental the msptratron may

L
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bc secmmgly non-mtcllcctual but thc mampulatton of thcm on thc surfacc of
-‘the canvas isdirected by akeen visual mind. . ‘

- Meredith has remained a loner. In the days when Isaacs Allstars made the
ncarby Pilot Tavern the scene of endless talk and argumcnt -about art, Meredith
tontxnucd to live in. Brampton, staying there till 1964 He now lives completely

" s an artist, making his home in his’ studro, a large single room over a store on .

“Toronto’s Spadina Avcnuc, near the garment district. Quiet and shy, hesitant in
art:culatrng his ideas, he has never taught and never been active in the art

associations that contmually mushroom. Although he lives a relatively 1solatcd" |
life; Meredith has no sense of | rejection, having built up over the past eight ygars'

-a loyal followrng of people who havc.consrstcntly apprccratcd and purchased his
“work. He sées this rather lonely life style and his smglcmrndcd ness as accidental

and not self-imposed, Asked about the futu.rc, hc says in hrs gentlc way that hc Is

quxtc content with things as they are,

He docs, howcvcr, talk.about possrblc changcs in stylc, towards a morc open :

and frcc composmonal structure. This is cvrdﬁnt in comparmg Untitled, 1971
(il p. 152) 10 Seeker (111 P 150), whrch was pamtcd in 1966, '

Thc current trcnd towards amstrc and mtcllcctual natronahsm docsn t mtcrcst :

]ohn ‘Meredith, pcrhaps ‘because - hc is a umversal rathcr than a natronal
“or inter natronal painter; hrs work is - as acccssrblc to a Laplandcr as, to a

Vancouvcn te.

‘ Convcrscly, however, he feels that natlonal cnvrronmcnt has had a part in
shapmg his work, though he is tnable to cxplam 1t furthcr than that. He s;mply'

- believes that'he would be a different kind’ of artrst, in some’ undcﬁncd way, rf he

hvcd in Francc rather thanin Canada

Iohn Merédith continues to be one of this oountry s most mtngumg and ndro- .
syncratrc young" pamtcrs, art critics-and ‘writers, from all over the. world are
g mvarxably forced.to turn in on’ thc work itself, lcavrng both thcm and thc artist’ "

to wondcr whatit’s all about. o 3 '
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L maemm John (John Meredith Smith)

“Born in Fergus, Ontario, the son of Mr. & Mrs. William Smnth hns father moved to

~ fergas from . Stratford during the depression years and made hus living by. raising
+wcgetables and selling them directly to individuals at their homes.! The family then
moved/to Brampton: where John attended the-district high school and'did realistic
!nwmg and painting.? He entered the. Onterio College; of ‘Arts. as his brother

William Ronald had done several years carlier. There he became interested in
" abstract and. non-objective art through Jock Macdonald and began his’ first serious ..
~splorations in this direction which’ progressed during his thiée years at thie College

- 1930).3 - After his studies in Toronto he found 2 job: with. the- Brampton
.».mcen'ator in which his cartoons-appeared:® It was around this time ‘that he
Jed to use his Christian names for his full professional name to avoid confusion

.h many other Smiths. His brother had changed his nanie for the same:reason,
Wi c'mll living in ‘Brampton he held his first:one-man show in Toronto at the
i ,dluv of - Contemporary Art in l958 _then in 1961, held a solo show at the
‘Galler\ when The Toronto ‘Star® noted, “Meredith's vertical stripes bend.

~oave) merge, then pull ap'm again. in patterns that are rcpeated vver and over. In
it fhidst. human figures appear. as if only for @ momen(. The result is exotic.

;.. iV

sallery of: Contemporar\ Art in 1958: but his work has never’ ‘lovked so

- 7oz, as it dots this week.". In 1963 Meredith moved to anunto and held assecond
hhmon at the lsaacs Galler) in which Elizabeth Kilbourn® in her review. con-.

nattid. with- the remarks. . . . you inay .|l5u see with hterally new eyes. "t was
‘_.Ln;.xps 2 dctt remark whxch essennally apphes to hns work today A thlrd show at

1189

“ oddly_convincing. The paintings ‘arc hard -to evaluate or even understand
'mduall) C ollectively. seen as a show- they give the impression of a rich. various,
. mtimes brutal and always’ absorbing mind at work. Meredith;, who is 29 years
. * s exhibited occasionally -over the last few years, and he had a one-mar show -

.4.“",:: S




T annrm John (John Meredith Smith) (Cont'd)

“the lsncs Galiery was rewewed by Harry Malcolmson”’ as follow% “Merednth isa
- *_ painter’s painter. His work makes no external references to naturc or to the com.
o *, mercial world or to style vogues. It is concerned solely and exdusnvely with the
solving of formal painting problems. In. this exhibition. Meredith introduces linear, .. : ,
lasso-like shapes and ladder shapes into a painting space, und then by danngly S L
_original color juxtapositions charges the shapes with painting vitality.” His othet . - : :
" solo shows include Blue Barn Gallery, Ott.. (1965); lsaacs Gallery (1967, 69). It
" was about this time that Barry Lord® wrote a definitive article in artscanada on
Meredith in which he explained that the artist first produces a’coloured ink drawmg,
with péncil, of the design he is to make into a full size painting by making squarcs
~ over the origina! design and transferring the design to larger squares drawn on the
larger canvas.- Some of his canvases are eight feet square and larger. Lord: also
explained how Meredith produces his various effects and concluded his Aarticle as
“follows, “Meredith isn’t comfortable with mtémretat:ons of hls wortk as an exten. ,
sion of: abstract expressionism or anything else, although his uses of colour dnd line
are evndently firmly rooted-in the discoveries of Pollock and Gorky. A 'long time
_coming to recognition us a_major pamter even in . Totoirto, hc has now reached the-
comfortablé stage of <ellmg paintings directly from his studio, and at Tast i
regularly included in .Canada’s international shows. But he is not anxious to be
" understood: A consistent son of the.age of heroic’ mdmduahsm in art, he values his
umqueness, as'ian and painter. ‘Don t try to. explam it all away,’ he advnsed .
The most recent discussions of this artist appeat in William® Withrow’s® .Contem.
pomr) Canadmn Painting (1972), and Paul Duval 's'0 Four: ‘Decades- (1972) ‘His . ‘
important. group shows ‘include: Montreal Spring Show (1961); Detroit Cultural - . )
‘Centre: (1963): “Canadian Art Teday™. Univ. Waterloo, Ont. (1963, 64, 65), . ool
Albright-Knox Art Gallery. Buffalo, New, York (1963. 64). Sixth Biennial Exhi.
bition of Canadian Painting (1965);. International ‘Biennial, ‘Paris, France (196).
Tenth Winnipeg Show (1966): “Canadnan Att of Our. Tinte 67", Winnipeg (1967).
“Nine ‘Canadians”. Inst. of. Contempotary Art. Boston (1‘)67) “Canada: ‘67"
Union Carbide Bldg.. N.Y. (1967): “Enght Artists. from Canada ™. Tel-Aviv. Museurn
(l970) “Toronto Pair*ing. 1953- 1905 .NGC, Otr. (107‘\ and others, Merednhn
represemed in the following collections: Vancouver Art Gallen ‘Normari Mackenzic
Art Gallery. Regum Sask.. Willistead Art Gal.. Windsor, Ont.. University f-
Waterloo Ont.; Art Gallery of Ontario; Agnes Ethumgtm Art Centre, Queen’- ;
Univ;, Kingston. Ont National Gallerv of Canada, Oti.."The Canada Councii = -
~ Collection. Ott.: Montreal Museum of Fine Arts, Mtl.. PQ Confederation An~
. .Gallery & Museum, PE1: Museum of Modern Art. NYC: and the private
colleétions of Mrs. Samuel J. Zacks., Tor; Mt. & Mrs. Avrany lsaacs, Tor.; Jessic &
Percy Waxer_ Collection. Tor.: Mr. & Mrs. Edward Levy. Tor.: Dennis Reid, Ot
‘Governor Nelson A Roakfeller. NYC and many others ln 1968 he married Urwh
) Keller of Tommo ’

>~

Ve Retcrences S ' : : sy
o - "North Kent Imder Drcsdcn. Om Dec. 28, \967 "Mostly (muip by Ilugh Temphn - o R
. *Conserwator, ‘Brampton, Ont., Jan. 23, 1958 “Cin l-nthom Abstract” Art If In an L
Perspective™” by g‘ve Bmmgton . : _ . C
:Arrmnada April. 1%9 Nosl30/131 ".lohn Mcmdl!h P“.unter

v"smy Lord p 16




‘. MEREDITH John (John Mfmann Smith) (Cont'd)

':’m Tomnlo Star, Ont...Oct. 28, 1961 “Meredith™

6lbld Feb. 2. 1962 “Art and Artists® by Elizabeth Kilbourn

: ,Thr Torontc: Telegmm l‘ur Ont., Feb. 6, 1965 “Painter's Pamlcr s Sculptors" by Harry

: Malcolmwn L

ssec P2 '
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CANADIAN CONTEMPORARY PAINTERS / PEINTRES CANADIENS CONTEMPORAINS

1925 | Montréal, Québec

SATERSON EWEN

! Paterson Ewen began to exhibit in the mid-fifties after attending the Montreal Museum of Fine Art School. He was a member of the

( Association of Non-Figurative Painters of Montreal and participated in the now historic exhibition Espace 55. In 1968 he was repre-

‘; sented in the Seventh Biennial of Canadian Painting, organized by the National Gallery of Canada. He has exhibited annually since
1968 at the Carmen Lamanna Gallery, Toronto, and is represented in the currently travelling exhibition New Visions: The Canadian
Landscape, organized by the Edmonton Art Gallery and the Art Gallery of Ontario. A retrospective of Paterson Ewen’s work is to be
mounted by the London Art Gallery, London, Ontario, in November 1976. M Paterson Ewen has lived in London, Ontario since 1969.
His work is represented in the collections of the Musée d’Art Contemporain, Montreal, the Montreal Museum of Fine Art and the
National Gallery of Canada.

N Forked Lightning 1971 acrylic, linoleum, metal, canvas on plywood - 244 x 122 cm.
i acrylique linoleum, métal, toile sur contre-plaqué

i

i Storm over the Prairies 1971 acrylic, metal, fibrous meterial on plywood - 235 x 101 cm.
j acrylique, métal, matériel fibreux sur contre-plaqué ]

{ City Storm with Chain 1971 acrylic, metal and chains on plywood - 244 x 122 cm.
‘= Lightning acrylique, métal et chaines sur contre-plaqué

Paterson.Ewen commenca a exposer vers 1955, aprés avoir suivi les cours de I’école du Musée des beaux-arts de Montréal. Membre de I’Association des
peintres non-figuratifs de Montréal, il participa a |'exposition Espace 55, passée désormais a I’histoire. En 1968, on retrouve ses ceuvres a la VII® Biennale
de peinture canadienne, organisée par la Galerie nationale du Canada. Depuis 1968, il expose tous les ans a la Carmen Lamanna Gallery de Toronto et ses
toiles sont au nombre de celles que |'on peut voir actuellement a ’exposition itinérante New Visions: The Canadian Landscape, organisée par|I’'Edmonton
| Art Gallery et I’Art Gallery of Ontario. La London Art Gallery de London (Ontario) offrira une rétrospective des ceuvres de Paterson Ewen en novembre
| 1976. B Paterson Ewen habite London (Ontario) depuis 1969.Ses toiles figurent dans les collections du Musée d‘art contemporain de Montréal,du Musée
‘ des beaux-arts de Montréal et de la Galerie nationale du Canada.
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PEINTRES CANADIENS CONTEMPORAINS
CANADIAN CONTEMPORARY PAINTERS

vfMINISTERE DES AFFAIRES EXTERIEURES DU CANADA
: DEPARTMENT OF EXTERNAL AFFAIRS OF CANADA

PATERSON EWEN

Forked Lightning 1971 _
248 x 122 cm.

Collection: The Canada Council Art Bank/
La Banque d'oeuvres d'art du Conse11 des arts du Canada
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PATERSON EWEN, R.CA.

Bom:

Studied: - _
1948 - 50 Montreal Museum of Fine Arts

Montreal, Quebec, 1925 .

Selected Group Shows:
1955 ‘Espace 55, Montreal
1956 25 Painters of Today Montreal .
1957 Assocrauon of Non- Frgurauve Pamters of Montreal (A A. N F. )
Galerie L’Actuelle, Montreal
1959 Painters Eleven Invitation, Park Gallery, Toronto )
Brooklyn Bxenmal Watercolour Brooklyn Museumv N Y.
20 Artists from Montreal Here and Now Gallery, Toronto , 4
1960 Formelle Lyrique Group, Stable Gallery Montreal Museum of Fme Arts :
Aspect of Canadian Painting, New York ‘
Little International U.S.A. Tour y' L
1961 Association - of Non- -Figurative Pamters “of - Montreal travellmg exhlbmon )
organized by the Natnonal Gallery of Canada Ottawa T -
1962 Spoleto Festival, ltaly _ T :
. 'l 963 Painters of the Gallery. Galene du Slecle Montreal
1967 A Panorama of Painters from Quebec Musee d’Arnt Contemporam Montreal
1968 Centennial Purchase Exhibition l V
Seventh Blenmal of Canadian Painting, Natlonal Gallery of Canada Ottawa
1969 3 Man Show, London Pubhc Library and Art Museum London
1970 Rothman’s Art Gallery, Stratford
$0th Annual Western Ontario Exhibition, London
Canadlan Painters, Man’ and Hls World, Montreal
1971 Pre in the Sky, Toronto ' ;
1974 Canadian Canvas, travellmg exhlbmon crrculated by Tlme Canada Lid.
V A Response to the Environment, Rutgers Umversnty U S.A..
-Contemporary Canadlan Art, Art' Gallery of Ontano Toronto -
1975 Contemporary Canadlan Art DeCordova Museum meoln Mass.
1976 Changing Visions: The Canadlan Landscape. A travelling exhibition orgamzed

by the Edmonton Art Gallery and the Art Gallery of Ontario

Ontario Now — A survey of Contemporary Art in Ontano Kitchener -
Waterloo Gallery/ Art Gallery of Hamilton

London Painting Now, London Art Gallery ‘
17 Canadian Artists: A Protean Vrew Vancouver Art Gallery




One Man Shows: ‘
1955 Momreal Museum of Fme Arts, Gallery X

1956 Parma Gallery New York
1958 ‘Parma Gallery, New York
Galerie Denyse Delrue, Montreal
| 1960 Galerie Denyse Delrue,. Muutreal_
1961 Galerie Denyse Delrue, Montreal
- 1962 " The Montreal Society of Architects
) .Galerie Denyse Delrue, Montreal
1963 ' Montreal Museum of Fine Arts, Gallery XII
" Galerie du Siecle, Momreal »
1968 - - 'Retrospective, Dunkelinan Gallery, Toronto -
1969 - Carmen Lamanna Gallery,'Toromo |
1970 Retrospective, 20/ 20 Gallery London
1972 Carmen Lamanna _Gallery', Toromu R
1978 ‘ Carmen Lamanu_a Gallery, Toronto
1974 Carmen Lamanna Gallery, Torou_to
1975 Forest Ci,tyGaller‘y; Lundon : ‘,
. Special Awards: o - o
1957 2nd Pn'ze pamtmg, Concours dela Provmce de Quebec
1958 Ist Pnze Laurentide Fesuval _'
A 1961 Purchase Award, Spring Show, Montreal Museum ol’ l"'iue Arts
‘ 1971 ‘Senior Canada Counc»il Awarcl. - :
Collections: o ' L o B

- National Gallery of Cana’da, Oshawa, Ontario
Musée de la Provirlce de Quebec, Québec City, P.Q. .
Montreal Museum of Fine Art,,Mor:ureal, PQ .
Sir George Williams University, Montreal, P.Q.
Musée d'Art Contemporain, Montreal, P.Q.
Brandeis Universiiy, Waltham, Massachusetts
'Amsterdam Civic Museum, Amsterdam, Holland

* Toronto-Dorminion Bank, Toronto, Ontano

" Kitchener-Waterloo Gallery, Kitchener, Ontano o
London Art Gallery, London, Omano -
Vancouver Art Gallery, Vancouver British Columbra :
An Gallery of Ontario, Toronto, Ontario

Canada Council Art. Bank/Banque d’oeuvres d'art du Conseil des Arts du
: .Canada - :
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Paterson Ewen

Considering the amount of artennon that has been glven to Paterson Ewen s work during
the last few years,. it is lntcrcstlng to note . that, desplte his earlier recognition. in
Montreal, it has only been since 1973 when. he had his fourth one-man exhibition in
Toronto that the Ontario art. establishment has bcgun to acknowlcdge his importance. In
1969, reviewing Ewcns second one-man exhlbmon in Toronto, Barry Lord wrote that he
was “‘still hardly known to the Toronto art, public,” an observation. that was slightly
modified to “he’s still somcwhat unknown” by another reviewer in 1972 At any rate, it
is obvious from the number of times the recent works have been shown and discussed,
that they are known and rcspectcd and that it is time to show a samphng of his early'
work. ‘ ‘ :

Despite the varieties of image with which He ‘has been preoccupied,- dcspi’tc’ the different -
techniques he has used for painting, there are qualities which, characterizing all the
work, suggest the consistency of Ewen’s stance as a painter. Rejecting theory- ‘based
painting, he has chosen to deal with immediate, ‘intuitive visual decisions in his work.
The result is that the paintings, even when they are figurative; stress self-signals (they .
find their meaning in the way they are, in what they look like). George Kubler wrote that

2

self-signals are “mute existential "dccl_a'rat,ions'_of thnngs these paintings are

declarations of themselves. -

In 1948, when Ewen' left. McGill after ha\'vwing‘studied for two years in a general arts
programme, to study painting at the school of the Montreal Museum of Fine Arts, the
Montreal art world saw the foundlng of the Prlsme dyeux group around Pellan, the
dissolution of John Lyman’s Contemporary Art Socncty following the election of Borduas '
as president, and' Borduas’ ‘publication of the Refus Global: Montrcal was writing its own
art history, and it was proving to bc the most. ‘important chaptcr in thc history of
contcmporary palnung in Canada : o

Ewen studied with Goodridgc Robcrts froni 1948 to 1950. As a studént, 'Robcrts had read

- Roger Fry and in 1948 was still .committed to a painting that expressed sensitive,
significant ‘composition. ' The traditional"subjccrs—still life, ﬂgurc studies, landscape

and interior scenes—were used as the raw material from which the artist developed a
cosmic. sense of order through mcasurcd brush strokes colour harmonies and intuitive
design. The modcl of Robcrts palntmg prov1dcd the. stratcgy by whlch Ewen approachcd'




_hw own, work a strategy remforced by hns response to worka by Rembrandt Goya,
' ‘Cezanne, Bonnard and the other masters he saw in Ottawa and New York.* While his’
; -ii‘early works are rooted in the tradition of post- impressxomst and early modern figurative .
-pai tmg they nevertheless dxsplay a roughness that acknowledges,the hmrtanons of the. .

- . ~stood - opposite pole to
_ »Réberts restramt however Ewen became mterested in them and by 1950 had begun
pat tcrpatmg m dxscusslon.s held at Borduas studxo at Samt-Hllaxre That year he o

K latec ISCOVETIe , L : "_Abstract Expressxonlsts
(wlmse work he saw m' New York, Ewen began to expenment more aggressively with the
' Vmampulatno of form -and colour, and soon: found that the ﬁguratwe element was

for a type of palntmg. that would bnng together his knowledge of the ﬁgnratwe and
'automanste traditions, - allowmg the freedom of gesture without forfeiting the order of
composstxon That concem seems. 1llustrated by most of the works from 1955 to 1958

'From 1959 to 1970 Ewens works' developed through serles each series lssumg -from
dlfferent preoccupauons and ‘each having internal variations. Such generahzed notions

-“freedom of gesture” or order of composmon can be understood in the early work,
but become impossible to relate to the series works Even the words of the phrases are
_given new ramifications. - S ' '

It could be argued that “gesture" is important to the Untitled 1962 (Cat. 19) inasmuch as

texture, a function of gesture, is used to form the compositional device. But texture, the
-same colour as the ground, operates as drawing; it results more directly from the action

of the eye than the hand. Gesture is, in fact, pe_ripheral to the major concern of the work,

10 -



which relates more to the 'notiOn of developing form from paint‘ instead of colour than to
the ‘significance of action. On thc other hand, gesture is crucial to the Black Out series
(Cat. 14) for it produccs the furrows and ridges of a saw blade being run’ across the
surface and the lumps of pure. colour squeczed from the tube, left on the surface to dry, '
that give the work a rawness dlamctncally opposite the lyncnsm of the Untitled 1962. -
Texture is again used as compositional strategy but here it is. thc directness of the
activity it records rather than iats relatlonshlp to composmon that determines its
" importance. ' o -

The later works in the Life Stream with Time Intervals (Cat. 27, 29)§\ series were painted by
establishing the colour of the ground, ~choosing the second colour ﬁnstinctivcly and then,
as Ewen describes i, standmg back, lookmg at the canvas almost as if I were playing a
football gamc ‘and-then attacking it with tape, runmng it from one end of the canvas to
the other, as qunckly as I could, and then' runnmg a second .piece of tape alongside that
and sphttmg it up into the dashes that run through the colour field.”® In these works
gcsturc becomes a. functnon of the intellectual proccss that determines that parameters
of its spontaneity. This sense of gesturc stands in contrast with what is seen’'in the earlier
Stream of sze (Cat. 12), wherc the image itself, a broad, orangc band slantlng across a
“black form on the white ground isa vtsual mctaphor for movcment '

It is impossiblc to gencréliz_c about Ewen'’s use of gesture because itis a quality that has
a different meaning in each of the series. Each series produced vital, convincing work
that cancelled -the assumptions of earlier work. - He destroys. the myth that the serious
artist devotes his career to the phrsuit of a singlé body of concerns, allowing his work to
chart the changing sensnbllmcs of painting during a period of rapid innovation. Although
his progression, from ﬁgurattve paintings. of European derivation through quasi-
automatic paintings which yield mcrcasmgly to the order of geometry -until, in 1965, the
gesture of painterly actlon is replaced by the manipulation of tape, can be observcd the
work dcvclops along a meandering’ path along whlch the observcr is askcd to pause to
look at the mdlvndual palntmgs .
In 1968- ‘Ewenﬁ'movcd to London. Hcrc(, the work of several younger paintérs involved the
use of mixed media to portray interests located outside of art. Where Surrealism had
been a source for Borduas' 'work Dada, Surrcahsms source, had influenced the
dcvclopmcnt of art in London during the 1960's. Rcsponsnvc to the work he found here
as he had been. rcsponsxvc to the work of the Automatistes, in. 1970 Ewen rejected the

14



abstraction that had been his preoccupation for fifteen years, as well as the machine-.
clean surfaces that his hard" edge work ‘demanded, and began to expenment with-

. completely new techmques of pamtmg

 First, he made two works by-’ dipping pieces of felt in paint, usmg them to ptint dots on

white canvases—Traces Through Space (Cat. 30) . The haiilting lines traced by rag'ged

_dots parody the fast lines and precise dashes of the previous year. He had thought of the o

Life Stream with Time Intervals series as representing “some sort of phenomena, as -
traces of something going through space;” these new dot panntlngs even more strongly
suggested “an imagery that touched on the sciences,” leading him ‘to submit to what he
calls his disease for old illustrated dlctnonanes and encyclopedla and laymen’s books on

the physical sciences in the search for subject matter Soon he had painted a series of

rough works on canvas that showed such physlcal phenomena as rain, clouds generating
electricity, an artesian well, and a drop of water slumrn_m_g across a ‘heated surface.

& . . .
: i

V'Although liberated *by these" new figurative works, - Ewen found canvas and str'etchers

and brushes to be hmmng and decnded to make a woodcut, gouglng lines to represent-a
Solar Eclipse (Cat 35) in a sheet of plywood He reahzed almost as soon as he began the
work that he was domg the work, not a block for a: prmt Expenmentatlon with technique
of painting expanded to include experimentation with. ‘materials, resultmg at first in
three wood and metal constructions (Thunder’ Cham How Lightning Worked in 1925,
and Rocks Mouing in the Current of a Stream) and leadmg to the mcorporatton of vanous
materials in the gouged plywood panels o ' ’

During the early 19705 rumours were c1rculated about the death of pamtmg by people

‘who could not accept the superficiality of the Modernnst aesthetic. ln a tremendous

burst of energy, Ewen began to: play with everything he had learned about painting,

‘developing a strategy for work that allowed “constant decision making; real intuitive -

decision making. because -you come wp with  more or less ‘random effects that are'
beautifu! in themselves.”® The surfaces of the pamtxngs on wood are crowded with
decisions. made. The wood is a materxal for drawing in with a router and on with paint
and felt markers, and a surface for painting on (the lmage) and over (runs of paint),
while the added matenals completmg their functnon as. lmage are restored to their
essence as things.

. 16



'Paterson Ewen, painting for himself and for painting, following his own course, always
'youthful ‘in his thinking, cha'n‘ging' like twentieth- century'man producing works whose
roughness places them in the world of thmgs speaks of the whole person through his
work. Painting is returned to its tradmon ' ‘

 ROBERT McKASKELL
London, Ontario - ‘_ ‘
October 13,1976 SR

NOTES

1. Lord was wrmng in artscanada no. 138/ 139 (Dec 1969) P 60 the second reviewer,
Menke Weiler, rote for the Toronto Star (]an 18 1972 p 28) o

2. The Shape of sze (New Haven Yale Umvers:ty Press, 1962) p. 24.

3. Ewen’s other. teachers mcluded Arthur Llsmer and Marnan Scott and, earlier, he had
been in John Lymans course at' McGill. Durmg the summer of 1949 he and fellow
students John Fox and Don Barett rented a cabin near Fourteen Island Lake where they
were joined by Roberts for sketchmg forays in the Laurentrans Fourteen Island Lake,
Number 5 (Cat. 8) is from that summer ‘ '

4. Ewen’s work was accepted for the Sprmg Exhibition. He graduated from the Montreal
Museum of Fine Arts programme that year.

- 5. All quotations are from a'series of taped conversations we had this $pring

6. Aninterview with Ewen about his recent work is pubhshed in "Paterson Ewen: Ram by
Nxck]ohnson in artscanada no. 196/ 197 (March 1975) pp. 40- 45
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_‘March 1975 -

Rair Om'r Wam 1974
acryin. oil plywood
196" x 132"

When Iwent to thc Carmen Lamanna Gallcry 10 see
seven new paintings about weather by Paterson ;
Ewen and lookedithem all over and settled on-one big : :
white grey ovie called Rain Over Water I thought

about drawing and abong landscape painting bricfly
and-abont rainy days and this or that rain. ‘Then T,
kireu it was raircand felt my fect on the growmd. 1
thought i foug tiwe about this pairiting aud the orhers,
sasye carlier pamrch had a very good time one

fN;CKJ()I{NSON' I . " evening with Ewen in his smdio in London, Onario,
- S S ~ and alu'ays camsé back to rain going up downt aud

: . Photos: ‘Henk Visser N sidewa ys- Rain Ovcr Watcer isa pamrmq s heary
S C““”"')’ C‘"’”"” Lamana C"”""Y N . Ewen conldy’ rl;ﬁ it without his son’s belp and so big

: . oL o that to work inbith the wild mathine called a routir K
e : o they pot it doum flat and he knecled in the widdle.and ;
v , ) R " conldi’t see all of it atouce and had just to think rain.




' dlv center of thc wholc thmi_, tlnt s aouu_, ohand
hold it together. When I move to one side and
feelit tipping I must be carreful to shift my
wquht backand stectch out my armasfaras T
cair. And in this very 0‘«1t1ng and very
ph\ sically dcnmndmi., process, the fachinc is
-very noisy and dangerous at 25 thousand
reyolutions a minute, Thave fo be quite caretul

" my knee. Then towards the end [ probably
Jumpcd off, shut thic machine off, turned

the machinc on and standing up put in thosc last
fcw streaks that arc there to one side.

JOHNSON: You drew that low horizon and sort
of outlined this place and thcn did all of the
s:ouqmg before you; beg.m pamtmqe

., EWEN: Yes, once finished, the gouging, thc firse
. thmq Idid was roll'on the sky with darker grev
aint: Then 1 did the watct: and thon I'did the -

again with white. At the last minuite Iclmnacd ‘
thc water. That is how 1 remcmber it now.

JOHNSON ! Tlm wood we'\thcr work bcgan
“about four years ago \vhen you said you were
sick and tired of strict paint ‘and canivas work.
Your paintings previous to thattime were nar-

some of them calted Lifestream. But vou didn’t
Just stop and start all over again so ho\v did it
begin and what lwmn :

EWEN: At that. pomt Iwas sxck ofcanvas and’
stretchers and paint and sort of sick too of the

FWEN: You have to remember thhcupon two
saw-horses about four tect high'icts a platform.

: > Sofirst1stood by this eight by elevenfoot plat- = -

form of plywood and I made the horizonand I

pucin the islands and a few of the waves: Tnuay

ot may not have left them final. This very

lemental magic marker drawing inclided

t © almostnonc of the sky. This much I could do

' while standing besideit. Then Igot up, and up

onall fours in the middle of this platformi, I wene ;

to work. All over tie whole thing I grooved

into the wood with the clectrical router, cliang-

. ing the bit as T felt the grooves should be larger

P . orsmaller. And keeping in mind at this point

' now what it is I wang in teinas of direction and

P velocity and proportion I have to putmyselfin ",

v

not to get my clothes canght or gouge the side of -

1shnds. The sky was too dark so I rolled it over - -

row onc-=color lines crossuxg onc-co]or cativascs,

art m:u'k tand :hmkmw about.w hm and where
1 would show, I réally felt like just playi ing

- instead and [ thought I was naking ap anti-art
_ gostusg in the forinal sense with those last paint-

ings. Daubing rows of dots on plain canvas with
felt. But then sonichow this turned out feeling
to me like traces of things moving through
space and this is what first suggested the idea

of phunomem. Lookms., r back onthe ‘arhcr
paintings of lines I though those roo were

like traces or vibrations in space. So.1 began
rcading, .Igotall kinds-of amateur books and

old textrbooks about phenomena. How rain

falls and how lighting works, clouds, eclipses
and-waves, [b‘gan to get the feelingas [read
thiat what we usually call the more snmple thmgw
arc immensely comphcatcd so Ijust accepted
my limitations and put down the parts of these -

'vh.\ppcmmzs that were for me fun to do. My first
: .ﬁldua was to make a great bng_, w oodcut print.
-l gota four by e|2ht piece of plvwood and

hand ;;ouned out something, an cclxpsc or so1ne
rain, Fdon tknow which came first. But then

.. asI'was'doing chisand as I was painting in the
" gouges and as | was rolling it over witha

printé;:’s roller I realized that chat was the work,
and that’s how it happened.

So I began to really paint pictures again as
opposed to just formal minimal art. [actually -
begart to paint pictures again and say well |
don’ticare if the art world doesn’t like it I can’t
2o on-doing fornsal painting so I think I'll do

some things that are really fun which I an0)
doing qtht‘er.se I will have to stop painting and

Lblh‘pg)p Rainfall, 1973
mixed media on plywood,
96" X 661"
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plywood uch 24”7 x 96"

Goastal T rip, 1974 '
sct of three picces, acryhc on

I never really fel that 1 wanted to stop painting.

JOHNSON:: It is amazing how that canie about.
"Those carly linés had 4 secret and you dug itout,
Thcy really were life-lines. Still this could have
led vou in other directions, to other subject:
nuaeter and less carthful ways of dealing wich i it.
Have you always beett interested in cosmic
phcnonn na and weather and was this a begin-
ning that had beul coming for a longer time:?

EWEN: Yes 1 thmk so and there are several thmgs
mixed in there, My father came over from
Abcrgail wheénhe was 17 years old and he spent
cleven consecutive years in the far north with

the Hudson Bzg,v Company before he came back -
down to civilization. So as a boy 1 heard his .
storics of north;. rn Canaida and Indians and .

" Bskimosand, 1 szuus [ 1lw.l\ s had this almos¢

roiiiantic attitude to the §pace up chere. Lalways
tellnyself dhzewhen [rake a long haliday T will
goto thc tundra, The other thing was thatasa
boy niy ambition was to be 2 geologist. Some
boys aré goirig.to be ficemen but [ was going to
be a geologist. And when I was older [ wernit to
McGill to stud\ geology. But I think in a lot of
fields ¢ ducamon starts or used to start atthe
wrong end. [ thought we were going to begin
talking about thountains and rocks and 1 was
very excited‘and there was a blackboard and a

" man standing ap there telling us to memorize

tlh following formula for the specific density of
_some mineral. 1 really had no interest in that and
I quit the cotrse and pretty soon with cnough of

that and t.h.m.gs like 1t T began to draw, and [

- became an am, t. But it was only v whm 1did the

minirial worl that looked like phenomma that
these things é ¢ame, to the, surfacc. .

Stictice and-artmete amlogy and Eweir, A quram _
froma typxcalf veather textbook s little clowds sitting
abouve the curvied earth speckled with riny black plus
adminys sighsiatid with colored arrowss poinsing up
and doivn around them.. Children’s marks about;

" feelings about clouds, an old phrlomphcr s invoca-

tiotts of something invisible, pocts’ wordlessywords
about something.about weather, wonder about
weather ? Ewent's carlicr weather paintings make iise’ ]
of this anthiguous language of mercorology, but -
insidv out, Where such weather diagrams are conerete




_ aboyt rcmorv - forces and evoke more, ‘the wvarlu'r
4t paintings cvoke scientific description and are concrere
L about more. Their cross and dash and arfow signs ami
thunderheads and lighting all work oppositely. To
N deny an y remotcness of the power, declare: weather .
" close, to celebrate wedther. What the work of the
scientist divides and sibdues and distances the work
of the artist makes whole and wild dnd close. This
is the ccology-of poctry.

e s ———

i JOHNSON ' What is that stuff at tlu bottom of
Storn Qver the Prmru's ?

EweN: Coco-matting is the stuff at thc bottom
... -of Storut Over the Prairics. It is very thick and -
¢ . hasanice rubbery back toitand [ bougheit off
. © - the roll but 've never seeri it sinice for sale like
this, That was very niuch my approach, and’
still is, to sometimes buy the inaterials beforé 1
know what I'm going to do wwh them. I
wander around hardwatc stores. | saw that
niatting and said well Thave to have soine of
A . thatso I'bought some and it hung around the
o ~ ‘studio until Lof course realized that it was -
' . brown grass, pt:nm for this painiting. That cloua
: .., upthereisapiece o of plywaod and over the
- picce of plywood is glued a piecc of battlcshnp
linoleumand into that I ¢ groovcd the marks. :
This cloud is boltcd onto the base plywood and. s
‘the black dots yon ec, soine are put there by my
| gouging and some of the dots are actinally black’
; - ',bolts. The hghmmg is galvmxzcd iron.

- JOH.NSON: When dxd meml‘bcgme

. EWEN: Metal ﬁrst came in Wllcll { dxd this piece
" called How Rocks Moz'(’ i the Curreiit ofa .

‘Streain. I needed’ somethm;, x that looked and fele

like-water but I didn’t want to Eamt iton. [

- wanted to have sometlung laid onand1 - -

% thought of galvamzed iron. I yifade the’ rocks -

( - -out of plywood anid linolewun, again followmg

, _a bit of amateur research The larger-rocks - -

. . dcpending on theif shape either skid or rolton

I the bed of the scrcam the medium size rocks
?
t

pelt through the stream and the smalf'rocks are .
suspended in the flow of the strcam, That was:
“one of the first metal picces 1did, along witha
thunder picce,a very crude picce, justa com-
‘bmanon of metal and wood and hcavy cham

3 v. . :

@ Stors Over the Prdiries, 1971
acryhc and ‘metal on plywood
792" x 40”

£




Iceberg. 1974
acrylic and aluminum o plywood

90" x 96"

- that looks like weather. A httle ycllow squarc
tl;at looks liké a piece of weather, and another

. orange coloted square that lookslike 2 piece of

earth, and then an cxpanse of metal thatis just

" spacc 3 and then a heavy rissty chain and you pick -

up the chain and drop it and'it makes a sound .

~ liké thunder. This is whéee I bcgan to use metal,
‘atid then it becamc radiation i paintings’
showing the curve of the carth, and chen i it was
lightning in thinderstorm paintings.

membrrmg thosc carly paintings of U-shapcd

_ lines'oti regions of color. Strong basic painting, allits -
“own rules of its own Sull qf the risitg forming power .
“of. the artist, An “onter space” gathering of strongth

- as Buwen saill. There was fertile antbiguity in those

down J'ppmg lines that seemed traccs of something, .

’ P fcmomtmns of down puﬂmg graulty and earth and

this .scenwd t0; takc over. Fxrst phenomena and then
weather amfﬁjr the sake of these happenings and
having fun d ving thiem art seemed unimportant for a
while. Back to begirinings, all kinds of beginnings
and how urgemly and concretely Ewen took.this ort,
+ dealing with, clanfymg primitive realities thmuqh
wedther, Ohe. picce of plytood to be like weather,
ariother fori carth, some stecl for space, ai old chain
for thunder: Chain, cut-out iron, wood, paint, lino-
léwn, saws; hammers, nails, rough gouging writing -
lists of first words basic pocry. The.confignration
tooof these:stprtn y stornit paintings, Stormy Over the’
Pmms, City Stor with Chain Lxg,htmm.,
Power bundlcs of iwcather isi middles of dark skies, .
ambivalcurly afflicting or.fertilizing dowsi on sniall .
h:lls, toy city skylines. Such handmmﬂ waarh('r, o

: mrth ﬁndmg wcalhcr Icom of weath«r.




g

Jormsom In the new pamnngs thers oTC Aré some
_small pieces of metal, as hailin Hail oif -
Coastline and icé in Iecheig, but there are no ‘
chains, no coco-matting. It has come down
mostly to plywood and paint made tb work in
great sympathy by a gréat deal of gouging.
Down to this coalescence to use the meteorolo--
gical term for che forminyg of rain in cloudsup
ta the point of falling, What do you thmk '
brought this aboute

EWEN: All ofthc picces in the ﬁrst cxlubmon at
Carmen's of this more or less uolo;_,unl work
phemomena picturcs, were hand gouged. But
then'a friend in Toronto said, T have an electri-
cal router and why don’t you try that. I wasa
litele suspicious, I still had the old almmr
academic idea - well, I don’t know aboue -
machinery vouknow. But hé said borrow my
router and try it and if it suits you you can buv
it. Which s what happened. As soonas 1
started to usc it I found that by this inethod.of
knecling down with it I could really draw quite.
frecly with it. And that is how the next
exhibition came about, the recent cxlnbmon of
weather coastline paintings.

JouNsoN: Coastlines, Were vou tlunknu., of
parucular coastlines when you dld these \mrks"

ewen: The coastlines of the new paintings I gat
“fromavery pocnliar book. Itis a Japanese
warine book and it is tied togethor with string

like shaclaces. And [like tosee people come up

and look at the cmstlmc picces and sav; oh,
that's certainly the coast of British Columhm,

Hail on Coa.c}l}ri 1974
acrylxc and aluminum on ply\\ ood, ‘
62" x120" , ) ) Cosh

or that so looks like the coast of Nova St¢otia;
In fact [ have always since [ was aboy hada
penchant for things Japanese. There wasa.

¢oincidence. We happened to mect the secre-

tary to the Japagaese ambassador onc timc when
" hewas in Montreal, and he camic to dinner at

our house, And he brought gifts for cach of us.

,bomgthmg for my mother, chocolates for my-

sister 1 rcmcmber, and whiskey for iny tathcr
which was very appropriate, and nppropnatc
thouzh [ didn’t realize how much, he gaveme a

book oit Hiroshige. You know we have dit-

ferent hooks when-we are boys and thisis one
Iiked a lot and kept goitig back to. It deals wich

- coastlines and wich islands arid with rain. And
you know thg]qpancsc attist’s method was togo

out into the raiu or to obscive a tree or a bird

" oraflower or a wave but he would never try to

dcp\ct it then. He would snupl\ observe itand

Avhien hehad captured enough of itin all levels
“of his being, then he would go back and do it.

So it has all sort of come around, the pheno- |
mena part and the weather part and these catly

iloves and interests. And thmk this brings us
‘about up to date with my new. paintings. Tlu v
‘aré.more weather as such: And in tetims of - ,
~materials I think you éan write it down mostly °
to that large shect o “plywood worked upon -

with the router. Km-clmo inn clic middle of the

i painting with that gouging nuachine. It was like
faexercise, a physical exereise in almost an
“oriental position. This,being in the center of the
_work instead of standing up opposite it is so
.micha part of the process. Although chis only

- pweN: Y
_expanse of the water, on the ishinds, it is also

dark as it

.>truck m¢ aitcrl fouud m)'sclf domb it .

{JOHNSON Yes that must be a reason for the s¢ nse’
-of space, F mean of earth, of n'oposphcrc. Ot a

place where there is rain.

s it is rain coming dowrion thc

coming at youat various velocities and densities,
up as well as down. Lenjoyed chat one,

' JonNsoN: We have hardly ntentioned the other

new paititings such as that lony scroll of rain;
Cvirstal Trip, and Hail on Coastline wlmh
is really much different,

EWEN: Yesi it hasa stratige sereriity. As ify yoir
could stop the hail process and look at: it and
examine’ lt.

IOH\SON But that is more hkc haxl

EWEN ch itis more what hail teels like because
Tail is of course concentric circles. '

Yesitis an onion rcad.

JOHNSON;

Water with its big white grey paifited
sk y muigrcy ocean asid brown ochre

Qonges ctting ~ky into \mp ummq«farl into hth

_of rain, thedrriting of raii. Raitt falls dnd spreads on

yeur, /on head, right the, before it beconies some-

{[Huqm Ist "I/h be qumuh\ arid \nnu mq rain. It is. mul

Nies and h\?hl ivith your puupnon of if,
the kot edge of rain: Rainfulf from its codlescing
fal/ and ﬁlfmq you withrising, the pottei o/ rain, It
is initiation rain. rain of the song: 1 want ram Itis
the umm’ram amd it is rain.

43



l:“ E\ “llllam Patcmm
‘ b. 1925
‘Bom’ m Montreal Ouebec This interest in art began after hns dlscharge from

the Canadian army at the close of the Second World War. - He attended -

McGill ‘University in 1949 where he studied under John Lyman and in
 1950-1..he took classes at the Montrcal Muqeum of Fin Arts under Good-

ridge Roberts. William Armstrong. and Jacques de Tonnancour. He was
- influenged in his"carly ‘work perhaps. more by Roberts and Armstrong: but

later became fully ‘obsessed with the challenging énd alluring work of the

Automatistes who had becn ‘inspired by the leadership of-Paul Emile Borduas.
. In 1961 Dorothy Pfciffer' noted his work as follows, “Omindus and somber,
vet pamdoucall\ painted in intcnse, rich. color, the thlckly modelled.. prodded,

plastercd and raked expressions of Canadian’ artist, Paterson Ewcn as seen’
_ at Galerie Denyse Delrue, transfix. one’s almost awed attention ., . . To my .
“mind. Patérsont Ewen’s brilliantly demoniac paintings - add an archalc echo -
to the 20th Century's clamorous unrest and fear . . . " In 1956 The Non--

Fll.uramc Artisty’ ~\~~ocmtnon of Montrcal was founded and Patcrson Ewen

became a member. Ax its Presidenit in 1960 .he wrote' thc mlmductxon for

“the \«ocuuon~ t\hlblllOl\ cataloguc®: -the ‘showing was at the National
Gallery &f Canuda and was organizéd by Claude Picher who was at that time
- the G:!ller) s Eastern chrescnnme In his recent non-objcctwc work he
has cmplmed the media of oils, water colours, tempera ‘and pastels; He

held a one man show at the Galerie du:Sidcle in 1966.. His awards include
" the Prix.des Laurentides, 1957: Second. Prize. Province of Quebec: Painting
Competition. 1958: and in 1964 received a Senior Arts’ Fellowchnp from ‘the
Canada Councii.” He is rcpreumgd in the permunent collection of the Mont-
real Mauscum of Fine Arts and the Provincial ‘Museum of:Quebec. His wife
: Fran\,om‘ Sulln an is a d.mccr .md ghorcngr.xphc ‘:nd lhcy live in Montrml

References : o
Document from amst o : sod ;
* The: Gazerre. Montreal, Nov. 28, 1961, .4 review by -Dorothy Pfeiffer
' The Nen-Figurative Artisty’ 4\muurm| of Montreal, 1960-1 exhibition: cata-
jogue, prepared by Claude Picher ‘who orpmrcd the exhlbmon
A Umxm al S:ar, Feb., 24, 1964 i
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CANADIAN CONTEMPORARY PAINTERS / PEINTRES CANADIENS CONTEMPORAINS

GERSHON

ISKOWITZ

1927 [/ Kelce, Poland

Prior to his arrival in Canada in 1949, Gershon Iskowitz studied at the Warsaw Academy of Fine Art and at the Munich
Academy of Fine Art, as well as with the Expressionist painter, Oskar Kokoshka. He has exhibited in Canada since
the late fifties and regularly at Gallery Moos, Toronto, since 1964. His work was included in the sixth Biennial of
Canadian Painting in 1965 and the Toronto Painting 1953-65 exhibition in 1972, both organized by the National
Gallery of Canada. In 1972 he represented Canada at the Venice Biennial with sculptor Walter Redinger. Gershon
Iskowitz’s works are in major collections across the country, including those of the Art Gallery of Ontario and the
National Gallery of Canada. '

Variation on Green # 3
Painting in Violet

and Mauve

Seasons # 2

1975-6 oil on canvas - huile sur toile 213.5 x 335.5¢cm.
1972 (2 sections}

oil on canvas - huile sur toile 228.5 x 198.5¢cm.
1975 oil on canvas - huile sur toile 177.5 x 152.5¢cm.

Avant 1949, date de son arrivée au Canada, Gershon Iskowitz fut éléve des académies de beaux-arts de Varsovie et de Munich, ainsi que du peintre expres-
sionniste Oskar Kokoshka. Il expose au Canada depuis |a fin des années cinquante et, plus précisément, a la Galerie Moos de Toronto, & intervalles réguliers,
depuis 1964. Ses czuvres figurent parmi celles présentées, en 1965, & la Biennale de peinture canadienne et, en 1972, a Peinture torontoise 1953-1965,
expositions organisées |‘une et |‘autre par la Galerie nationale du Canada. En 1972, avec le sculpteur Walter Redinger, il a représenté le Canada a la Bien-
nale de Venise. Les ceuvres de Gershon Iskowitz ont une place de choix dans les principales collections du pays, notamment celles de I’Art Gallery of
Ontario et de la Galerie nationale du Canada.
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MINISTERE DES AFFAIRES EXTERIEURES DU CANADA
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GERSHON ISKOWITZ =~ - -
Painting in Mauve and V101et 1972 -

/.. X cm. o
Collection: " “The Canada Counc11 Art Bank/

La Banque d'oeuvres d'art du Conseil des arts
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- ARTSCANADA

O hugast 1973

W

GALLERY Mo

Gc1 ShOll Iskmmtz_

There is no problem in identitymyg Gershon
ls"ku\\'itf new, toreetul,
] Mm\\

with the carlier Ivrical and muud Imlm\—

rolmstl\ colored paingings at (mll

sionistic landscapes o @ decade ago. more

recemtly seen in Loronty Danting : 7193321903

The same hand, eve and mind.are <l arly

present in the artist's use of softly ;nu-]dm:.:

patches ot color across the surface of the

canvas, and in hiv dedication tozlandseape

motits. The observation sounds tacile, but

is meant to indicate that. - this wstance,

AR AR T2 AR T HOUSE U OF

large scale ands

Loak?” vears and Iskowits

K()ALI) N/\S( f\ARD

»hm\"cvcr much prcmiéck‘ rcnnin the sames

vesults are strikingly différent” If the pu'

_tures of the carly 60s are. utmm‘ and appar:
cently dreamily passive i thie rendering of
“observed nature, those of 1972 and, 73 arg
».,|Lw ousl\ athirmative umnsld(’l.umn\ ot t]u

cxpericnce of nature, intern: 1||1u1 unl t: nl\o-.

lated into pumlml language” B

The  bridge - lut\\un “the 'I'omnt}_}
Most récent

work at Gallerv Moos is his sumultancous

exhibition at Hare House which conststs

TORON PO MARS ‘s AP 15

GERSHON INKOWTT 7
Avtumn Lasndseape No i
1967

off on canvas, 709 8 35"
(_'(\.”.' CGallery Moo,
Toronto '
Photo: Courtesy
G‘.l”cry Mouos

'ca’s‘vn'ti;lll‘v"o-f those pictures exhibited. with
_mnudu wble triumph, at the Tenice Bien-
Cdiale in 1972, The lateer is retrospeetive in
_nature .shqmng arange of work from 1967
o 1972 and thus provides helpful insight

into. the sort of problems contronted in

those sintervening years, the soluttons o

which become  mumifest i the st
pu tures.

The two Avtumn Landscapes (an 1 and
4)-trom 1967 scem important milestones.

They largely abandon the atmospheric haze

p————y e e =




o concentrate on an drrangement of large;

olored patches - orange in No 4 and dark
Jue in No |~ on a pale grev-blie ground.

he patches animate the surface by receds

L (No 4) or advancing {No 1) while re-
1aining tied to their g
naller patches nt \gl]n\\ and green. With-

at the titles one mwht overlook the hnd-—_

lpL SOUrce (\‘ (hl S }‘l( aures .llld t(‘(llb 011."

uir purely .11)\11.;@ CONCerns, wWere it ot

r the apparent nri\‘«nu,

sis of the fan-like partern of the p;ltchcy,
WSE EWO PICEUFCS PrOpPose 4 New coneen- .

onnd by l]]Llelll)Q-

non- Jbstr act.

ition on the tension between representa--

n and pure picture making,

Triptych (1969-70) precedes the l])/amf\

ics which formed the core of the Venice .

I now the Hart House oxhibitions. Its

md-arched altarpicce tormat with wings

perspective. 1ts radically

pe image with an d-la-Fricdrich sag-
tion of the lvrical sublime. and its over-
freely floating -

of symbol-implving.

ns pnilit to a struggle o find new

itions to the presentation of an andaclitig

trontation with the Lindseape.
1 1 13

Hattened land=

ol o canvas,

AR

GERSHON lskownz "
Triptych, 1967270 i
center 1207 X 00", sndu 108" x 557

Photo: T.E. Moore, courtesy: Gallery Mo(\s
Toronto: :

tamic landscape views of the Uplands scries
(. ¢. . ¢, 1 and K ace exhibited). across

which hover more intensely colored omi-’

nots slmpu which, ho“ ever much they
de ‘pend on natural light amd color pheno-

. metia, are now the produrt of intaginative
_distillagion of unlmdmn experienee i’
‘pamterly. tnrms But_fandscape space de-

cidediy persists throughaout these pictures,

réminding ‘us af” their source in lofey ex-

periences of the northern landscape “sun

fromn'a helicopter or from rocky heights. Ie-

recedes across an expanse of water, indi-

- cated by a series of horizontal brus‘h strokes
*(or by indications of reflections in Uplunds

H). to be stopped by a horizontal band of
nmt-shmudcd trees extending m a .\tralbht‘
lin¢ from cdge to edge. Above rises 3 vast
skv, forming the third of three bands each
of which is rendered m enlarged Impres-

siontst . color patches of  predommantly
pastel hucs (pink and pale green) \\hmc
3 3 'l ] PR 1

“intenser. darker colors ot the lateer,

suggesting a state of contemplative revery
reniiviscent of landseapes of the mid-60s.
This motcled application is carricd over

“mto the large central forms which hover

.lbO\' s the landsupc cither Hoating frecly,
or attached to one side, or smpcndul trom
like Fhou ol the
PJ[ChL\ of the lmdscapg tend o be broshed

;lbov curtains. _color

Antor those of the. h)nqmund torn, the

. lm(k mmul fmngmun(l distinction - pre-

v;nls‘ on the one hand because of the

\lllt' (R

the other, through its consequent grearer

© materiality.

Thic
strongly athirmed in the third and shallow-

creasing  materiality s maost
est Jayer of depth in the pictures, which
really coincides with the surfice. Tt is

aceentuated, as i Uplands B, by freely

Hoating . dyads ami'trinds of color-parches
of -pure blue, fed. orange, green or Tilac
(with-the occastonal shift in lmc. as from
red to orange). These are almost hard-cdye.
asserting their solidity in contrase to the iim-
the When

scattered actoss the canvas’they measare the

naterialiey of scene behind.



illusion ot the muhmr .mJn ape L
The space experienie vt the (p/.m{

series then hovers betwéen modérnist pics

tarial space and the xndmun\l space ot

tandscape p-mmng lll\nt-n as the. 01&:\"-_‘

patch tends to play the double role o surt.

tace affinmation md mnmphuu dgprh

deseription the immediate source is Impres=

siomism. Insofar as the landscape spaceis |

inhabited by treehy Hoating abstract torms -
products of the vistonary or ot the creative
process whose reference paint is imagina-

tive cxperience rather than direct SCsOry

impression - it is rennniseent o the dream

space of abstract Surrcalism.. Corionsly? or-
perhaps inevitably., it s the more abstracted
presences which take on the most material
reality, while the marks of direct visml
experience fade off into memory. Peter
Mellen writes of Iskowitz" response tohis
excursion into the North, “these exper-
iences are internalized and might not npl\car'
in his paintings for months or vears,”: (ars-
canada, Oct/Nov 1971, p. 52.) '

The PIC(UIC\ 11‘( pox\xrtul Illld Hl’ll‘l’\ﬁ—m

sive, but there remains a tinge of dn_ubt-

which is perhaps a result of being ‘o

“serwees which evoke a more

TGERNTTON ISKOWTLZ

Uplands T1LA972
ox L
Canada Coun il Are Battk, Ottawa
Toronto

otl ;i canvas, 93
(§ '\\”!
Plicte: courtesy Gallery Moos,

intent on Ioulxm tor fmnmh\( in n.dmnn

o n‘mnnl\‘ l\'\'u"ll mc-mmw. But the pic-
1 g .

tures thun\d\u suggest ascarch tor purelt

putonnl form i a nmdum\t sense \\huh
contradicts” the Tingering fandse: 1pg space.
Insotaras the tore grovnd torms rend o fet
zo of their surface anchorage to Hoat in
deep space rather than across the i\ic‘um'
srface. and insotar as they Jose contact
with the pictine edge and hover independ-
ently, they tend to demiand s'yf)ll_)uli( mter-
pretation: bevond purely visual meaning,

niuch as do the colar-patches and wriggly
shapes in Triprych, Because of their Tind- -

scape context they hrcome animate

dramatic res-

ponse., ‘ L

= Uplands H—A which becanse of its central,

\Tlmmuslv red form predicts the most u-‘f
unt work - would perhaps have l)ull a:
stronger picture had' it been composed of

pre-.

anly the right halt of the diprveh. Inic the

fitac-tinged. skv, the urccniih nunmnnd
and the red shape are securely unhnud on
the traming edges and rerain their full for-

mial integrity. In the lett halt dic wooded

Handseape recedes deeply into space behind

. the red form Al)d-th(‘ picture tends toaward

the upluultmmn] Then there 15 the

dxpr\xh tornuat-itselt which in the entire

series breaks the cominuiry between righe
and lett, contradictory m relation 1o land-.
scape space but affinnative in tavor of tor-
mal surfaice conposition. And - coneen-
latter,

sall and Newman, in

tration on thy'
Rothko,

preciudes devational or Tyrical expression,

as-wi kiow from
1to \\j-]'\'
~ Also prophetic of the work exhibited ar
Gallery Moos, and perhaps the most heanti-
tul picture ac Hare- House, is Painting in
Lilac, 1972 which is much less apparentdy a
fandscape, without dcﬁ'ying’ 1t landscape
origins, It is camposed-of 4 mottled cur-
tain, prm}mninhnt]y lilac, sported " with

orange . and green, suspended centrally

Arom the | uppgr edge. The pale, greenish

gmund wives little sense of background but

acts rather as a foil to the vibrancy of the




curtain whose ¢

olors burn \\nhn Muorris
Louis intensity. A

This s the '}’x“lil‘!(“lp‘l.\ format of the recent
pretures: ‘ \
the top edie ot the pu'thﬂ"sct pt‘g'b'\' apaler

qurroundimg gmnnd‘ Some: sinzeest their.

origins v halt dipryehisstrom the Uplands

ceries with the curtainat one: sides others

have the curtam cenerally phdedi-and

- others Tt crosses thebottom edg
borders only on the sides. As‘in

intensely colored spots of yellow, Oranges’

red and green dance across the 'v
but essentially mm15\(\1’1}\1\1@-}11rl:\in\'. ro-
cnlling the carly ‘Q}:\tic.l\ '\\‘ork'.é' ot Poons,
but their free .';'i-rr{(\i‘é,v’cnibnt»f ctrays their
orgzanic origins. (A few retain the variegated
colored cuttains of Painting i Lilac) The
donally.

merest hint of a horizon line o

SgEests fandscape  spaces bur 1t v not

powcrful cunugh 10 bend” the space -

ward. Curtain and ground inhabit a com=
mon space and nﬁsg‘rt.(hcxn.s"’él'vcs as turmal
and pictorial cvocations of” the landscape
CXpPTICNCL, These are expativive and athie-

Manve  pienres, handsome, serions and

'10\‘0\15.

a ciirtain of colorsuspended from, -

cavith pale
plands I

ariczated

"GERSHON ISKROWITZ
Uplands G, 1971

olt vn canvas,

1007 x 1407

Coll: Cemp Lrd,
Monrreal

Photo: courtesy
Gallery Moos.
Toronto

GERSHON ISROWITZ
© Spring in Gicort, 1

oil on canvas,

90" x 75"

Coll: Gallery Mo

Toronto

-



FOUR DECADES: THE CANADIAN GROUP OF PAINTERS

Pau1 Duval..f

p.175

‘Gershon Iskow1tz,

lFree,'lyrlc non—flguratlve pa1nt1ng is' well‘represented .by
Gershoanskow1tz Iskowltz bases h1s soft edged floatlng shapes
upon nature. As a landscape palnter, he has moved gradually from
an almost 1mpress1on1st approach to h1s present canvases in which
the presence of the land 1s echoed only 1n the lumlnous, sun-shot
hcolours that softly contaln h1s suspended forms.

vPOllSh born ISkOWltZ came to Canada from Europe 1n 1949, after
.‘spendlng severalyears 1n German concentratlon camps Hls first
works shown ‘in Canada, at the ‘Moos Gallery in Toronto, were
b1tter studles of prlson llfe under Na21 dom1natlon But his
:dlscovery of the lake country north of. Toronto released a
completely fresh creatlve ve1n W1th1n hlm, and h1s art changed
from traglc reportage to works that reflect dellght in the simple

facts_ofjsunshlne, green trees and blue water.
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' ISKOWITZ. Gershon

b, l9’l
Burn at I\xekc near Warsaw. Poland. the son of a writes; .md one of fuur children, he
wanted to become a painter when he was only six: At 16 (1937) he entered The
Wirsaw Agads.my of Artists.and a ycar kater he was aceepted. by the Cracaw Academy
of Fine Asts.' His studics were ended when the Nazi army overran Poland in 1939.°

Iskowitz and his brothers were placed in forced. labour gangs and by 1942 his whole
family was Hving in o ghetto at Kiclee, Then his father, mother. one brother. and

Sivied were faken awdy or Uresettiement™ and he never saw them again (they were:
wassed to death at Treblinka): In 1943 he and his remaining brother were shipped in-
cattle-cars to Adschwitz where his Lrother was killed. - Iskowitz survived and was’
transterred 1o the camps of Dachau, \1|d.mLL and just before the camp was liberated-
by the Amencan atmy at Buchenwald.' He fled a work party as it was beyond the
wire fence and was shot by o guurd as ke took cover in the nearby bush. The bullet
struck hiny in‘the leg and he was left for dead. He was so emaciated that when his
body struck the ground. hie fractured his hip. -Later that d.n his fellow prisoners:
managed to bing him back 1o the camp and pnt}hnn»m bed.* Then the: Americans.
arrived. After a tong period in hospital Iskowity, recovered and wenf on to study at
the Munich Acadenny of l".mu Arts where he won b scholidrship in 1948 (for a years
study in France and 1talv).® He arrived in Canada in 1949 and settled in Toronto:
where he has estabhished himselt as an artist, While in the Loncentrmon camps he

snadesketd fes on brown \\mppm paper and hid thiem from sight. Describing this

period Kildiare Dobbs® nated. “This painter hud none ot that sclf-defeating pride
that answers ovil with silences as the minstrel'boy in the song tore out the strings of
Ais harp that they niight not sonad in slavery. skowitz ‘mude himgelf a witness.”

These adrawmgs were reproduced in Sarurday Night with Dobbs" article.” Iskowitz
sk evhibited his paintings.in one man shows at the following gallerics. Hamilton Art

tialfery CES7) Vancouver Art Gallery, (|%7) (,n‘cn\wch Gullery: Tor.. (1958):

The Havter Gallery . Tor., (1957, 1938): The fére & Now. Gallery, Tor,. (1960,
1901 ); Dorothy Cameron Gallery. Tor., (1963): und at the International Cinema,

- Tor.. (1963)'when Luba Eleen® noted. "bcrshon Iskowitz formed his attachement
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lSKOWlTZ Gershon (Cont '),

o water colour durm;, his shockingly tragic carly )c.ar\ as an artist when he seuetly

“painted episodes of horror from his experiences at Buchenwald and Auschwitz,

Witer Colour_is evidently still his premier- mode of expression influencing and

dominating his use of the other media. One can observe a steady development of

technique over the years. His most recent work ¢imerges as the logical outcome of hig
early cxperiments painting in transparent dayers of water colour: in subject matter

“there is 3 sharp and understandable break with the past .. .. Although the artist lets

the technique he uses create his nnagm he is obvmusl) WUrkm;, with memories of
(he northern landscape in mind. In one bluc-green eludv the irregular edge formed

-b\ the moist blending of two layersof colour suggests thejagged line formed by pine
&8 Jage yp

trées outlined against the horizon at dusk.” She also commented on his drawings as
fotlows. “*The artist covers the surface of the-paper with Tittle marks. seemingly dis-
tributed at random. iike strewn leaves - now concentrated, now spread out. These
marks gradually coalesee inta the time-honoured elements of the Canadian country-
side - 1iclds with picughed furrows, conical pine trees. and so on . . . one cannol:
help wondering whetlier he will continue his sucéessful prwuu;mlmn with lands-
cape or. as-one. o two examples of his present work seem to.hint. he will carry

 torward a'ldd\'simil;nc an carlier interest in‘the human figure and the expression of

strong emotions.”™ 1o 1% an exhibition of his 'work was held at Gallery Moos. -

Yorkville. Toronto, when Harrv Maleolmson® provided’ an excellent text for his

catalogue. Gershon Iskowitz is @ member of the Canadian Society of Graphic An

(1956) and exhibited his canvay Antumn lmaz,es at ﬂu Sixth Bwnnul Exhibition

of (‘Jnadun Painting. 1003 :
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1 V.mun.ﬂ Gallery of Conada lnlnrmmon Form rec'd July 2 N‘B
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GERSHON'ISKONITZ::_FIRST NEW YORK EXHiBITION

PO]]Sh born artist GERSHON ISKONITZ w111 have his FIRST ONE-MAN EXHIBITION
IN NEW YORK at MARTHA JACKSON 521 Nest 57th Street February 5- March 5

_ISkowitz's paintings_arepa’dist111ation of the co]ors,and forms witnessed
~in nature. Fascinated by the.phenomenon of 1ight interacting with the northern
terrain of his adopted home, Canada Iskowitz goes so far as to employ. a1rp]anes

to enable him to exper1ence the overa]] patterns of nature.

Iskowitz converts the color and movement he"has witnessed into dabs of brightly

colored paint capturing the Joy and effervescence he finds in the Canadian land-
scape and in life itself. "He explains, "I see those things . . the experience,
out in the f1e1d of looking up in the trees: or 1n the sky.,of looking down from
the height of a he]ic0pter - -So what you do is try to make a compos1tion of all

those things, make some kind of rea]1ty. ..

Iskowitz's love of his medium, 011 app]ied w1th a brush, is revealed by his ]av1sh
'use of th1ck swirls of paint. the physicality of which enhance the movement and

f1u1d1ty he is so dedicated to.

" Gershon Iskowitz has had numerous exhibitions in Europe -and Canada. This will be

‘his debut exhibition in New York.

rrree
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‘ _by Peter Mellen

_ All photos by the ‘author unl"ess“ot‘hér‘Wiée ,indica‘tled

I'm high. I'm really high. Way up there —
floating frecc. Completely free! Next to me

a friendly Chagall-like figure. The two of us:

high in the bluc-mauve sky, floating over the

land. A warm smile. a twinkle in his eye,’
How come it took you so long to, -

“‘Hcy'
get here?
Time to come down. A long way down.
I fook back up at the sky. It's a Gershon
Iskowitz sky. Patches of blue showing
through mottled clouds, a shimmering
mosguu of color. | remember Gershon say-
ing, " All the colors 1 use are from nature -
the blues, the greens, the reds, the browns.
the golds ... . .7
10s 10230 a.m.
asleep, with the traffic roaring by his
Spadina Avenue studio in Toronto. Lknow
that Jast night he will have worked all night,

s

as he always does, applying another fayer,

of color to a small painting: he ‘has been
working-on for the past five weeks. He will
get up around two o'clock. have some food,
walk over to Yonge Strect to-see some

gulleries or some friends.- Perhaps he will -
on Spadina, where’

drop into Gwartzman’'s
he buys his materials, then across-the street
to Grossman's for a beer and a few'jokes
with John MacGregor or some of the
younger artists who hang out there.
eleven or twelve he will be back in his
studio ready to start work again.
after night.

It’s difficult not to over-romanticize’ Ger-

shon l@komlz S llk pdl‘tltU'dl‘lV when you '

-~ . .

1 know- that Gershon is:

By

Nig_hl'

“Kielce, Poland, in 1921, hé began to draw

and paint when he was about nine years

~old. Coming from a poor family, he could

‘barely afford to buy watercolors or paper.

When the Germans invaded Poland in

1939, Gershon was 18 years old. He was

put to work in forced labour camps. He

_escaped. Hc was caught. He escaped.again.

"He fived- in unhecated- shacks with' the
tempemture Aoﬁen down to 20 degrees
below zero. :

“My whole amludc (.hanbed l was a
~very delicate fellow. T think that in
‘circumstances of survival you get .
harder - . not just physlcully but
mentally too - in ordcr to survive.”

K

In 1942 he was sent to ‘Auschwilz. (.)nc

_of his brothers was. sent there with him,

but didn’t. survive. : His father, mother,
sister, and another brother were sent away
for “'resettiement.” and he never saw them
again. After more than a year and a half at
Auschwitz, he was. transferred to Buchen-
wald, where he later tried to escape. Shot
in the leg, and feft for dead - because he
was so emaciated - his friends brought him
back to camp. The Amcricans liberated
Germany shortly after, and it took ninc
months in hospitals before he recovered his
strength.

1f survival of this ordeal was not enough
of a miracle, it is even more amazing to

discover that he managed to continue

painting during 1n0st of this period.. HL was

FEE D R ~ * a1

by painting their portraits. He sketched his
friends and life at camp, knowing all the
time that if he was caught it would mean
immediate death.

“Why did | do it? I think 1t kept me
alive. There was nothing to do. I had
to do something in order to forget the
hunger. It’s very hard to explain, but
in the camp palnllm_ Was.a necessity
for survival.”

It is impossible to relate these experiences
without wondering what effect they have
had on_his life. Gershon is conscious of
them - s he is of being Jewish - but he also
aceepts-them, and considers them to be 4
part -of* himself.. -He. is neither bitter nor
sentimental. 1 anything, he has gone be-
yond them to a full and joyful awarcness of
life in the present. In faet, Gershon would
much rather talk about other things.

When I met him, [ expected to find some-
one who was tortuiced, shy and introverted.
But as we laughed, told stories, knocked
back shots of vodka, and talked about
everything but art, 1 realized how wrong |
had been. When | told him of my naive
expectations, he jokingly said, Do you
want me tocry for you?”

There s a child-like enthusiasm about
Gershon. lle likes to laugh, to have fun.
and be with friends. He enjoys his food, his
dates and his work. He has no romantic
tllustons about his life as an artist, no
desm,s to be famous or to l(.V()lLlll()nlI(, the

101 ww*er e v n e



A portion of Gershon Iskowitz’ studio.

.Gershon Iskowitz . o
_ Detaii-of Hunger, 1951, pen.and ink; 19%" x 124"
city. It all shows in-his studio' on.Spadina
Avenue, where he has lived for the past ten
years. A long room with a skylight. One
end partitioned off for sleeping. Canvases
carefully stacked against the wall. Paint
tubes ncatly laid out in long rows. Every-
“thing in its place. Nothing superfluous.

“All my life I've been searching. ‘1
don’t give a damn about society. I
just want to do my own work - to
express my own feelings, my own way
of thinking. Painting is just an exten-
sion of myself. It’s a plastic interpre-
tation of the way I think. It’s just me.”

Gershon doesn’t like to talk about his
paintings. They are not easy to talk about.
‘Intuitive. and- spontaneous, they appeal
totally to the senses. They express a trans-
cendental state which defies rational
analysis. Because of their large scale and
tremendous subtlety of color, reproduc-
tions are next to useless: they must be
experiénced physically. '
Gershon’s paintings are about nature.
They contain all the basic elcments of
nature: color, space, light, atmosphcrc,
growth. And you can find in them the same
moods you experience before nature:
peace, serenity, joy, awesome power, and
even fear. They are also of the North, an
area he knows well. Although he used to
sketch before nature, he now just lets the
landscape. act upon him. His ideas may
come from a helicopter ride over the
northern landscape or a long afternoon



spent on a rocky promontory overlooking
a lake. These experiences arc internalized
and might not appear in his paintings for
months or years.

When they do reappear, they take on a
new reality — that of Gershon’s inner world.
Sometimes there are glimpses of nature —
views down towards the hills and lakes
from the sky, or views through the trees up
into the sky. Details of shore and horizon
can often be distinguished through'a soft
haze of transparent colors. At other times,
blobs of resonant, vibrating colors float by
likc leaves in the wind. In some, strange,
mysterious shapes scem to hover over the
landscape, like a magic tapestry of color,
or a threatening wall of water.

“My paintings arc not abstract. They're
real. They're very, very much real. |
see those things.”

There 15 still another level at which his
paintings may be expcerienced. After look-
ing at them a long time, colors begin to
fluctuate. Some come rushing out at you,
others pull you into the depth of the paint-
ing. They appear to come alive before you,
glowing with vibrant [fuminosity. Real
space becomes infinite space - space
through which you can float weightlessly.

The paintings go beyond any reference to
the landscape and become an expression of
pure color and space, of a universal exper-
ience. As David Bolduc said, *“They are like
weird galaxies, like Star Trek gone mad.”

Gershon would never usc these words to
describe them. The only clue lies in the way
he works. Although he paints every night,
he never knows what will happen. Relying
on his intuition, he applies first one color,
then another. If he feels they don’t go well
together, hec tries another color, then
another color, until it satisfies him. Night
after night this process goes on, during
which he often applics up to 30 layers of
color to get the effect he wants. At one
point the blucs may predominate, a week
later the reds. Through these cndless trans-
formations the painting slowly emerges, as
if it had a life of its own.

“There’s no explanation. 1 don’t even
know myself how the painting will
come out. I’'m just like innocent. 1
start a painting like when | was born,
and have to face life for the first
time.”

Gershon Tskowitz has been working in
Toronto for over 20 years, as long as
Harold Town. But how many people have

1 Gershon lskowitz

Uplands, Series G, 1971, diptych, oil on canvas,
100" x 140"

Photo: Eberhard Otto

2 Gershon Iskowitz

Uplands, Series E, 1971, diptych, oil on canvas,
95" x.140"

A detail of this work is shown on the cover.
Photo : Eberhard Otto

3 Gershon Iskowitz

Uplands, Series F, 1971, diplych. oi! on canvas,
95" x 140"

Photo: Eberhard Otto

heard of him? It comes as no surprise to
discover that three of Canada’s most prom-
ising young artists consider him to be one
of the most important painters working in
Canada today. David Bolduc, John Mac-
Gregor and Dan Solomon are all close
friends of Gershon’s, and have learned
a great deal from him. They have great
admiration for Gershon as a man and as
an artist. They resent the fact that he has
rcceived so little recognition. Gershon,
however, would be sure to laugh and say,
*“Do you want me to cry or somcthing?”
He is somehow far above it all - floating
through the azure sky like one of the pro-
phets in a painting by Chagall.
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 CANADIAN CONTEMPORARY PAINTERS / PENTRES CANADIENS CONTEMPORAINS

CHARLES
- GAGNON

71934 [ Montréal, Ot_/_ébec

Charles Gagnon a étudié les arts graphiques et la décoration intérieure, de 1956 4 1959, & la Parsons School
of Designh de New York. Peintre de son état, il est également connu pour ses talents de cinéaste et de
photographe. Gagnon expose au Canada et a 1'étranger depuis 1958. On retrouve son ceuvre dans bon
‘nombre des grandes expositions qui ont eu lieu ces quinze derniéres années, notamment aux biennales
de peinture canadienne des années soixante, & Canada: Art d'aujourd’hui. exposition itinérante montée
par la Galerie nationale du Canada en 1967 pour le ministére des Affaires extérieures, et Canada 7107,
exposition organisée par le Conseil des Arts du Canada en 1968 pour le Festival d'Edimbourg. Chargé de
la création cinématographique commandée pour le pavillon chrétien & Expo 67, il a terminé récemment
une peinture murale pour I'immeuble Lester B. Pearson d'Ottawa. M Charles Gagnon habite Montréal.
1| a enseigné I"art cinématographique au collége Loyola de Montréal et, actuellement, il donne des cours
d‘art cinématographique et de photographie & I'Université d'Ottawa. Il a bénéficié d’une bourse de travail
libre octroyée par le Conseil des Arts du Canada en 1968 et 1969. Ses ceuvres figurent dans la collection
Zacks de Toronto, et les collections de la Galerie nationale du Canada & Ottawa, du Musée des beaux-arts
de Montréal et du Musée d‘art contemporain de Montréal.

Marker # 8 ~ 1973 oil on canvas - huile sur toile 1475 x 172.5¢cm,
Marqueur # 8

Screenspace No. 2 - 1973-4 oil on canvas - huile sur toile 168 x 229.5 cm.
Espace/écran No. 2

Steps No. 4 - Etapes No. 4 1968 oil on canvas - huile sur toile 173 x 198 cm.

porain, Montreal.

Charles Gagnon studied graphic art and interior design at the Parsons School of Design in New York from 1956 to 1959. As well as being a painter, he is
also known as a filmaker and a photographer. Gagnon has been exhibiting in Canada and abroad since 1958. His work has been represented in numerous
major exhibitions over the past fifteen years ;: notably, the biennials of Canadian painting throughout the sixties ; Canada. Art d’Aujourd’hui, a travelling
exhibition organized by the National Gallery in 1968 for the Department of External Affairs and Canada 707, an exhibition organized by the Canada Council
in 1968 for the Edinburgh Festival. He was commissioned to create the films for the Christian pavillion at Expo 67 and has recently completed a mural for
the Lester B. Pearson building in Ottawa. Bl Charles Gagnon lives in Montreal. He has taught film at Loyola College., Montreal and presently teaches film
and photography at the University of Ottawa. He was the recipient of a senior Canada Council award in 1968 and 1969. His works are included in the Zacks
collection, Toronto, and the collections of the National Gallery of Canada, Ottawa, the Montreal Museum of Fine Art and the Musée d‘Art Contem-
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PEINTRES CANADIENS CONTEMPORAINS
CANADIAN CONTEMPORARY .PAINTERS

MINISTERE DES AFFAIRES EXTERIEURES DU CANADA
DEPARTMENT 'OF EXTERNAL AFFAIRS OF CANADA

CHARLES GAGNON

Screenspace No. 2/Espace &cran No. 2 1973-4

T168.x 229.5 cm.

Collection: - The Canada Council Art Bank/

La Banque d'oeuvres d'art du Conseil des arts du Canada
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CHARLES GAGN ON

B The arcist
Photo: Gabor Szl

N

the compleat artist

Charles G.\gnon -bornin Montr;:al in1934-1is
arara avis in modern art, because he is involved
mmany media; he lets them ovcrhp frecly, and
e does them all with great sensitivity and’
distinction — painting, drawing, filn, photo-
graphy, product and enviroumenital design,
pustage stamnp design, ctc. Andin addition, heis
mexcellent teacher. A potpourriz Never,

What holds this phenomenal man togetheris -

aphxlosophml and broadly religious sense of
being, Media, he argues, arc “just to be used.”

HUGO McPHERSON

Too many people are interested in the hardware

of the arts; and “softwarce” (the carcfully plan-
ned material aimed at an audience) has now
become a four-letter word. .

He sums this up in a very sxmpl'. w.1y “lam
interested in refining my receptor.” The main
line for an artist is to exprese a vision, in what-
ever medium - 1o express images of “the
cosmios.” In this sense the artist is a philosopher.
He is not interested in the public or in other
people’sideas: that situation means being trap-

ped in a conformist world; and unforrunate v
the artist is stuck in a sociery that has no usc for
philosophers or artists,

Thus, Gagnon feels a freedom 10 express hic
consciousness in any forin that comes to him,
He is close to Zen thoughe, and the idea thatin
art“La matiére chante”™ - a beautiful phrase.

-Québec art; in these temas. is o intellectual;

such theories as those of Les plasticiens are not on
the route. And Abstract Expressionism is 2t best
akind of ego trip.




Gagtion thinks of Tus own work as lughly:
analytical. The apparenthy random drips on:
his canvases are disting. A painting is not.an
event, as Jackson Pollack may have thouvh( itis
a conception rw Trich d sstiny plavs its irrevp-

cable role, Gagnon, i short, s constantly tori

between formal seructires and dhe incalentable
forces of destiny. These tensions - a dialogue -
between formal strictares and absurdities - are
lis decp subject. Ashe putsie: “The tightrope ot
clegance: how do vou walk it without t.lllmw
offt ... That's what real hteis about, anvway”

These tensions, and this somewhat puinfnl !
demand for freedom to respond asa seff, have’
led Charles Gagnon through a remarkable
carcer. Heis mdd.xmzablc. In 1962, for cmmplu,
he was represented in exhibitions in Spoleto;
ltaly ; Canadign painting touring Africa;
Galeric Denyse Delruc, Montreal; Louisville.:
Kentucky; Albnghr-Knox Gallery, Buffalo; -
Musée des Beanx Arts, Montreal; Jerrold Morris

CHARLES GAGNON

Splitscreenspace, 1074, oil pastel on paper, 227x28”

Photo: Gabor Szilasi

Gallery, Toronto; Western Canada Art

~ Cireuit; Rochester, N.Y . El Arte Actuelde

America Y Espatia in Madrid, Barcelona, Paris,
Brussely, Londor, Amsterdam, Berlin, Munich.

Atter working with a statf of 40 on Expo "67
projects tor the “Man the Provider” pavilion
(Agriculturc), and other Expo projects for
Hydro Québec, 1.B.M.. and the Christian
pavilion, he decided to go to Japan for a period
ot rest and self-recollection.

On his return, he came to Loyola University
in Montreal. But his work has continued
unitnpeded. In 1968 he perhaps became the first
of Canada’s streakers in an auto-portrait in
whiich he runs across one of his own composi-

_ tions. He finds teaching very tiring: the CEGEDs

{Community Colleges) send on‘students who
arc only job-oriented, while in his opinion the
real universitas should be “a totally uscless,
mind-cxpanding thing,” not a trade school.
Consciousness and sclf-awareness arc not four-

letter words. But Gagnon believes that smal!

_ groups can accomplish mind-expanding than:

Qurneed 1s to work in sm1|l groupa and te

\topsp(“m(r lllllVLrﬁl[) .‘IS faclor\

2 But what of the spring show at Marlbore i
Godard, Montreal - Gagnon's first exhibiion o,
five years2 He has limited himself to oil o
cinvas, and oil p.xstcl drawings on paper. | i

- works are very muted and contemplative i cors-
+ trast to the fine, bold green and black-wlite

canvases which he used to show at the Jerrold

. Moms Gallery. Essentially, these new works
" concerned \\'uh the formal probleins between

ordered spaces (usually horizontal) and the

 incursions of color and frecly brushed paintm

th’lt threaten the straight lines, or bring the 1w

 clenients into Iow-kcvcd hamxomous rchao.
* Alsccond theme pfaccs a vertical oblong witluz

asecond oblong, and allows the exterior (\l\lnlu
to chatlenge the interior space.
¢The resultin cvery case is a kind of dynami




equilibrium, because nercher force triumphs,
The subdued colors - black, blue, gold, ofi-
+ white, hines of buried red - suggest ag once great
vitaliry and J kind of composure. Perhaps this is
what Gignon means by the frail line Berween
clegance and disaster. The oil pastel drawings
are particularly impressive, because they reveal
a technique of drawin g and brushwork that |
have not seen before. The cuphasis is not on
technique, but one teels that Gagnon has
explored in avery sensitive way the subde
possibilities in which oil pastel can be used on
paper. Such work is cons away from the color-
atura excursions of Georges Mathicu and cergain
other Action Painters, B

Once more with fecling, Charles Gagnon has
done much work in fili and photography.,
Some of this will appear in the next issuc of
artseanada, whicl is devoted to photography.
But it should be said that some time agohe
began a filin on Yves Gaucher, which came to

O INa g A
ool s, S 3
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P 'vnmn te Extérieure, 197374
A Ko a oy
Wy, TAdoncanvas, 487 A 4
f},"gf(l.:;ﬂ Gabor Szilasi.
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include footage on Guido Molinari, and Jean
McEwen, plus sotunds of a Rosary service,
inages from nature, ete: The original title was
tobe R-69- Yves Gaucher's title For  re
painting. The new title is R-69, Tio Years
Later. With additional sound and fmages, it
may run for two hours; but who kuows what
transtormations may occur in the ediring
process: )
To conclude. Charles Gagnonis a master af -
nuny media. His cxhibition at Marlborough- "
Godard is but one commient on what Keats said-
of Shakespeare: he must live *a life of allegory.”
Gagnon’s latest projectisa 40 oil on canvas
mural, a memorial to the late Lester B. Pearsan
in Ottawa’s new External Affirs building. It
will be in a quictarea, "removed from the
bustle of the nuain inquiry desk,” and it will
include words of the late Prime Minister, whose .
humanism Charles Gagnon will surely under- -
stand, ‘
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GAGNON, Charles o '

b. 1934

Burn in Montreal, Quebec. he studied graphic art and interior design at the Parsons
School of Design. New York. and painting at the Art Students’ League under Paul

" Brach. He returmned to Montreal in 1960 where he held his first one-man show. His

work was shown in the Fifth and Fourth Canadian Biennials. His recent work tends
towards geometnc abstraction combined with action strokes. He has exhibited in
‘Montieal at the Galerie Artek (1958). Salon de la Jeune Peinture (1960), “Montreal
Painters™ at -Bishops University (1960), Galerie Denyse Delrue (1961) (now Galerie

- Libre); Salon du Printemps Musée des Beaux-Arts (1961) (1962) (1963) (1964)

{1965 Hon. mention).. two nan_show at Montreal Museum of Fine Arts (1963),

"Galerie Camille Hébert (1964): in. Toronto at the Jerrold Morris International

Gallery (1962). “Ten Montreal Painters™ at Hart House (1963); Spoleto, Italy
“Festival des Deux Mondes” (1962); in Africa *Festival Contemporary Painting”™
(1962-3); In the U.S.A. the, International Exhibition Washington Square Gal. N.Y.

(1964); Tokyo. Japan at the International Trade Fair (1965): Columbia in South

America at the First Salon of Pan-American Painting; Europe with “El Arte Actud
de America Y Espana” shown at Madrid, Barcelona. Paris. Brussels, London,

- Amsterdam. Berlin, Munich (1962-64). His work can be seen at Galerie Agnes

Lefort. Montreal. He is represented in the National Gallery of Canada, Montreal
Museum of Fine Arts. Sir George Willtams University, Canadian Government (Trade
& Commerce Dept.. and External Affairs): private collections of J. Hirshhom.

(N.Y.). S. Zauks (Toromo) G. anlman (Mtl ). He h\es in Montreal.

Refercnces ,' .
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“*Pourguoi jo fais des tableaux? Je n'si jamais
trds bisn compris. Le secret. Le son de la balle dans
1a finale de **Blow-Up’* et toute I'atmosphére du film.
Explorer, décowvrir. Il y a aussi le Zen: **Si deux
mains qui se freppent ensemble font un bruit, quel
bruit produit une seule main?” C'est 1a toute ma
recherche’’.

Méma lorsque Charles Gagnon parle de ses tableaux,
il laisse toujours planer dans )'atmosphére quelques
valeurs mystérieuses. Et il dira certainement & un mo-
ment donné: “‘Mes tableaux sont religieux’’. Mais en
méme temps, comme il |"a déja dit dans le passé: **J'ai
* délaissé I'intellactualisme pour découvrir des hommes en
chair et en os, qui vont en pique-nique, mangent des
hot-dogs, machent de 1a gomme et vont chez le barbier.
Je suis étonné et je me sens bien" {article de Claude
Jasmin, dans '*Canadian Art"*, no 78).

Car sa peinture a &té le lieu d'une ambiguité appa-
rente: d'un cd1é, le souci d'une interrogation qui le
faisait se rapprocher de la mystique oriantale, d'autre

par Normand Thériault

GHARLES GAGNOW

part, une volonté de transmettre le quotidien le plus
habituel ou le plus banal.

Ce double aspect de sa recherche picturale lui a fait
produire une ceuwre typiquement américaine. Quand il
symbolise la réalité en s'appuyant sur une longue
réflexion, il procéde d‘une démarche qui est le propre de
I"art contemporain (naturellement, ce n'est pas ici
une pure vision picturale, & la Mondrian), mais fors-
qu'il tente d'intégrer dans ces images les éléments
qui les font, il est alors trds prés de la peinture de type
pop caractéristique de )"art américain. '

It est d'ailleurs normal de faire ce rapprochement &
son sujet. De 19553 1960, il a séjouné aux Etats-
Unis, étudiant 3 1a New York University et 3 la New
York School of Design. | avait opté pour ce séjour
dans la métropole américaine, aprés la lecture d'un
article du “'Time"* sur I'art des USA: les cuvres de
Robert Motherwell que 1‘on y reproduisait 'avaient
emballé.

De ses cuvres newyorkaises, il donna un exemple lors

de Fexposition & 1a Galerie Artek au début de I'année
1959. Ses toiles se rapprochaient parfois de |'art de Sam
Francis, avec ces fonds oil la touche marquait chaque
partie de la surface. On parla aussi, 3 cette occasion,
d**“Ecole de New York'*; surtout devant les coulis de
peinture qu’il étalait sur ses toiles. Mais la critique,
regrettant ces “influences’’, sentait quand méme sa
valeur et voyait un possible univers personnel.

Gagnon le précisa dans les expositions qu'il tint en
1960 et 1961, chez Denyse Delrue. I! tentait alors de
représenter le réel. Et I'on peut méme dire qu'il fut
figuratif: un tableau, comme "*Valley", est un paysage
tel que le congoit Ia tradition, car on distingue sur la
toile une maison, des arbres et Ja ligne d’horizon qui
se tient dans la partie supérieure. Et tous ces tableaux
étaient des paysages, compris dans un sens plus
général, cette fois.

La nature y était violemment décrite, dynamisée par
des bandes de coulsur (soit en s'opposant su reste du
tableau, lorsque statiques, soit en |'animant par une



S Ao B PR e S S AR

structurs propre A crder le mouvement, comme dans
“"Waterisld”*, od elles ont la forme de chevrons).
Et dans plusisurs des toiles de cetts production, des
formas noires, amorphes, ol toujours le regard conver-

ge. Elles nous font comprandre I8 grand rble que tient -

I'image, ou mieux encore, I‘sllusion directa 2 la
réalité, quand on sait qu'etles représentent le fetus:
sa femma était alors enceinte et toute la via du couple
s'en trouvait transformée.

Mbéma sa symbolique pouvait utiliser des formules
consacrées: ‘*Shooting Gallery' reproduit & la main les
symboles de 1"écriture, avec un “'s”" et un ‘2", ce
sont 14 des souvenirs de coliage. Dds 1960, "‘Lend-
scape Collage’” inclut des textas et des lettres
imprimées. (Il a souvent fait appal aux tachniques du
college: & |origing des premidres uvres ol il basera
le tableau sur un camé de coulsur pure, se trouve un
collage et une composition basés sur une reproduction
du tombeau que fit Michel-Ange pour la familla des
Médicis).

Mais collages et utilisation d'objets antérigurs aux
tablesux connaltront lgur sommet dans son euvra &
I"occasion de I’axposition 3 la Galerie XII du Musée
des Beaux-Arts en 1962. Il offrait alors des sculptures-
composition oU s'entassaient boites da conserve,
boutons, bouchons, pages de publicité, tubes de denti-
frica, miroirs, etc . . . ll y avait dans ses ceuvres

Sy Lyl VORI

I'idée de 1"objet trouvé qu’avaient contribué & répandre
les tentatives en ce sens de Brague at Duchamp.

Cependant, l'intention s'étasit wansformée: il ne
s'agissait plus seulemsnt de ‘'prendrs possession”
d’objets aimés ou "*admirés’’, ou ancore de ramanar
I"art & un univers du quotidien. Pour Gagnon, et surtout
par I'utilisation de boites-fendtres {on pourrait dire de
**pharmacies avec una vitre'*), il voulait signifier son
attachement eu quotidien qu'il trouvait méme beau.
En plagant demidre des vitres ces objets dérisoires, il
voulait forcer le spectateur & “"edmirar’’ ces produc-
tions courantes du monde contemporgin, de fa méma
fagon que celui-ci admire les “'trésors’* de mondes
révolus, comme fors d'une visite & la section égyp-
tienne ou chinoise de n’importe quel musée.

La démarche était différente pour le poste-récepteur
de radio dont on voyait seulemant "intérieur qui était
aussi exposé. De loin, le spectateur avait !'illusion
d’une queiconqua sculpture, illusion accentuée par les
reflets qu‘occasionnait la couche de peinture dorée.
Mais forsqu'il s"en approchait, il découvrait I'appa-
rents supercherie. Cependant, la surprise n'était pas
encore compldte: car un systéme interne d’enregistre-
ment faisait entendre & intervalles donnés da fa musi-
que digne de tout bon poste récepteur.

Il voulait ainsi forcer I'éventuel spectateur 3 une
réflexion sur les objets de son univers et lui montrer

comment la réalité valait pour elle-mdme la peine
d'8ure explorée. La démarche créatrice chez Gagnon
n'avait pas pour objet une connaissance plastique,
mais un approfondissement de la réalité envirennante.

Catte recherche prit une autre formulation dans les
euvies qu'il exposa en 13864 3 la Galerie Camille
Hében. Elles étaient volontairement tachistes et lais-
saient plus que jamais une grande part au geste. Oe
plus, le coloris y était vif et le fameux “‘vert Gagnen™
dominait dans la majorité des toiles.

On pouvait croire 3 une évolution radicale, mais 1l
suffit d’entendre Gagnon nous parler de “’précipice”

-en désignant la bande de couleur moins dense quise

glisse et coupe completement la masse du verz,
comme dans “'The Gap'. La structure du tableau peust
encore évoquer le paysage, avec toujours une haute
ligne d’horizon, mais oil la nature est devenue sauvage
et dure, de roc.

Cependant ses tableaux étaient plus que jamais
basés sur ce “"besoin de s'accrocher & un coin du
tableau’*, comme lg lui avait déjd dit Jean Cathelin,
dés 1960. De ce coin, montaient, pyramidalemnent.
des bandes altemées de couleur pale et foncée.

Apparaissait aussi le principe de composition gque
I"on retrouve dans ses plus récentes toiles: la bande de
couleur, souvent noire, qui enferme la forme intériewre
et ciot le tableau. Cependant, dés 1959, Jacques
Folch (*'Vis des Ans'', printemps 1959} parlait, &
propos de ‘'Nude in a heunted Bed’’, de “‘toile-
fendtre’”. '

Cetta idée de fermer le tableau par une bande qui re
s8 pose ordinairement jamais sur plus de trois cdtés,
Charles Gagnon I'explique facilement: *J'ai toujours
616 fasciné par unag fenétre fermée. Elle nous permet 3 la
fois de se tenir 3 I'extérieur du monde tout en nous
invitant 3 nous y plonger. Il y a 12 comme I"appel du
précipice: finale mais emballante aventure, dont
personne ne peut nous donner ou nous expliquer la
sensation que procura la chute’'.

D'ailleurs, V'appel eu vertigs est waiment présent
dans les toiles da 1967 ou 1968 qu'il présentait, soit
au Musée d'art contemporain, soit 3 la Biennale, soitd
**Canada 101°". Le spectatsur ne sent pas un mouve-
ment qui se ferait & [a suface du tableau, mais ¢ est
lui-m&me qui se promdne par le regard sous la surface
presqua bianche qui lui est offerte.

A son souci de rendre la réalité, Gagnon e tovjours
é1é fiddle. Mais il y a e transformation: présentemant,
il na vise plus  une transposition. Son art s'attache au
mouvement méme qui crée la via et ce que Ia toile
offre, c'est une expérience similaire, mais condensée,
d'une possible réflexion sur le monde.

Le spectateur n'est pas invité seulement 3 regarder
cette réflexion chez le peintre: on lui demande, non de
perticiper, meis de trouver lui-méme ses voies de
lecture dans le tableau. Aucun chemin universel n'a
é1b tracé au préalable, car {a toile,  I'image du monde,
laisse & Iindividu la liberté que nawrellement il
possdde. Mais, & la différence du quotidien, il se
trouve placé face b un monde privilégié, ol il entre
directement en contact avac le mouvement: il lui st
glors possible de reprendre la mme démarche que celle
du peintre.

Le spectateur peut aussi arréter son regard 3 une
partie donnéa du tableau, et y demeurer le temps qu” il
le désira: avec fe mouvement, il retrouve sa contrs-
pertie qui esi {'attachement & un objet immobila. Et
I8 rythme déja obtenu par Is démarche antérieure est
conservé, 3 la différence qua ses résultats ne se voient
plus dans un gaste extérieur 3 }'homme. C'est I'homme
lui-méme qui est finalement recherché et le tableau
@st une occasion d'y parvenir.



Et V'on peut parler de contemplation, ou, du moins
d'attitude contemplative. Toute la peinturs de Gagnon
va dans ce sens. Et dis les débuts de la réalisation:
lorsque le peintre applique les premidres touches de
couleur. Le médium, I'huile, a été justement choisi
parce qu‘il permettait un long contact entre le peintre
et la toile. Réaliser un tableau pour Gagnon, c'est
"vivre avec’' pendant deux ou trois semaines. Sans
compter le temps ol le tableau se concevait par des
dessins, des collages. ou encore, par le demier
tableau.
~ Ca long dialogue entre I'euvre et I"auteur donne

& celle-12 son onginalité et en fait une cuvra unique.

"*Un tablesu ne peut pas dtre refait, parce que le geste
qui I'a fait était particulier & I'instant de la création’”,
nous dit Gagnon, ,

Cette nécessité du contact personnel avec I”objet &
fabriquer suffit & expliquer pourquoi, des autres mé-
diums qu'il a abordés demidrement, il aimera le
ciréma et goitera peu la sérigraphie.

Avec le cinéma, il entre directement en contact avec
les objets de I’environnement et il doit dtre conti-
nuellement présent. Car chaque image doit étre
choisie, cadrée, tournée, sans compter le long moment
ol I'euvre prend forme lors du développement et du
montage.

De son film le plus connu, ““Le huitidme jour'”,
congu spécialement pour le pavillon chrétien 3 Expo
67, il en dit peu de choses aujourd’hui: '‘Le film
voulait surtout montrer aux gems que toutes les
gueres de ce siécle ont été identiques, qu'on en sait
les causes et les malheurs, et que, malgré tout ¢a, nous
sommes encore incapables de les prévenir. Le schéma
du montage voulait insister sur le temps, qu'on ne
remarque finalement jamais. Les gens étaient étonnés

avec le spectateur ne s'établit qu'a partir des seules

de voir que, de la guerre de 1914 & celle du Vietnam,
chaque année qui couvre I'intervalle avait recu sa part.
Pourtant, n'était-ce pas ainsi que le temps déroulé
pouvait s8 mesurer?”’

Pour son demier film, encore au stade du montage,

il ne sait pas encore s'il va le terminer: "Il me semble
que fout ce que j'avais 4 y apprendre a été appris’.
Ne reste-t-il pas & le communiquer?
«oMais il demeure toujours embalté par le cinéma. Ce
qui ne vaut pas pour |a sérigraphie. Une série de plan-
ches devrait étre en vente durant I"hiver & la Galerie
Godard-Lefort. Elle a été congue pour que te dialogue
avec le spectateur se réalise lorsque ce dernier tourne
les pages en feuilletant I'album. Il pourra voir une
évolution qui tend vers un rapport de plus en plus
direct des masses mises en relation.

Chaque sérigraphie, prise individuellement, vaut
surtout par ses qualités plastiques obtenues par les
masses de couleurs appliquées égalemens sur toute la
surface. Mais Gagnon ne reviendra plus & cette
technique: “'C’est un médium trop "“froid”". Le rapport

qualiss plastigues. C'est beau, mais il manque

slque chosa’’. Cependant, ses sérigraphies relévent
d'un univers différent de celui qu'on retrouve dans ses
tableaux.

Cet univers de contemplation, de dialogue physique
et sensuel, que le spectateur établit avec le tableau, et
en son intérieur, on pourra étre tenté de le situer, de
I"intégrer & I'histoire de I"art.

Gagnon dira lui-méme de sa peinture qu'elle est
“‘suréaliste’’. Mais des peintres suméalistes, il
n‘aimera que Magritte. Cette affirmation est cependant
normale, car le surréalisme y prend le sens *'d‘acces-
sion 3 une réalité autre’’. La conception est trés prés de
calles qu‘avaient |’Action Painting ou |'Automatisme,
mais nettement différente de celle qui expliquait I'art
de Tanguy ou de Dali, ol le tableau est la réalisation
d’une rétlexion ou d'une image qui lui est antérieure.

Chez Gagnon, le tableau pourra étre la consécration
d'un moment donné (des toiles de la production de
1964 s"intituleront ““The third day"’, *'6 aolt p.m.
II'*). Mais cet instant, mis en forme, deviendra pour
le paintre et le spectateur |'occasion d'un départ vers
de nouvelles réalités, vers de nouveaux départs.

Les demibres eeuvres surtout justifient cette affir-
mation. Au plan formel, elles sembleront cependant se
rapprocher du °'Plasticisme’” montréalais. Pourtant;
elles différent en plusieurs points de cette peinture.

Le jeu du fond et de la forme non définis entre eux,
qui se crée par la bande noire qui ceme le tableau,
rappelle cette méme double relation caractéristique des
toiles de Molinari: mais le choix des couleurs fait ces
deux peintures totalement indépendantes. Gagnon
travaille essentiellement & base de noir et de blanc,
alors que Molinari expérimente d'abord les possibi-
lités du coloris.

Cette réduction au maximum des possibilités de la
gamme des couleurs le rapprochera de Gaucher, avec
ses demidres toiles monochromes et identiques de fond
avec les minces bandes-signes blanches. Mais dans
ces toiles, comme dans celles de Malinari, le regard
du spectateur joue dans un espace qui se situe au
devant de la toile. Chez Gagnan, au contraire, I'espace
st A I'intérieur, ou demidre la toile.

Cette peinture pourra ainsi paraitre traditionnelle.
Mais elle est avant tout une symbolisation du monde,
qui nous permet de plonger & |'intérieur de fa réalité et
d'y vive.
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- Selection Committee. A list including the title, medium, @

Over & five year period wihieh h@@n in 1972. the Federal
Government has allocatad $5 million to the Canada Councll to
build up & collection of contemperary Canadian art.

The purpese of the Art Bank [s to assist Canadian arists by
purchasing thelr works and to give Canadians an opportunity
e enjoy contemporary Canadian art, through tihe rental ot these
works to Federal Government depariments and egencies In
Canada and abroad. The Council hopes that the Art Bank will
encourage private collesting and serve as an exampls that corpo-
rations will wish te emulats.

The Counell is responsible for the purchess, distribution anc
adminisiration @i? the collection, w!fnﬂ@[rn presently comprises over
5.000 works In all visval arts &, including 700 palrings

- -gRe 200 sculptures @H‘W@Hﬁ]@@@ﬂ Appmsnm@ﬁ@ﬂy two thirds ef the

works are graphies (prints. @mﬁ@@& aned watercolours). Al
present, the Bank has acquired the works of more than
Canedian artists: both well established artists ane i
earlier stages of thelr careers are represented in the collection,
which attempts te present & cross-section of eurrent activity

in Canadian art. -

Selection of works for acquisition by the Bank is [ﬁ?ﬂ@‘. (o
@@@@ﬁ@mﬂy changing juries appointed on &n “’ad hoc™ basls and
COMPosed ol @mﬂ@ﬁ@” curaters, privete collestors, and other
m@wﬂ@b naividuals. Works may be purchased directly
from ardsts. ﬁlhtr@u@[h] commereial galleries or from @mhﬁ@ﬁﬁﬁ@@@ ir
public art gallenes.

Werks purchased for the collection must be by professional
Canadian artists. that is, by individuals whe are earning thelr
livelihood in the visual arts. Artists may sulbmit vp to 20 slices or
photographs of thelr work for consideraion by & selection
committes which mests monthly in Ottawa: slides and pholos are
returned to the @m‘;ﬂ@ﬁ@ gfter the mesting. Correspondencs with
the Art Bank should be sent te ﬁlﬁ]@ @@@@@ﬁu s postel address, while
unframed grephic works (prints. drawin and_ w&hm@ﬂ@@ﬁ@))
may be shipped @3 rectly to the Art Benk warshouse at 2279 Glae-
win Cresecent, Ottawa., Ontarie ior presentation ﬁ@ tihe AW
iren-

- glons and price of @@@rm_ work, as well & E@ﬂo.rrnp[h)ﬂ cal n@ﬁom@ﬁﬂmg
should acecompany all submissions to the committee. No appll-
cation iorm IS NECESSATY.

Submission of slides or works may result in one of four decl-
slons by the commitiee: that work be purchessd or not recom:-
mended, thet a studie or gallery visit be made by a eslection
commitiee or that work selected from ihe slides be sent to
wearehouss fer further consideration.

Station] |

v 1171 Warehouse

) Scieﬂm anﬁi
Ta(:hmmgy

Shopping '

AR Wersheuss
2279 Gladwin Crescent, Otaws

Rental .
Works of art mey be ['r'@ d by Federal G Government @ mm@m
and agenclies to @mh@@@@ @@Iﬁ@ﬂn@ arses, CoONference roems anc
the olffices of individuals whe [t ﬁnq@@@ﬁ @@ﬁ wﬁﬁh the
pulblic.

Whenever possible, a Liaison Officer from the Art Bank visits
department and consulis with a designaied individual te
departmental requirements. Representatives from
depertment are subsegquently invited te view and seleet works at
Art Bank, wihich is located in Ottawe. Each work is docu-
mented with 35mm slides, deseriptive infermation and & biogra-
ey of the artist.

The yearly rental fee is 12 percent of the total cost of the work:

this flee Includes cests of framing), transporiationin Ganade,

Insurance, installaton and maintenance. Works ara rentee for &
minimum period of one year, and the rental coniract mey 0@
renewed for up to thres y@@ﬁ@ Longer terms for rentals mey
no.©ﬁﬂ@ d on an Individual bagis. | |

Annue rental fees range from an average of $15.00 a yeer for
graphics to & [r“n@ro from $50 to $1,000 for palnings and
seulptures. must be paid out of the Furniture and Furnige
ﬁ-ﬁ off the department as directed by the TE?@W“IT’@ |
(Treasury Beerd Directive No. 712247, May 23, ﬂ@?@) Respon-
Silofl ﬁy tor installation, insurance and Malnienances is & rnu
by the Art Bank.

Gallerfes

The Art Bank would appreciate re wﬁ@@ vp-to-date ﬂ@ﬁ@ﬂ@@ﬁﬂ@@
on exhilbitons, as well as price ﬂﬂ@ﬁ@g visual documentation anal
other relevant material.

All & onq&nﬂmin should be addressed to:

At Bank

The Canada Counell
P.0. Box 1047
Ofttewea, Ontarie
Ki1P V8

(613) 237-3400

Apdtl 1978




- Bn 1972 le Geuvernement édéral déeidait de metire & la dispo-
.- @fﬁﬁﬂ@ du Consell des Arts, SUr URG clng ans, unRe
. SOMmMe &e @ﬂ-nq milliens de collars pour constituer une collection
o @Il .uwr@@ @ﬂﬂ@m@@ d'artistes contemporalng.
L L@ lam)@uo d cauvres &'art @ g pou[r mission d'encourager

- lesa a@l @@@ e w[ﬁy@@@m leurs cauvres 6t en louant
88 .Wl?@@ aux ministéires of @n@@ smes du Gouvernsment

S ﬁ'@ﬂ au Canada et & I'étranger, &fin que les Canadl ens & glent
- e @m] 6 les edmirer. Le Conseill espére que la Bangue

| Ceuwes d'ant @ﬁﬂmwﬂ@m & eonstitution de @@ﬂﬂ@@ﬁﬁ@@@ @@‘°

liéres &t Gonnsra Un € mmmp[l@ que les grandes soclé W@@@ﬂﬁ’@[ﬁ]ﬁ

@@nm

 Le Conselll est charg? d'achetsr ot de distribuer les cauvres @ﬁ
' acministrér la @@ﬂﬂ@@ﬁﬂ@m @@Hﬂ@@ﬂ S compess & ["heurs actudlle

- ©895,000 ezuvres representant tous les arts @ﬂm@mwm

- piis 700 polrm{tw[r@@ @it Rl @@wﬂpﬁ@m et teplsseries. Environ les

- deus tlers de la collesiion sont des esuvres graphicues (gra-

. '.WF@@Q ﬁuuwfm@ e @@]Mﬂﬂ@S’BD LaB w@ @os‘sede ﬂm

- les eauvres ele plus de 60 ﬂ@ﬁ@@ @@mdﬂ@m@ permi lesquels

. Om retr@uve auss] bien € i.. ll'ﬂ s dont la ¢ tliﬁl@m] est ielts que

- des artistes @mﬂ :-_:ﬁ@mlﬁ dens | [r Carmiere, aﬂ@mj une distrle

- butien @@@@ﬂ représentative e qw@ possiivle de la production artis-

- Hgue e canadienne 6o eo'mmpotmlm)@
- Lastlection des cuvres dont e Bangue fait I'acquisition st
-@@tﬁ]ﬁﬁh & des jurys constamment renouvelés, nommeés au fur et

- 8 mesure des besoins. Ces junys ce mg@w@@@@m des artfsies, des
. _'-JMW@Q@MF@Q des collectionnsurs particuliers et @ﬂﬁw@[r@ autres

- connalsseurs. L'achat des cauvres se fait soit chez Partiste luf-

- .m@ma soit per Fintermédielre de g .@ﬂ@wﬂ@@ commc@[r@n@ﬂ@@ oU &

:?U @w cil @xﬁﬂm dans des musées d'arns.

;'IN]@ @@Imﬂ@@ﬂbln 8 ﬂa ﬁﬂon N Que le lu ceuvres d artistes
ﬂ@m de profession, ' ut=t-dﬁm@ PersSONNESs Ui W@@ﬁ Gle
{lourr travall anistique. Lartiste peut [@l?%@ r jusgu’a vingt
dispositives ou ghotographies de ses travaux éz ° EXEMEN @fl“m
comite de selection qui 88 réunit une fols par melis & O :

- diepositives et photes umlﬁ ﬁ'@@@@ af° @I?ﬁ Sl apt?@@ 8 [?@@u[mﬁ@m
Toute correspondance avee la Bangue d'ecuvres d'ant dolt éire
envoyés & ["adresse postale du Consell, m@ on Peut expedier
@'ﬂrr@’@mm les esuvres @?.plhﬂg@@@ NONENCAGHEES (grevures,
clessins et aquarslies) & I'entrepdt de la Bangue d'csuvres d'art
@tw 9, Gladwin Crescent, Ottewa (Ontare) ob le @@mnﬁ@
n@@@ﬂﬁ@iﬁﬂ de sélection en fera ﬂ examen. Il faut jeindre & tout
“envel une liste comp[l@ft@ indiquant, pour chague cauvre, i@ ﬁﬂﬁ[f@ﬂ
loo matériaus ou fech nigues employés, les of m@m}@ﬁ@)@@ et e

- prix. Une netice binﬁ’apl}nﬁ@@@ dolt galement eccompeagner

[l @mol 'y @ @@@@m ﬁ@ﬂ@ & remplis.
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Commetrcial | | 02
Elmvale || X%

Eﬁmﬁ@.ﬂ e la Baneue _@.l" @T@ﬂﬁ
B, Gladwin @ﬁ@@@m

L'examen des diaposiiives ou elles-ménmes conauit
le Comité & I'une des décisions sulvantes; acheter ou Searier,
charger un comiie de seleclion de faire une visite -@il‘.’@fa@ﬂ'ﬂ@;r ou
galerie, ou demandsr gUURNe CSIVFe cholsie & partir e'une
dieposiiive soit expédiée & ['entrepdt peur y e i?al[r@ [l“obﬂ@ﬁ @'umn
BRAMGH.

Les cauvres d'art sont mises & la @ﬂnﬁﬂ@@ des mﬁmﬂ@@m@@ &t
@[ﬁ@]@@ﬂ@ﬁﬁu@@@ﬂ@ Gouvernement fdéral qui peuvent les louer pour
les exposer dans des lieux publics, des salles do [m{?@tf'@m)@@

et les bureaux do fonctionnalres gui ﬁﬁ@ﬂﬁ@ﬁﬁﬁ w@mm@m

e publie.

VUragent de liaison de la B Iam@@@'-@ﬂ“.uw@@'@?“@fr& @‘-’@m@m@w@@e
nm représentant du Ministére pour déterminer ses beseins. Le
NiSHEE @[Fn @ eRsUlte UG “ﬂmﬁ'ﬂom} €& rendre wﬁ@ﬂﬁ@ & la
@@@ﬂ cauvres d'art, & Ottawea, p [?yﬁll[?@“ﬂ(@h.l% Chegue
@@ﬁm@mm@@@h@ @W@@@Smmg@ﬂ une -
M@@ ceseriptive et €' vne E@ﬂn[mp[h] @ de lartlste.. .

Le ﬂ[r' annvel s'éléve & 12 p. 100 du colt total de I'esuvre; o8
m prond les frais ¢'encadrement, 6@ trang ﬁ)ort Al
@g @ﬂ assurance, ¢'installaton et d"@mﬁ@{ﬁ@m Les cauvres
l.[ﬁ]ﬁ loudes p.mf un Minlmum ¢ vne @fﬁlfﬁ)@@ EVEe _._ff@ﬁl]ﬂﬁ@ ce
[r@ﬂl]@mm jusgu’a trols ans. Il st g [@ﬂ@ dans ¢ rm@
negecier une locadon & @ﬂ@@ H@@@ . |

[L@ UU” peut &ire de I'ordre de $16 pe am nuw les
graphigues et varier de 850 0 & $1.000 pour des pe polwﬁ@[r@f-ﬂ ou @@@Hg@c
tures. Le loyer deit &tre débité du peste Meubles et fournftures
au buedget du Ministers, @w@m@m@m aux instructions du Con-

selll @ilan Trésor (directive CT ne 712247, 28 mel 1972). La Bangue

d"esuvres d'art o8 eharge directement de I'installetion, do I aseu-
rance @ﬁ ee 'entretien. .

La 2 Bangue d’'eauvres d’art recevra evee plalsir les avis d°expo-
sitions procheines ou en cours, les listes de lj@[f‘ﬂﬁ@a p'_ pectus et
awtres documents utiles qu'en voudra bien ﬂ@ﬁ [F |
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