
ART 30        CANADIAN ART SURVEY: 1600~1900          

Name ____________________

In Art 10 and 20 we focus on the art of the western world, mostly European but also some later American work.  In Art 30 we are switching our focus to the art of Canada; yes, part of the western world, but as a relatively young country, its development has not followed exactly the same course as the mainstream.

The earliest visual records of Canada, before the land had divisions or boundaries, are maps dating from the sixteenth and seventeenth centuries (ie.1500s and 1600s).  These are, of course, not by Canadians, as are none of our earliest works, though we still consider them a part of the development of Canadian art. 

PRE-20TH CENTURY CANADIAN ART
	I  EXPLORER’S MAPS

	 “Jacques Cartier Landing with Colonists in 1541 at Stadacona, Quebec.”

Vallard’s Atlas, Nicolas Vallard     1546

	Champlain’s Map of Eastern Canada     1632



	II EARLY FRENCH NAÏVE (FOLK OR PRIMITIVE)

	Marguerite Bourgeoys, Pierre Le Ber     1700
	Ex-Voto des Trois Naufragés de Lévis    1754



	III BRITISH TOPOGRAPHICAL PAINTING 

	View of the River La Puce, Thomas Davies   1789                                                                      
               
	St. John River, George Heriot    1807

	IV PORTRAIT PAINTING

	The Woolsey Family, William Berczy   1809


	Soeur Ste. Alphonse, Antoine Plamondon  1840s

	V  NATIVES AND HABITANTS

	Assiniboine Hunting Buffalo, Paul Kane  1809


	Bilking The Toll, Cornelius Krieghoff  1859

	VI  GENRE PAINTING

	L’Enfant au Pain (Child with Bread), Ozias Leduc   

1892


	The Meeting of the School Trustees, Robert Harris    c.1885

	VII  LANDSCAPE PAINTING

	Sunrise on the Saguenay,  Lucius O’Brien  1880
	Near the Close of a Stormy Day, Homer Watson    1884

	Oxen Drinking, Horation Walker  1899
	The Old Ferry, Louise Basin, Quebec, Maurice Cullen   1897

	The Ice Harvest, Maurice Cullen   1908-1913
	Passing Shadows, M-A de Suzor-Coté  1918                                                                                                                 


p. 2     20TH CENTURY ARTISTS                                                                                                             
I  J.W. MORRICE        Video Summary
1. James Wilson Morrice was born in Montreal in 1865.

2. Although his family was very cultured in the areas of music, literature and the arts, they couldn’t understand Morrice’s desire to become an artist, so instead he studied Law, but never practised.

3. During Morrice’s youth, mid-Victorian homes were filled with copies of “traditional” European paintings.

4. In 1890, Morrice went to Paris to pursue his art studies.  Here he found the answer to all his musical and artistic yearnings.

5. Morrice did many swift sketches in oils, outdoors and on the spot.  Morrice found beauty in everyday situations.

6. With his artist friends, Prendergast and Sloan, Morrice explored Brittany and Normandy  in northern France.

7. Although in Europe Morrice, called “the Painter of Paris”, was fetching very high prices for his paintings and was continually advancing in his art, he was still not liked in Montreal.  He was hurt deeply by the critics.

8. Matisse, with whom Morrice traveled to Tangiers, called him the artist with the delicate eye.

9. After WWI, during which Morrice was commissioned as a war artist for Canada, he left Paris, having become disenchanted with it.

10. Morrice lived most of the remainder of his life in Nice, in southern France, where he delighted in the strong sunlight.  He said that every painter should go south because it “cleans your palette for you”.

11. Morrice died in 1924 alone in Tunis.

12. Morrice did much for the direction of Canadian painting by making Canadians aware of what was going on in Europe (at the same time).  A.Y.Jackson (of the Group of Seven) said, “he opened our eyes to things we never thought of painting”.
The Ferry, Quebec      1909                                Landscape, Trinidad   1921                         
[image: image1.jpg]


                                                                                                  

p. 3     II THE GROUP OF SEVEN                                                                                                                            
INTRODUCTION

     The era of the Group of Seven (1920-1933) was a very exciting time for the members.  All of them were young and full of enthusiasm, willing to accept any hardship in search of new material; each trip was a new adventure and at all times, as part of the fun, they were ready to do battle with the critics of the day.

     How the acceptance to new trends in the visual arts has advanced since the days of the Group!  In viewing the works of the Group today, it is surprising to realize the uproar these caused in art circles when first exhibited.

     The Group came upon the scene at the right time.  The painting of the day (with a few exceptions) was at a low level, repeating worn out European clichés and only in a few cases attempting to truly depict this great land.  This the Group set out to do.  How successful they were is for the reader to judge.  While members of the 

Group traveled to every corner of Canada to gather impressions in paint, a

considerable amount of pleasure was derived from the spirit of adventure and the sheer joy of camping and exploring places where few Canadians at that time had ever visited.  The sketches and canvases from these trips helped awaken many Canadians to the grandeur and beauty of their country.

     The question as to why the Group disbanded in 1933 is often asked.  They had been active for thirteen years, and decided that the task they had set out to do had been accomplished.  Too, they were mindful of the old saying that all new movements in art start with a bang and end in a whimper if continued too long.  The Group of Seven had at last been accepted by the critics and public and were ready to pass the torch to a new generation, with new aims and new goals.

A.J. Casson 

Examples of Published Criticism of Group of Seven

Toronto Star:  “All their pictures look pretty much alike, the net result being more

like a garble or gob of porridge than a work of art.”  The Group was nicknamed “The Hot Mush School”.

The Star:  “There are some samples of that rough, splashy, meaningless, blatant, plastering and massing of unpleasant colours which seems to be a necessary evil in all Canadian art exhibitions now-a-days.”

Letter to the Editor:  “…I have never seen such a conglomeration of rubbish…”
p. 4

Lawren Harris comments:  “We were told, quite seriously, that there never would be a Canadian art because we had no art tradition.  And when we wanted to know how an art tradition had been created in any place, in any age, there was no answer…”

In 1923, several Group of Seven paintings were shown in England, and the response was overwhelmingly positive:

The Field:  “Canada, above all other countries, has reason to be proud of her contribution, her canvases are real triumphs…Canada has arrived.  She has a real national style…”

The Daily Chronicle:  “Here they are at this amazing Wembley [name of exhibition]– their bold decorative landscapes, emphasizing colour, line, and pattern, giving the very feel of Canada, its colour and character…”

The Times:  “Canada is developing a school of landscape painters, that is strongly racy of the soil.”

Canadian critic’s response:  “Flub-dib, every word of it…”

A.Y. Jackson:  “The country was exciting: the atmosphere clear and sharp, the colours bright and crude, if you will…and on top of all this variety there were changes of seasons such as they hardly knew in Europe.  In Autumn it flamed with red and gold, in winter it was wrapped in a blanket of dazzling snow, and in springtime it roared with running waters and surged with new life.  

So why stick to the barnyard, why paint cows and sheep and rural tranquility?”

  p. 5   The Group of Seven: Art for a Nation         Video Summary

1.  In the first part of the 20th century, seven men worked to change the way people looked at the land around them. They assaulted a fortress of tradition, skepticism, and ignorance.

2. Canada in the early 20th century was bound by European cultural traditions. Artists looked to the “Old World” for inspiration.

3. Lawren Harris sees something new in J.E.H.Macdonald’s work. Several young artists meet at the Arts and Letters Club in Toronto, including A.Y. Jackson, Arthur Lismer, and Fred Varley, all future members of the Group.

4. Art critics were extremely negative about the new way of painting. Group members had to defend their work as presenting Canada more accurately.

5. Lawren Harris believed art was almost a mission, and that the same spirit of adventure that was put into pioneering the country should be into the cultivation of the arts.

6. In 1913, the artists moved into the Studio Building (in Toronto), the first building in Canada built specifically for artists’ studios. But the bigness of the land could not be contained within a building. Group members had to go out and discover the land for themselves.

7. Several members of the group were involved in WWI as war artists. In summer 1917, A.Y. Jackson received news of Thomson’s death at Canoe Lake in Algonquin Park. The loss of Thomson is very great. WWI shatters the old order and conventions. 

8. When some of the artists show paintings at the Ontario Society of Artists exhibition of 1919, the reaction of critics is still very negative. The scenes are just too “wild”! The artists are very frustrated!

9. In 1920 the Group of Seven has its first exhibition at the Art Gallery of Toronto, where 121 paintings are shown, mostly landscapes. There is only one positive critic.

10. Harris is the natural leader, with connections to enable financial freedom. Macdonald is the poet of the group. Johnston is a  superb colourist and a speedy worker, but he had doubts about the benefits of group for his career. Varley is passionate, with a bohemian influence. Lismer will later campaign for greater art consciousness among Canadians.  Frank Carmichael has a simple enchantment with colour for its own sake, and he sacrifices much for his art. Jackson is different, a pioneer, self-educated, impervious to physical hardship. All go directly to nature to create art with greater virility.

11. Reviews of their first exhibition are mixed, as is public reception. Lots of visitors, few sales.

12. Several depart to paint in Algoma (near L. Superior) before exhibition over.
13. Their First American Tour is from 1920-22. There is some enthusiastic reception in the U.S.

14. Harris hopes the land will eventually believe in them, just as they believe in the land!

15. 2nd exhibition Art Gallery of Toronto 1921 Response still less positive than desired. Johnson does not participate after the first exhibition as his goals no longer match those of the Group.

16. 3rd Exhibition Art Gallery of Toronto 1922, still negative reaction from critics, esp. Hector Charlesworth. Artists welcome adverse criticism, better than being ignored.

17. One critic predicts the artists will have to first gain recognition in New York, and then perhaps Canadians will accept their work, not because they themselves think it is good, but because someone in New York told them it was!

18. Wembley, England 1924.  Only a small percentage of the Group’s work in sent to represent Canada. Positive reviews from the British. Still is opposition at home, but new respect in Canada after this. Group is somewhat vindicated.

19. Eventually, A.J. Casson joins the group to replace Johnston.

20. Members of the Group paint in all parts of Canada. The Group disbands shortly after the death of MacDonald in 1932.

	THE ARTISTS                                                    
	

	                                                                           Tom Thomson  (1877-1917, b. Ontario)
The West Wind, 1916


	4.  A.Y. Jackson   (1882-1974, b. Montreal)

Baie-St.- Paul


	(Group Members)

1.  J.E.H. MacDonald   (1873-1932, b. England)

The Solemn Land, 1921


	5.  Fred Varley   (1881-1969, b. England)

Dharana, 1932



	2. Lawren Harris     (1885-1970, b. Ontario)

North Shore, Lake Superior, 1926


	6.  Frank Carmichael  (1890-1945, b. Ontario)                                                                       
The Upper Ottawa, near Mattawa, 1924



	3. Arthur Lismer    (1885-1969, b. England)

Rain in the North Country, 1924


	7.  Frank Johnston  (1888-1949, b. Ontario)

Fireswept Algoma, 1920




Lawren Harris:  “To sum up in a few words the contribution of the Group of Seven to Canadian history…The effect of our work was to free artists all over Canada, to make it possible for them to see and paint the Canadian scene in their own way…”        
III EMILY CARR  (1871-1945)  
Biographical Information      
Emily Carr was born and raised in Victoria, B.C. Until the end of her life, she remained lonely and unrecognized in her home town. As a young child she spent much of her time outdoors, communing with nature (sometimes even perfuming the flowers!). She nicknamed herself “Small”.

 After studying in England and France, she came home and painted Indian scenes in a Neo-Impressionist style. When her work was rejected, she gave up painting for 15 years, running a boarding house, raising sheep dogs, and painting pottery in order to make a living. 

In 1927, Eric Brown, director of the National Gallery (Ottawa), invited her to exhibit in a show of Canadian West coast Art. When she went east herself after sending 26 paintings, she met Lawren Harris. Meeting members of the Group of Seven was a thrilling revelation for her, and she determined to do for B.C. what the Group had done for the east. Harris persuaded her to seek the mystical quality of the landscape just as he was doing in his work; Carr felt she was really searching for God.

Upon beginning to paint again, her style changed radically under Harris’ influence, as she sought to preserve Indian culture in her art. The totem poles particularly attracted Carr; in native culture they provided protection from nature, and Carr felt the Indians exhibited a sincerity the white people lacked. Consequently these paintings of totems have a fearful, brooding quality.

Harris encouraged Carr to create forms based on her own deep feelings. Before beginning to paint, she would sit on a little camp stool in her beloved forest and contemplate the subject, absorbing what she saw and taking personal notes.

The people of Victoria disliked her work and disapproved of it to the end; it was far too radical for “delicate British minds”. She was also considered eccentric, regularly appearing on the streets of Victoria  pushing a baby pram carrying her beloved dogs and possibly her monkey, Woo, on her shoulder. Nonetheless, she did achieve success toward the end of her life for her books (such as The Book of Small, Growing Pains, The House of All Sorts , and others).  
DVD: The Winds of Heaven

Paintings
Forest, B.C.  1931-32                                                   Logger’s Cull    1935

p. 9  IV  DAVID MILNE   (1882-1953)

THE WORLD OF DAVID MILNE           Video Summary
1. Throughout his career, Milne fought against tradition and apathy .

2. In 1903 he went to New York to study art and in 1918 he was an official war artist in Europe.

3. According to Milne, when an artist paints, he concentrates fully on the rectangle before him, on what he feels and sees.

4. Milne describes his method of laying on paint in a “scratchy” manner, the paint as sparse as possible, as if he were afraid of losing his initial idea before getting it on canvas.  Ultimately he would have liked to “wish” his image onto the canvas without material means.  It is this concentration on essentials only which seem to burst spontaneously from his mind that characterizes Milne’s work.

                                                                                                                                           9
5. Milne describes his process of painting a certain flower still life.  He claims that when he looked at the flowers, he saw not blooms but an arrangement of lines, spaces/shapes, values/hues, etc.  How long does it take him to plan this painting?

6. It isn’t until the late 1930s that Milne’s work gains wide recognition.

7. Milne’s later works express more directly his sense of humour and satire, and his understanding of the human condition.

8. The fantastic, whimsical nature of his work is reflected in Snow in Bethlehem.  He began with the idea of snowflakes; what three ideas progressed from this to produce the final result?  
“The thing that ‘makes’ a picture is the thing the ‘makes’ dynamite – compression.  It isn’t a fire in the grass, it’s an explosion.”

PAINTINGS

Boston Corners,  1917-18                                               Snow in Bethlehem   1941
V   A.J. CASSON      (1898-1992)
A.J. CASSON; THE ONLY CRITIC IS TIME     Video Summary
1. A.J. Casson is the last surviving member of the Group of Seven.
2. He was born May 17, 1898.  His family were quakers in Guelph, Ontario, where Casson developed a love for exploring the countryside.

3. Casson showed no artistic talent until his early teens.  At 15 he became an apprentice in a printing shop where he began by sweeping floors.  After embarking upon his art career and not enjoying Saturday art classes, he formed his own sketching club with classmates.

4. In late 1919, Casson became assistant to Group of Seven’s Frank Carmichael.

in a more prestigious printing house (Rausch and Mann).  He was invited to the Arts and Letters Club where he met the rest of the Group.

5. Casson was only 21 in 1920, much younger than the rest of the Group, and had never exhibited.  He claims it was good for him “trailing, but trying to keep up”.
6. During the 1920s, under the Group’s influence, Casson quickly established himself as an artist.  He was voted to take Johnston’s place in the Group when the latter left it, and became a member of the Royal Canadian Academy; thus, he was a member of the most radical and conservative groups in Canada at the same time.                                                                                                                                        
7. In 1927-28, Casson realized he had to break from the Group of Seven.  He decided to paint Ontario villages before they were lost.  The results, in the 30s, show a nostalgic of life in Ontario, according  to the curator of the Art Gallery of Ontario.

8. Casson worked as a commercial artist until he was 61.  During the Depression he created several covers for MacLean’s magazine.

9. At one point in his career following the War (II), Casson found he was getting too fussy about detail, so he began to cut down to essentials.  These paintings were well-received and well-liked, so he stopped, because he thought it had become a gimmick.

10. Although when the Group of Seven’s work became popular his did too, his lifestyle remained unchanged.

11. Casson prefers to do his outdoor work in early summer and fall, avoiding the raw, nasty green of mid-summer.

12. Casson will not repeat a painting for money.  Carmichael had always told him painting should be a pleasure, and when it became nothing but hard work, he should stop.

13. Working for fame was never Casson’s goal.  He claims you never know where you’re going to rank (after death) and says “the only critic is time”.

PAINTINGS
The Mill House   1930s                                                        Mist, Rain, and Sun   1958
VI  JACK BUSH      (1909-1977)
JACK BUSH        Video Summary
1. Jack Bush was born in Toronto in 1909 and grew up in Montreal.  At 17 he became an apprentice in an art department.

2. While Bush was studying at Ontario College of Art the Group of Seven was the most revered group of artists.

3. Because it was impossible to make a living as a painter until the mid-1940s at the earliest, Bush remained a commercial artist, painting on his own on the side until 1968 when his paintings began to sell.

4.a) In the 1940s, what finally became available to show Canadians what was happening in art in the rest of the world? Art books in colour!
   b) What effect did this obviously have on Canadian artists? Influenced their style; made them more daring.
5. The centre of art during Bush’s development as a painter was New York.  His trips there caused him to move toward what style in his work?  Semi-abstract to abstract6.a) In 1953, a group of abstract artists opened an exhibition in Roberts Gallery, Toronto, calling themselves Painters 11
   b) What was the general reaction to this show? People were very upset.
   c) What was the reaction in New York? It was accepted; the group gained prestige.
7. In 1957 a very important figure, a New York art critic, came on the scene, named Clement Greenburg. He was invited by some of the group members to view their work and judge it by a more international standpoint.  As this man is being shown a variety of Bush’s watercolours, what is it about some of them that he dislikes?  They are too “landscapey”.
8. In the painting process, Bush claims the original concept is lost as soon as he puts the first colour on the canvas.  What takes over at this point?  The painting
9. Bush claimed his “language is simple but not everyone can read it”.
10.a) According to Bush, what is the worst thing that can happen in painting? It doesn’t work and you have to start over.
     b) What really makes this a problem for many striving young artists? The high cost of canvas and paints.
11. Bush was one of the only senior Toronto artists who encouraged the young artists, went to their shows, etc.
12. Bush and the N.Y. critic Greenburg have a casual discussion while viewing a major Bush show at the Art Gallery of Ontario (Toronto), which is very revealing with regard to his painting.  On the whole, it would seem Bush really had, as he said, no intention in painting most canvases.  However, in one work he claims he tried to capture in his shapes and colours the feel of soft trombone music (Jackson Teagarden).  In another he took his colours and line from a hotel in N.Y., eg. the tablecloth, mahogany, and music.
13. Why did Bush stop talking about Greenburg, who claims he never told Bush how to paint anyway? Because people talked about Greenburg being the king and the painters his slaves; people badmouthed Greenburg.
14.a) Though it may be difficult to tell from his abstract paintings, what did Bush believe in the way of artistic training? A solid academic background (drawing, painting, etc.); then begin to experiment and become more daring regardless of the public.16. What French artist’s work “killed” him?  Henri Matisse -  his 4’ x 40’ collages at 88 years old (especially Matisse’s colour).
17. Jack Bush died in 1977. He was 68.
PAINTINGS
Dazzle Red  1965                                                          Concerto  1975
p. 12   VII   PAUL-EMILE BORDUAS      (1905-1960)
PAUL-EMILE BORDUAS   Video Summary
1. Paul-Emile Borduas lived from 1905 to 1960
2. At age 15, he became apprentice to Ozias Leduc, who was a church painter.
3.a) After graduating from Ecole des Beaux Arts and quitting the teaching job offered him, he went to Paris.
   b) There he went to the School of Sacred Arts and was taught by Maurice Denis.

4. For a while he painted in the Province of Meuse in churches that were ruined during the war.
5. In 1935 he returned to Canada and in 1939 became a founding member of the 

Contemporary Art Society.
6. In 1935 his first non-figurative works were exhibited, showing not Surrealist

 tendencies but rather Cubist.  However, Borduas did read much of Andre Breton, a leading Surrealist, and moved that way himself.  One way he sought to discover the secrets of Surrealism was by inviting children to his studio every Saturday to paint. 

7. In 1948 Borduas moved to New England where he sought in his paintings the “objective visual phenomena” of light and space.  He claimed that since Mondrian, artists have tried to grasp space directly, without atmospheric/aerial perspective.

8. After living in New York for a while, Borduas moved again to Paris where he lived the remainder of his life.  He calls this place “a city without hope”.

9. His paintings here show greater simplicity; broad patches of black, almost without colour.
10.a) How did Borduas feel living in Paris? Lonely, anguished, hopeless, grasping for pleasures of sunlight, warmth, love.

     b) He claimed he knew moments of joy, but more infinite sadness.  He compared his so-called serenity to that of a flame at white heat.

*What does this mean?

PAINTING

Sans Titre   1942                                                           L’Etoile Noire   1957                  
VIII    JEAN-PAUL RIOPELLE     (1923-2002)
JEAN-PAUL RIOPELLE       Video Summary
1. The narrator uses several adjectives to describe Riopelle, such as wild, evasive, impulsive, unpredictable, and instinctive.
2. Although Riopelle does not live in Quebec anymore, every year he returns there to hunt, fish, and renew links with the past and country.
3. Jean-Paul Riopelle was born in Montreal in 1923 and has been painting since the age of 5.

4. Riopelle, along with several young artists, felt trapped in the conservatism of Post-War Quebec, so he went to Europe.

5. By the 1950s his work was selling.  Riopelle rejects the labels “Action Painting” and “Abstract Expressionism” for himself, and has never thrown away canvasses like the American Action painter, Jackson Pollock.  Riopelle claims “I paint what I feel, and it can’t be put into words.”

6. Riopelle does not usually drip his paint like Pollock, but uses a knife to apply it.

7. When Riopelle was working in Montmartre (the artist section of Paris), he had a large studio and therefore was able to paint very large paintings.  At this time, where did he get his paint (of which he needed a tremendous amount)?

8. He never allows anyone to see him paint and he claims even if he steps back and “sees himself” the “spell would be broken”.

9. Riopelle has made 10,000 paintings and has worked in several other media; eg., watercolour, sculpture, collage, ceramics, pastels, and lithography.
10. He claims “to create is to digress”.

 *What does this mean?

11. Riopelle never plans ahead, whether working in paint or ceramics, as is shown here.  He says his ideas “will come at the last minute”.  Neither will he work within a given time limit.

12. Notice what Riopelle and his “helpers” are doing with ceramics in planning a ceiling for a public building.  What characteristic of the ceramic plaques is he chiefly concerned with (next to their design)? Translucency (their quality when light is shone through from behind.
13. At an exhibition opening an interviewer asks him if he feels the need to explain his work to people with no art background.  What does he answer? He won’t explain; otherwise they’ll be able to do it! He will talk only about painting technique.

14. Riopelle describes his painting as “a vital life function; when you got it, you’ve got it for good”.

15.What comparison does he make between painting and fishing? In both, one loses all notion of time; meditation; surface is a wall between the known and the unknown.

ARTWORK

Pavane     1954                                      Grande Chute    1967
p. 14 IV ALEX COLVILLE  (1920 – 2013)
ALEX COLVILLE: THE SPENDOUR OF ORDER        Video Summary
1. In Colville’s paintings, he considers people and animals as heroes.  He does not make life appear simple.

2. Colville claims that he, and indeed, all artists, try to “do the highest possible justice to reality”,
in the words of the author Joseph Conrad.

3. His work is concerned with the key events in all our lives: birth, family, love, death.
4. Just as the ancient Greeks in their temples, so Colville in his work seeks to capture the order of nature.

5. This love of order is reflected in Colville’s daily life.  Every morning he walks the dog, Dinah, and after breakfast goes to his studio.  In the afternoon, after six hours of work, he does out and carries out the “business of living” in his home town, Wolfeville, Nova Scotia.  His wife, Rhoda, claims that being a part of life in this way is very important to Colville’s thinking and inspiration.

6. Colville’s relationship with his wife is crucial to his work which often deals with the relationship between man and woman.

7. At age nine, Colville came down with pneumonia and almost died.  This experience changed him, and he became much more introverted.

8. In 1938 he enrolled in Fine Art at Mt. Allison University in Sackville, N.S., and there met his wife-to-be, Rhoda Rice.

9. In 1944, Colville went to Europe as an official Canadian war artist.

10. Colville quotes a 19th century writer, who claims a poet should be in love and war before age 25.  This is because it is important to be deeply affected while comparatively young.

11. In 1946, home from the war, Colville wanted to withdraw and live in isolation with his family.

12. He taught Art at Mt. Allison, and in four years produced only six paintings.

13. Colville was taking a different direction than most Canadian artists, who were either following the Group of Seven or Abstract Expressionism.

14. In 1950, at thirty years of age, he produced his first good paintings. This was a turning point for him.

15. When Colville rebuilt his house in Sackville, he learned much more about the geometrics of space, and proceeded to use geometry to construct artificial space in his paintings.

16. In 1963, Colville began to paint full time.

17. In 1966 he was chosen the Canadian representative for an exhibition in Venice.

18. The Fishers became his London agents.  Mr. Fisher claims that because Colville’s work was so different, it took a while for people to learn how to react.  Germans were the first to respond favourably, possibly because Colville’s paintings have a German Romantic feeling about them , or a sense of angst(fear).  They convey a feeling that something is about to happen, which keeps curiosity alive.

19. In the 1970s, the shift back to representational art brought Colville recognition.

20. Colville’s paintings generally begin with an attraction for something in his surroundings, though it may take years to become a painting.  His practice is to measure any manmade object, and complete many compositional sketches (30+), so that it becomes very well known to him, so he can get closer to its essence.
21. Hence his paintings and prints are scrupulously true to life, but there is much more beyond.

22. Each painting represents, in Hemingway’s words, “a moment of truth”.  Rhoda Colville describes them as “perfect moments rescued from the headlong rush toward death”.

23. In his work, Colville is trying to tell what it is like to be a bird, or a dog, or to be human.  He always tries to identify with his subject. 

24. Colville reveres animals, which are subjects in one-third of his paintings and one-half of his prints.  He sees animals as being in a “state of grace”, in harmony with their surroundings.

25. Colville is uncertain whether man has original sin, but he sees him as being aware of his limitations which causes his discontent.

26. Often his paintings include the presence of some threat to survival (eg. dog on highway bridge, horse on railroad tracks).  This tends to touch people’s own fears and unconscious dreads.  Colville claims he does not intend to be menacing, but thinks of life as being essentially dangerous.

27. Colville admires the Egyptians, because in their art they seek to transcend death.  He tries to do the same in his own work.

PAINTINGS

Horse and Train,   1954                                                     Pacific    1954
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Questions  
1. To what extent has Canada shaped its artists?
2. Which three artists would you choose to represent Canada in an international exhibition? Defend your choices.

