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A Word from the Executive 

Director and CEO

This third edition of McMichael Magazine opens 
with a message from a new member of the McMichael 
team. It is my great pleasure to introduce Dr. Sarah 
Stanners, our new Director of Curatorial and 
Collections. Sarah comes to the McMichael with a 
background of outstanding scholarship and a wealth 
of exciting ideas. McMichael staff looks forward to 
working with Sarah as she guides the gallery’s exhi-
bition plans for its fiftieth anniversary in 2016 and 
develops exciting ways to celebrate Canada’s 150th 
anniversary in 2017. Keep your eyes and ears open 
for ways to listen to art.

The McMichael has always been associated with 
the Group of Seven, but this summer the gallery 
showcases the works of another group, known as the 
“Indian Group of Seven” or the Professional Native 
Indian Artists Inc. Co-founded by Daphne Odjig in 
the early 1970s, this group included many artists as-
sociated with the McMichael—Norval Morrisseau, 
Carl Ray, and Odjig herself. It is a great honour to 
have their works installed at the McMichael.

The McMichael is also most fortunate to be able 
to increase its own collection of works by indigenous 
artists, with the generous donation of forty-nine 
works by contemporary Northwest Coast artists. 
This gift from Jamie Cameron, a former McMichael 
Board member, and Christopher Bredt will enable 
the gallery to show the development of artistic  
traditions from this region, by a celebrated group 
of artists.

Join us at the McMichael and share in the breath-
taking art of this country.

—Dr. Victoria Dickenson, Executive Director and CEO

A Word from the Director  

of Curatorial and Collections

Some of you may be wondering why it is that an ex-
pert on mid-twentieth-century abstract art is now di-
recting the Curatorial and Collections department at 
the McMichael? From my earliest days as the keeper 
of the Hart House Permanent Collection at the 
University of Toronto, which is comprised entirely 
of Canadian art, I have seen a discernable connec-
tion between representation and abstraction. With 
my later focus on the National Gallery of Canada’s  
Jack Bush retrospective exhibition and my still- 
ongoing compilation of the Jack Bush catalogue 
raisonné of paintings, I have delighted in examining 
an artist’s extraordinary journey from landscape to 
abstraction—one that is paradigmatic to the evolu-
tion of modern art in Canada. 

I am very pleased to now be working for the 
McMichael, and I intend to keep the gallery’s re-
spected community, members, and future members 
at the forefront of my mind. I also feel it is important 
to extend our reach to all Canadians and indigenous 
people across this vast country, as well as to bring our 
national arts into context with the rest of the world 
around us. As my doctoral work was partly focused 
on the way in which prominent collectors or family-
formed collections founded Canada’s public muse-
ums, I am well-primed to navigate the history of the 
McMichael, while also keeping my eye on the future. 
So far, the view is great! 

I was born and raised in Toronto, but I know all 
too well that a view from outside of the city lends 
a greater vantage point and perspective. I want to 
embrace the McMichael’s special position and make 
the most of the new landscape before me. 

—Dr. Sarah Stanners, Director, Curatorial and Collections



 2 / McMichael Magazine

p.10

03 Vanishing Ice: Alpine and Polar Landscapes in Art,  
1775-2012 by Dr. Barbara Matilsky 
Exploring the breathtaking worlds of ice and snow, and the 
impact of climate change through art.

08 From Art to Action: Dr. Barbara Matilsky on the 
Power of Alpine and Polar Imagery by Rachel Weiner 
The curatorial process of capturing the beauty and fragility  
of Earth’s Polar Regions in Vanishing Ice.

10  A Northern Narrative: Lawren Harris in the Arctic  
by Chris Finn 
A reflection on one artist’s drive to explore and depict the 
spiritual pull of the Arctic.

12 Two Media, One Message: A Discussion with 
Watercolourist David McEown and Photographer 
Daisy Gilardini on Art and Conservation  
by Rachel Weiner

14 Tim Pitsiulak on Climate Change 
 by Sharona Adamowicz-Clements

16 Eyes on Quebec: Treasures from the Andrée 
Rhéaume Fitzhenry and Robert Fitzhenry 
Collection by Katerina Atanassova 
The story of two Canadian collectors and their passion 
for art and art education nationwide.

22 Jean Paul Lemieux and the Figure  
by Sharona Adamowicz-Clements 
An examination of the artistic evolution of one of 
Canada’s most accomplished painters.

26 Karine Giboulo: What Is My Name?  
by Sharona Adamowicz-Clements

30 New McMichael Publications by Rachel Weiner,  
Sharona Adamowicz-Clements, and Ola Mazzuca 
The McMichael adds to its list of publications with 
these latest offerings.

34 Painting Pictures on Silence: Acclaimed Jazz 
Guitarist Tony Quarrington Talks Art, Music,  
and the McMichael by Rachel Weiner 
How one veteran musician is translating works of art 
into musical compositions.

36 An Unparalleled Collection: Preserving Cape 
Dorset’s Creative Cultural Legacy  
by Victoria Dickenson and Elyse Portal 
Honouring a long-standing partnership with the 
West Baffin Eskimo Co-operative and the artists of 
Cape Dorset.

38 The Wonderful World of Arthur Lismer  
by Linda Morita, with Chris Finn 
An extraordinary collection of drawings and 
photographs.

40 A House in the Country, A Home for Canadian Art 
by Linda Morita  
The story of an extraordinary beginning. 

42 New Aquisition: Make-up with Chocolate Box,  
by Mary Pratt by Sharona Adamowicz-Clements

44 In Memoriam: Itee Pootoogook by Chris Finn

46 With Gratitude—McMichael Supporters

p.22

CONTENTS
SUMMER & FALL 2015

p.18

 EXHIBITIONS 
03 7: Professional Native Indian Artists Inc.  

by Michelle LaVallee 
Seven native artists formed one of Canada’s most important 
artist alliances and fought for artistic inclusion in the 
mainstream art world.

08 Daphne Odjig: Trailblazer and Advocate 
by Jann L.M. Bailey  
At 95 and still active as an artist, Daphne Odjig, one of the 
founding members of the Professional Native Indian Artists 
Inc., considers herself “very, very lucky.”

10  Norval Morrisseau: His Art and His Influence  
by Chris Finn 
The “Copper Thunderbird” altered traditional imagery 
through symbolic adaptation of colour, line, and subject 
matter.

12 Breaking Barriers: Alex Janvier on His Early Life, His 
Artistic Development, and the Challenges of Being a 
Native Artist in Canada by Rachel Weiner

16 An American Artist in Canada: Joseph Sanchez Talks 
about His Experience as a Member of the Professional 
Native Indian Artists Inc. and His New Artistic Voice 
by Rachel Weiner

18 Transforming Spirit: The Cameron/Bredt Collection of 
Contemporary Northwest Coast Art  by Chris Finn 
The distinct artistic developments and styles of a range of 
artwork by well-known contemporary indigenous artists of 
the Northwest Coast.

22 The Art of Don Yeomans by Chris Finn 
One wood carver and artist’s mastery of the  
medium that forms part of the Christopher Bredt  
and Jamie Cameron  gift of Northwest Coast art.

24 The Photographs of Frank (Franz) Johnston  
by Sharona Adamowicz-Clements 
An exploration of one Group of Seven founding 
member’s delight in using the camera as a form of 
artistic expression.

 PROGRAMS

28 Thom Sokoloski: Water—Nature’s Sensorium 
 by Robert Enright 
Innovative Canadian multidisciplinary artist Thom 
Sokoloski on water, the natural environment, and their 
connection to people’s physical and spiritual selves.

31 Speaking from the Middle Space: A Conversation 
with Contemporary Artist Michael Nicoll 
Yahgulanaas by Rachel Weiner

34 Connecting Art and Nature: The Birchbark Canoe 
Project by Anna Stanisz 
A McMichael school programming initiative embraces 
the magnificence of the canoe, what it means to be 
Canadian, and how water and nature shape this 
nation’s identity.

 REflEcTIONS ANd REcOGNITION

36 Art for Future Generations: The McMichael Gift 
Agreement by Linda Morita 
Fifty years ago, Robert and Signe McMichael ensured 
that their art collection would be accessible to the 
public for many years to come.

38 Gallery 8 Cedar Bench: A Tribute in Wood Created 
by Carver and Artist, Doug Cranmer by Linda Morita 
A tribute to the forests that inspired the art,  
a one-ton, hand-carved red cedar bench finds a place  
of distinction at the McMichael.

40 Norval Morrisseau: Commissioned Paintings  
at the McMichael by Chris Finn 
How Robert McMichael came to acquire  
two Morrisseau paintings for the gallery’s  
permanent collection.

42  In Memoriam: Kiugak Ashoona by Chris Finn

44 With Gratitude—McMichael Supporters



 Exhibitions  / McMichael Magazine / 3 

Seven artists came together in the early 1970s to fight 
collectively for the inclusion of their work within the 
mainstream Canadian art world. One of Canada’s 
most important artist alliances, the Professional 
Native Indian Artists Inc. (PNIAI), made history 
by demanding recognition for its members as pro-
fessional, contemporary artists. These artists broke 
with identity definitions and boundaries imposed 

on First Nations. They fought against double stan-
dards and exclusionary practices that treated the 
work of Aboriginal artists as a type of handicraft, a 
categorization that prevented their work from being 
shown in mainstream galleries and museums. By 
challenging old constructs and stimulating a new way 
of thinking about the lives and art of First Nations 
people, they signalled a new course for the exhibi-

By MIcHEllE lAVAllEE, ASSOcIATE cuRATOR, MAckENzIE ART GAllERy, REGINA, SASkATcHEwAN

7: Professional Native  
Indian Artists Inc.

7: Professional Native Indian Artists Inc., showing at the McMichael from May 9 to September 7, 2015, is 
organized by the MacKenzie Art Gallery. This project has been made possible through a contribution from the 
Museums Assistance Program, Department of Canadian Heritage. The MacKenzie receives ongoing support 
from the Canada Council for the Arts, the Saskatchewan Arts Board, SaskCulture, the City of Regina, and the 
University of Regina.
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“If our work as artists has somehow helped to 
open doors between our people and non-native 
people, then I am glad. I am even more deeply 
pleased if it has helped to encourage the young 
people that have followed our generation to 
express their pride in our heritage more openly, 
more joyfully, than I would have ever dared to 
think possible.”—daphne Odjig1

FIG. 3

tion and reception of contemporary indigenous art. 
By the end of 1972, the “Group of Seven”—Jackson 
Beardy (1944–1984), Eddy Cobiness (1933–1996), 
Alex Janvier (b. 1935), Norval Morrisseau (1932–
2007), Daphne Odjig (b. 1919), Carl Ray (1942–1978), 
and Joseph Sanchez (b. 1948)—constituted the first 
self-organized, autonomous First Nations artists’ 
advocacy collective in Canada. 

The work of the PNIAI is a testament to the on-
going relevance and strength of indigenous people, 
their ideologies, and cultures. This exhibition cel-
ebrates this history and the works of these master 
artists, and provides a glimpse of struggles over-
come, gates broken open, and a legacy that has gone 
under-recognized. 7: Professional Native Indian 
Artists Inc. (7:PNIAI) is the first full-scale exhibi-
tion and publication focused solely on the PNIAI. 
Highlighting their national importance and impact, 
7 is the materialization of what this Group of Seven 
fought for more than forty years ago.

This exhibition focuses on that crucial decade 
during which the seven artists were active as a group, 
beginning with their initial meetings in 1971 until 
their dissolution as a legal entity in 1979. The exhi-
bition considers their collective artistic impact, as 
well as the distinctive styles and experimentation 
of the individual artists during this significant pe-
riod of production. Showcasing eighty-three of 120 

works originally assembled at the MacKenzie 
Art Gallery in Regina, Saskatchewan, the selec-
tion exemplifies the range and diversity of their 
production and includes a number of recently 
uncovered masterworks. 

The exhibition is also accompanied by a 360-
page catalogue with 120 colour illustrations. As 
the first monograph devoted to the PNIAI, this 
publication provides access to new and revisited 
research and writing on the group’s contribu-
tions. It includes essays written by seven distin-
guished indigenous scholars and curators: Barry 
Ace, Viviane Gray, Tom Hill, Lee-Ann Martin, 
Cathy Mattes, Carmen Robertson, and Joseph 
Sanchez. The PNIAI artists and co-founders 

Alex Janvier, Daphne Odjig, and Joseph Sanchez have 
also contributed personal memoirs. Additionally, a 
timeline highlights milestones within the PNIAI 
members’ lives alongside key moments in indigenous 
arts and political histories.

Through the exhibition and publication, the com-
plexity of the group’s struggles for individual and 
collective agency during a truly rich and catalytic 
period in history is revealed. Though their personal 
aspirations were diverse, the collective vision of the 
PNIAI made them frontrunners in the development 
of contemporary indigenous art. 7:PNIAI provides 

a glimpse of a vision that flourished despite the 
struggles these artists faced within the context of 
mainstream Canadian society. It is my hope that 
an intergenerational and cross-cultural audience 
will benefit from the opportunity to view the as-
sembled works.

The origins of this artists’ alliance grew out of 
grassroots efforts to meet the needs of Aboriginal 
artists who had converged in one city, Winnipeg, 
Manitoba, in the late 1960s. Beyond trying to 
increase the market and respect for their work, 
these artists were engaged in a broader political 
struggle. The PNIAI members were affected by 
the many cultural and political policies that rel-
egated First Nations people to secondary status 
and strictly regulated all aspects of their lives. 
Understanding how forces within Canadian so-
ciety controlled the lives of First Nations people is 
key to appreciating the barriers these artists faced 
and their collective efforts to overcome them.

In 1970, Daphne Odjig and her husband, 
Chester Beavon, established Odjig Indian Prints 

Previous page: carl Ray 
(1942–1978), Medicine Bear, 
1977, acrylic on canvas, 99.1 x 
73.7 cm, collection of Sunita d. 
doobay, © Estate of carl Ray. 
Photograph by don Hall

Below: Alex Janvier (b. 1935), 
High Hopes of a Liberal, 1974, 
acrylic on canvas, 90.5 x  
122.5 cm, courtesy of Janvier 
Gallery, © Alex Janvier. 
Photograph by don Hall
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of Canada Ltd. and opened a small craft store under the 
same name at 331 Donald Street in Winnipeg the follow-
ing year. The store was a gathering place for artists who 
had been working in isolation from each other not only in 
Winnipeg, but also as far afield as the art scenes in Ottawa 
and Toronto, Ontario. “My little shop became a drop-in 
centre,”4 Odjig remembers. Whether you were coming 
from the East or coming from the West, “Odjig’s,” as it 
was commonly known, became the place to engage with 
other artists. 

Beginning with conversations generated at Odjig’s 
during that initial year, the connections between art-
ists were further developed at informal gatherings in 
Winnipeg and eventually led to a concerted effort to 
form a unified, professional group. By 1973, thoughts 
of incorporation had begun to circulate and be debated 
among the members.  Encouraged to legalize their status 
and formalize their association, they believed incorpo-
ration might enable them to secure funding to aid in the 
realization of the group’s objectives, particularly as they 
related to exhibitions, marketing, and education. An ap-
plication to officially incorporate as Professional Native 
Indian Artists Incorporated was prepared in February 
1974; however, the group was not legally incorporated 
until April 1, 1975.5 

Self-determination and self-definition were mo-
tivations at the heart of their group. Meetings usually 
took place at Daphne’s house, at the Northstar Inn, or 
at Odjig’s, where they shared their frustrations with the 
Canadian art establishment, grappled with prejudice, 
discussed aesthetics, and critiqued one another’s art. 
Interacting with others who shared similar experiences 
and cultural backgrounds was both stimulating and ad-
vantageous for the PNIAI members. Working together 
gave them a strength and unity that caught the attention 
of the media and brought a contemporary image of First 
Nations art to the forefront. 

The struggle for mainstream acceptance for the group 
was a constant battle that pitted the artists against gov-
ernment programs, a non-native public’s expectations, 
and government-supported institutions wanting art that 
reflected “Indianness” in style and content.6 More often 
than not, their work was relegated to commercial and 
ethno-galleries, cultural centres and 
museums, and hallways and offices, 
rather than contemporary fine art 
galleries, where they believed they 
belonged. 

Seeking to control their creative 
processes, the PNIAI did not allow 
others to determine the validity of 
their connection to their heritage. 
The members were interested in the 
question of “Indian art,” but defined 
it for themselves. Members were in-
terested in expanding their horizons 
as artists, rather than succumbing 

to a prepackaged, 
narrow definition 
of “Indian art” and 
double standards 
around authentic-
ity. In turn, they en-
couraged younger 
a r tists to create 
their own contem-
porary expressions 
as individuals.

Ref lecting on 
the PNIAI’s part in 
the history of First 
Nations activism in 
the arts, Lee-Ann 
Martin obser ves: 
“This group incor-
porated two of the 
mo s t  i mp or t a nt 
features of organi-
zations that would 
follow—providing 
support to individuals and lobbying for aboriginal art-
ists as a whole.”7 With an emphasis on professional ac-
creditation, and exhibiting and marketing their work, 
their interest and artistic aspirations were national and 
international in scope. Their intent was to cast a wide 
net and to mentor and support young indigenous artists 
across Canada.

In the end, despite their best efforts to remain a uni-
fied cohort, members found it too arduous to coordinate 
exhibitions and raise funds without external support and 
additional expertise. The cohesiveness of the group was 
difficult to maintain as the artists began to work with 
different galleries and art dealers. Among the factors 
contributing to the group’s dissolution was Odjig’s de-
cision in 1976 to sell her shop and gallery, and move to 
British Columbia. Without a central meeting point, the 
PNIAI members began to lose touch with one another 
as they became more involved with individual projects. 
Ray’s tragic death in September 1978 led to the further 
disintegration of the group.8

daphne Odjig (b. 1919),  
Thunderbird of 
Courage, 1977, acrylic  
on canvas, 61 x 50.8 cm,  
Private collection 
(TBc), © daphne Odjig. 
Photograph by don Hall

“The main galleries…wouldn’t even look at us. But  
none of us stopped painting. we just kept going…. 
The paintings started to speak for us….And this is the 
way it started….It’s a living legacy….It’ll never die now.” 

—Alex Janvier2

 Exhibitions  /
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7: Professional Native Indian Artists Inc. National Tour
Before its debut at the McMichael Canadian Art Collection (May 9 to September 7, 2015), 
7:PNIAI opened at the MacKenzie Art Gallery in Regina (September 21, 2013, to January 12, 
2014) and has travelled to the Winnipeg Art Gallery (May 9 to August 31, 2014) and the Kelowna 
Art Gallery (October 11, 2014, to January 4, 2015). For further updates and information, please 
see mackenzieartgallery.sk.ca/engage/exhibitions/7.
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While short-lived, the significance of the PNIAI in 
the history of Canadian art cannot be underestimated. 
Reaching across cultural boundaries, the forward 
thinking of these pivotal artists has had an undeniable 
cultural and political impact.9 It takes courage to make 
work that differs from the work of those before you and 

not assimilate into the mainstream art world. The vi-
sual impact of the works in this exhibition will hopefully 
reacquaint viewers with the excitement and newness of 
the images and styles that these seven artists produced—
an excitement shared by the many artists who built on 
their artistic innovations. Even as  the PNIAI members 
focused on advancing their own careers as artists, they 
never lost sight of their larger political goal of raising 
the profile of native people. Theirs was a political con-
sciousness that was fuelled by and, in turn, gave energy 
to the indigenous rights movements at that time. The 
First Nations philosophy, aesthetics, and world view that 
permeated the PNIAI in the course of their struggles 
continue to inform the work of many indigenous artists 
and curators today. 

As curator of this exhibition, I am witness to the 
spirit that pours out of the works of the PNIAI and into 
the hearts of so many. I am humbled and proud to be in 
a position to honour this group and their legacy, yet I am 
conscious that I have barely scratched the surface. For 
the last thought, I defer to the insights of Alex Janvier, 
who shared these words with a full house at the opening 
night of the exhibition at the MacKenzie Art Gallery: 

What you see here is…a true story, and that’s how it 
began, and ever since then we haven’t stopped. Members 
of this Group, some of them have gone on to their graves, 
but you’ll see their work, they will talk to you with their 
art. Our story is really a Canadian story, a real Canadian 
story. It comes from here, by the people from here, and it’s 
about here. I welcome all of you to take a good look and 
be proud. I’ve travelled around the world quite a bit…but 
when you come back to Canada, you almost want to kiss 
the earth that you come from because it’s so good to come 
home. This art here…I hope will give you the same feeling, 
that every one of you has come home.10 mm
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10. Alex Janvier, speech for the opening reception of  
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“Together we broke down barriers 
that would have been so much 
more difficult faced alone.” 

—daphne Odjig3

Opposite page, clockwise 
from top left:  
Jackson Beardy  
(1944–1984), Flock, 1973, 
acrylic on canvas, 119.2 x  
167.3 cm, collection of 
Aboriginal Affairs and 
Northern development 
canada, © Estate 
of Jackson Beardy. 
Photograph courtesy  
of Aboriginal Art centre, 
Aboriginal Affairs and 
Northern development 
canada

Eddy cobiness (1933–
1996), Watering the 
Horse, 1974, pen and ink, 
71.5 x 56 cm, courtesy 
of woodland cultural 
centre, © Estate of Eddy 
cobiness. Photograph by 
don Hall

Jackson Beardy (1944–
1984), Nanabush Catches 
the Eagle, 1972, acrylic on 
board, 80 x 99.1 cm,  
Ermi Tano collection 
(TBc), © Estate of 
Jackson Beardy. 
Photograph by don Hall

daphne Odjig (b. 1919),   
So Great Was Their Love, 
1975, acrylic on canvas, 
101.6 x 81.3 cm,  
Private collection,  
© daphne Odjig
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Daphne Odjig: Trailblazer 
and Advocate
By JANN l.M. BAIlEy, EXEcuTIVE dIREcTOR Of THE 

kAMlOOPS ART GAllERy, kAMlOOPS, BRITISH cOluMBIA, 

ANd cuRATOR Of THE NATIONAl TOuRING EXHIBITION 

DapHNE ODjiG: FOur DECaDES OF priNTS

At ninety-five, Daphne Odjig is still working, producing 
at least one drawing a day from her sun-filled room in 
Kelowna, British Columbia. 

While memory and hearing are both fading, she kindly 
shared with me her humble admiration for all those who 
have been a part of her amazing journey in an interview in 
March of this year. Unquestionably, Odjig considers herself 
to be “a very lucky person.”1

“…I was commissioned to do all these works…and trav-
elled a lot, and I have had a lot of opportunities. I have 
been very, very lucky. I couldn’t have done all of this on 
my own…I am just grateful.” 

Odjig has inspired many artists of her own generation, 
artists just starting to consider their practice and many 
others over the past five decades. She has been a trailblazer, 
advocating for the rights of indigenous artists, women, and 
children throughout her remarkable career.

As co-founder of the Professional Native Indian Artists 
Inc. (PNIAI), Odjig, along with Jackson Beardy, worked 
tirelessly to shape and form the PNIAI, not only to pro-
mote their work by their own terms, but also to contest 
against exclusionary practices. Even though Odjig worked 
with members of the Woodland School, she found more 
affinity with the PNIAI, often referred to as the “Indian 
Group of Seven” and included Jackson Beardy (1944–
1984), Eddy Cobiness (1933–1996), Alex Janvier (b. 1935), 
Norval Morrisseau (1931–2007), Odjig (b. 1919), Carl Ray 
(1942–1978), and Joseph Sanchez (b. 1948). Collectively, 
they sought to have their work and the work of artists who 
followed acknowledged for its artistic merit and included 
within the arts and cultural mainstream by expanding 
the indigenous vocabulary and attitude of the visual arts 
canon in Canada, not marginalized or categorized and 
relegated to the decorative annals of art history. This re-
mained Odjig’s lifelong aspiration.

“…I worked tirelessly with Jackson Beardy to pull  
everyone together to create PNIAI, and our goal was to 
encourage others to be proud of their heritage and find 
their path….” 

“…It was an easy group, good rapport, teamwork, and we 
encouraged one another, and we got along well….”

Primarily self-taught and encouraged as a young child 
by her grandfather, Jonas Odjig, and her father, Dominic 
Odjig, the artist’s work has undergone many important 
transitions over her career.  

Interview Odjig produces work that has a lyr-
ical cadence, bold swirling lines, and 
vivid colour, often geometric in nature, 
which elegantly interweaves a multitude 
of highly expressive ovoid shapes within 
a flattened perspective. 

In the early years of her career, Odjig 
reconnoitered her deep-rooted interest 
in art, an interest that began while draw-
ing and painting with her grandfather. 
Fervent in her studies, she continued to 
investigate the work of her contempo-
raries—among others—and to explore 
her native roots. 
Bob Boyer, who, along w ith Carol 
Podedworny, wrote  Odjig: The Art of 
Daphne Odjig: 1960–2000 2, suggests that 
Odjig was attracted to the cubist style be-
cause of its “disregard for perspectival 
space, its skewing of the elements and 
relationships of reality and its central 
compositional structure.”3

“I liked Picasso; I liked his style. Dr. 
Swartz sent Picasso one of my paintings, 
and he liked it. I have to give Dr. Swartz 
credit for all the promotion of my work.” 

Dr. Swa r tz ow ned a ga ller y in 
Calgar y and w rote the book Tales 
f rom the Smokehouse, which Odjig  
illustrated. He also accompanied Odjig 
when she went to Israel.

During the course of her career, Odjig 
has been forthright in addressing con-
cerns of colonization, bringing indige-
nous political issues to the vanguard of 
contemporary art practices and theory.

Born a nd ra ised well into her 
teens on the Wikwemikong Unceded 
Indian Reserve on Manitoulin Island,  
Ontario, Odjig is the eldest of four  
surviving children and a member of the 
Potawatomi Nation. 

Odjig’s experiences as a woman com-
ing into her own during the volatile 1960s, 
when indigenous artists were beginning 
to explore their ethnicity, provided her 
encouragement and motivation. Like 
many artists of that era, Odjig began to 
interpret the traditional stories of her 
people. However, she soon found this 
limiting and was increasingly more in-
terested in exploring her own narrative.  

As Odjig continued to develop her 
own unique style, she took part in her 
first solo exhibition in 1967 at Lakehead 
Art Centre in Port Arthur, Ontario.  She 
exhibited at the Canadian Pavilion at 
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Expo ’70 in Osaka, Japan, and in 1972, along with 
Jackson Beardy and Alex Janvier, was included in a 
pivotal exhibition Treaty Number 23, 287 and 1171 at 
the Winnipeg Art Gallery. This was the first time an 
exhibition exclusively included the work of indige-
nous artists featured in a public art gallery in Canada.

“…my work in exhibitions didn’t promote enough 
access for other artists, I don’t think…I did open a few 
doors…You know, I don’t think of the art as Aboriginal 
art… it’s art from your heart, your spirit…I don’t think 
it should be called Aboriginal art.”

This was an intense time for Odjig. She created 
an exceptional body of work, opened her own art gal-
lery, was an activist for indigenous art, women and 
children, and was co-founder of the Professional 
Native Indian Artists Inc. She also completed sev-
eral major commissions, including one by the EL AL 
airline to produce works of the Holy Land titled the 
Jerusalem Series (1975–76), which had a profound 
and lasting effect on Odjig and was the impetus to 
continue to push personal boundaries. Additionally, 
Odjig was commissioned to produce a mural, The 
Indian in Transition (1978), for the National Museum 
of Man (now the Canadian Museum of History), 
which is exceptional.

 “…Jerusalem really affected me…the domes, the 
architecture, it was beautiful…and I had a chance 
to ride a camel and go into the desert… it was really 
something….” 

It was around this time that Odjig was contacted 
by Robert McMichael, founder of the McMichael 
Canadian Art Collection. In McMichael’s publication 
One Man’s Obsession4 he writes: 

When I first got in touch with Daphne Odjig in the 
1970s it was arranged that several of her canvases 
would be sent to Kleinburg so we could make a selection.

In a letter to McMichael, dated April 21, 1975, 
Odjig specifies:

I have today sent four paintings for your selec-
tion. Each painting is numbered on the back 1–4. …I 
appreciate the opportunity of having my work in the 
McMichael Canadian Collection.

On May 5, 1975, McMichael wrote back to Odjig, 
indicating: 

I want to thank you for sending the four fine paint-
ings by you for our Collection. …We have selected three 
for purchase by the Collection.  …I hope, possibly when 
the Gallery is opened or sometime during the summer 
or autumn months, you might have an opportunity to 
visit the Collection. If you have any plans to be in the 
Toronto area in the foreseeable future I would like very 
much to meet.

In the final correspondence to Robert McMichael 
on May 12, 1975, Odjig wrote: 

I would also like to meet you and tour the McMichael 
Collection. Dr. Cinedar spoke most highly of you and 
the collection during his recent trip to Winnipeg. 

Odjig kept in touch with McMichael and was in-
vited to Kleinburg to have dinner with Robert and 
Signe McMichael and view the collection, and over 
time they became good friends.

“…Robert and Signe were beautiful people; I knew 
them very well…I liked them very much….”

Odjig has received numerous honorary degrees, 
awards, and international accolades. However, at 
the heart of this engaging and gracious woman is a 
passion for life, a thirst for knowledge, and a spirit 
that has influenced and revitalized the political and 
creative landscape of generations of Canadian artists. 

Jann L. M. Bailey would like to thank Daphne Odjig, 
Stan Somerville, Alan Stephenson, and Jennifer D. 
Foster, and the staff at both the McMichael Canadian 
Art Collection and the Kamloops Art Gallery, es-
pecially Victoria Dickenson, Janine Butler, and 
Krystyna Halliwell. She would also like to thank Penni 
Mitchell, Managing Editor of HERIZONS magazine, 
for granting permission to reprint material from the 
spring 2011 article entitled “Daphne Odjig” by Jann 
L. M. Bailey. mm
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Although information varies due to incomplete 
record keeping, 1931 is cited in published sources 
as the year of birth and Fort William (now Thunder 
Bay), Ontario, as the birthplace of Norval Morrisseau 
(1931–2007), also known as “Copper Thunderbird.” 
He was the eldest son in his family. His grandparents 
followed cultural tradition and assumed responsi-
bility for his upbringing. Through his grandfather, 
a sixth-generation shaman, Morrisseau was intro-
duced to  Ojibwe (Anishinaabe) culture and tradi-
tions via exposure to spiritual education, stories, 
pictographs (paintings on rock), petroglyphs (rock 
carvings), and Midewiwin scrolls as a youth. 

 In the 1960s, Morrisseau sought to channel his 
shamanistic upbringing into his artistic practices, re-
sulting in works of art that visually illustrated sacred 
traditional  Ojibwe (Anishinaabe) stories through vi-
brant colours, allegorical subject matter, and remark-
able forms. Despite the controversy Morrisseau’s 
artistry generated due to his visual revelations of 
these revered narratives, the artist felt that it was 
his responsibility to share  Ojibwe (Anishinaabe) 
knowledge amongst his own people, as well as with 
non-First Nations people.

  From the earliest phase in his production, 
Morrisseau’s practice reconnected with visual el-
ements that appeared in the original pictographic 
sources. The surround lines or form lines were in-
corporated into his image making, as well as the use 
of transparency within shapes that reveal patterns 
or internal structures within forms or symbolic ref-
erents. His earliest images were created on natural 
material supports (that is, birchbark), paper or paper-
board, and eventually Masonite and canvas. 

 Morrisseau’s art production that appeared on 
canvas, paper, and Masonite signified a shift in ma-
terials based on European-influenced traditions. The 
artist’s acrylic-painted compositions were character-
ized by an intuitive use of bright, pure-colour shapes 

surrounded by black form lines. Some symbolically 
represented animals, and people radiated lines, 
suggestive of an inner power, while other elements 
configured as an X-ray view offered revelations of an 
inherent spirituality. The final works are vibrantly 
coloured with a visually compelling graphic quality. 

  The emergence of this renewed form of a 
sy mbolic, pictographic statement stimulated a 
shift toward rethinking the representation of tra-
ditional stories in a visual manner. As confident and 
assertive expressions of both personal and cultural 
identity, this approach to storytelling proved capa-
ble of generating a broader, positive response to the 
culture. Artists, in turn, felt encouraged to adapt and 
redefine this means of communication in order to 
continue to reach out beyond indigenous people, to 
a wider audience. 

 Morrisseau’s artistic style combined with the 
storytelling nature of his art served as a catalyst for 
other artists who would also lay claim to altering the 
visual interpretation of the forms of traditional im-
agery through adaptation of the colour palette, line 
work, subject matter, and other aspects of the paint-
erly initiatives that he introduced. Carl Ray (1942–
1978) initiated his own strategies for symbolically 
communicating cultural and spiritual knowledge. 
Jackson Beardy (1944–1984) and Daphne Odjig (b. 
1919), who were based in Winnipeg, Manitoba, also 
became involved in producing work with stylistic 
concerns that supported the efforts to disseminate 
through visual representation this world view of be-
liefs and values to a wider audience. mm

By cHRIS fINN, ASSISTANT cuRATOR
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Breaking Barriers:  
Alex Janvier on His Early Life, 
His Artistic Development, and 
the Challenges of Being  
a Native Artist in Canada
By RAcHEl wEINER, MEdIA RElATIONS ANd cOMMuNIcATIONS 

cOORdINATOR

Speaking by phone to Alex Janvier, at his home in Cold Lake, 
Alberta, the pioneering Canadian artist’s depth of knowledge, 
experience, and humour immediately become apparent. The 
conversation shifts between topics as wide-ranging as the for-
mation of the Professional Native Indian Artists Inc. (PNIAI), 
native land rights, and the looming artistic influence of the 
late New York art critic Clement Greenberg. Janvier has just 
returned from his daughter’s house, having completed three 
paintings in a matter of hours. His passion, drive, and creativity 
seem undiminished since his years as a member of the PNIAI. 

Janvier was born in 1935, at Cold Lake First Nations, 
Alberta, and is of Dene Suline and Saulteaux heritage. At the 
age of eight, he was uprooted from his family and sent to the Blue 
Quills Indian Residential School, near St. Paul, Alberta. In 1960, 
Janvier graduated with honours from the Alberta College of Art 
+ Design in Calgary, after which he worked as an art instructor 
at the University of Alberta. He was later hired as a cultural ad-
viser to the Department of Indian and Northern Affairs Canada.
Janvier has received numerous honours over the course his ca-
reer, including the Order of Canada, a Governor General’s Award 
in Visual and Media Arts, and the Queen Elizabeth II Diamond 
Jubilee Medal. One of his most celebrated works, Morning Star, 
measuring 418 square metres, adorns a dome in the Grand Hall 
of the Canadian Museum of History in Gatineau, Quebec.
When did your interest in art begin to take shape?

As a kid I used to watch my older siblings. They’d clear the 
dirt smooth after it rained, and they would use sticks to do 
some drawings on the Earth’s flat surface. So that was my in-
troduction to artwork. I was only about four or five years old, 
but I saw my brother doing those kinds of things, and the older 
girls, too. They would do that during the summer, after they 
would return from the residential schools. They were my idols 
and heroes, so I’d follow them around. It was observation at its 
best. We were close to the bush and had a small lake that had a 
lot of ducks and action for inspiration. So my talent was on the 
move without knowing it. That was the beginning. 
You mention your brothers and sisters being away at residential 
schools for most of the year. At the age of eight, you yourself were 
uprooted from your family. Can you describe that experience? 

It affected me tremendously because I couldn’t speak my 
language at the school. We were introduced to English by French 

Interview
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nuns, and I think they weren’t actually the best at 
speaking English, so we were probably getting a kind 
of second-rate education. Not that I’m putting them 
down, but that’s the way it was. The language factor 

was a problem 
for me because 
I d id n’t spea k 
any English, or 
French, or any-
t h i n g  el s e  e x-
cept my native 
language, which 
didn’t quite re-
late to what I 
was learning. So 
the only thing 
that I could per-
sonally relate to 
was the art that 
I could do. We 
used to have art 
on Friday after-

noons. And I just loved that because it was the only 
time I could be myself, instead of following their 
regimented teaching. I could relate it to me and my 
observations of nature. 

You also received professional training as an art-
ist. How did that shape your development? 

I had early tutoring by Carlo Altenburg, who was 
one of the Europeans who came out of the Bauhaus 
movement. He was a professor at the University of 
Alberta. He came to St. Paul, where I had enrolled in 
an adult art class, and he saw something in me that he 
got excited about. That summer, I went to Edmonton 
to be tutored by him. I was very fortunate to be pri-
vately tutored that early on.

I understand that he introduced you to the works 
of the European, Chinese, and Japanese masters 
through books. What do you remember about that? 

Carlo used to say, ‘Study the pictures. Do not 
read.’ So I would study the pictures and then on 
Saturday night he would invite me to his place for 
oxtail soup and he would quiz me on what I remem-
bered from those books. He would inquire and wait 
for the answers. 

Were there certain artists who you remember 
being particularly drawn to in those books?

I was highly interested in the work of [Wassily] 
Kandinsky. I liked what he did and I enjoyed his type 
of work. And the others were Paul Klee and Joan 
Miró. Those three were highlighted in my mind as 
people whose work I could relate to. And I thought 
that the Japanese artists were absolutely incredible. 

As a student at the Alberta College of Art + 
Design, did you experience any discrimination?

Of course. They didn’t think I was smart enough, 
but I fooled them because I had already had private 

tutoring. My knowledge of art was pretty deep. Some 
of my professors even used to copy my work. One day, 
we were driving down Jasper Avenue in Edmonton, 
and I looked up, and on the side of one of these high-
rises was one of my designs. So I went to Calgary and 
demanded an apology. First the professor denied it, 
but he knew I was onto him. So he said, ‘Sue me.’ He 
knew I didn’t have money and couldn’t even talk to 
a lawyer at the time. He had me cleanly over a barrel. 

I would imagine that those kinds of situations 
were part of what made the PNIAI such a necessity. 
There was a need for a group that would push back 
against that kind of exclusion and discrimination in 
the art world. Do you feel that there are barriers that 
persist today?

There are still barriers that nobody wants to 
speak about. During the opening of 7: Professional 
Native Indian Artist Inc., a curator who had been 
trained in New York spoke to me very honestly and 
said, ‘I don’t know how to look at this.’ So, in certain 
regards, things haven’t really improved. The mindset 
when we were first starting out was that New York 
was the greatest place for art, then we came along 
with something that threatened all that. I guess 
that’s still where we’re stuck, in a way. Thank God 
Canada allowed us to fit into this painting business.

But, even in Canada, there still seems to be cer-
tain hurdles for native artists.

Neither Calgary nor Edmonton would take the 
exhibition after Regina. They skipped us over to 
Kelowna, and then to Winnipeg, and now to Kleinburg. 
This is a show that should be publicized like nothing 
else in the art world. But we’re still on the border-
line of galleries, and the media shy away. It’s good for 
the country, whether the country likes it or not. It’s 
healthier to recognize where we’re at. We’re part of 
this country. We’re not just isolated people anymore. 
There are some really great artists coming out—very 
strong painters. The new generations are the ones to 
watch out for. Not the ‘Indian Group of Seven.’

I think that the persistent presence of some of 
these barriers makes it even more significant that 
you continue to work and paint. What sustains your 
dedication to your craft after so many years?

I guess it’s the very thing that gave me life, pro-
tected me, and sustained me and my family. I live 
solely on my artwork. I would have liked to put a good 
fright into the art establishment of Canada. The hon-
orees, and all that. But I had a family and I had to feed 
them, so I had to tone down my actions. 

Do you see yourself continuing to paint for the 
foreseeable future?

As long as I can lift a brush and my eyes can see 
the colours, I’ll continue. 

Are you able to describe how you feel when you’re 
painting?

I feel free. A free person. A free human being. mm
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An American Artist in Canada: 
Joseph Sanchez Talks about his 
Experience as a Member of the 
Professional Native Indian Artists 
Inc. and His New Artistic Voice
By RAcHEl wEINER, MEdIA RElATIONS ANd cOMMuNIcATIONS 

cOORdINATOR

As a member of the inf luential 1970s-era artist collective the 
Professional Native Indian Artists Inc. (PNIAI), dubbed the “Indian 
Group of Seven,” Joseph Sanchez has secured a place for himself 
within the annals of Canadian art—an unlikely path for an artist 
who has spent most of his life south of the forty-ninth parallel. Born 
in 1948 in Trinidad, Colorado, and raised on the White Mountain 
Apache Reservation in Arizona, Sanchez, who is of Spanish, German, 
and Pueblo descent, is the only non-Canadian member of the PNIAI. 
After serving in the United States Marine Corps, Sanchez relocated 
to Canada, where he met fellow PNIAI member Daphne Odjig in 1971, 
while living outside of Winnipeg in Richer, Manitoba. Sanchez cites 
Odjig as a teacher and mentor, and credits her with launching his 
career as an artist, activist, and art professional. 

In 1975, Sanchez was repatriated under the Gerald Ford Presidential 
Amnesty and returned to Arizona. Currently residing in Santa Fe, New 
Mexico, Sanchez rededicated himself full time to his art practice after 
retiring in 2010 from his post as Deputy Director and Chief Curator 
of the Museum of Contemporary Native Arts (formerly the Institute 
of American Indian Arts Museum), a position he had held since 2002. 

Sanchez’s body of work is characterized by its surrealist style and 
emphasis on the human figure, particularly the female form. Today, he 
continues to expand his artistic voice, addressing themes of spiritu-
ality, environmentalism, and violence through large-scale narrative 
paintings, works on paper, and performance art.

What was your motivation for being part of the PNIAI? 
A moment in destiny; a conversation that had been going on for 

some time among native artists across Canada; a group of artists work-
ing in support of each other; the chance to exhibit with Daphne [Odjig], 
Norval [Morrisseau], Alex [Janvier], and the other members; to support 
an aesthetic unlike any other; and a willingness to help, inspire, and 
motivate other artists like I was being supported. We were thinking 
about the future of the next generations and supporting native ideas 
that enriched our own people.

Do you feel the PNIAI was able to accomplish what it set out to?
Yes, there is more awareness of native arts, an inclusion in the 

Canadian art canon. The paintings of Norval Morrisseau, Daphne 
Odjig, and Alex Janvier are a legacy in the history of art in Canada, 
and the work of the rest of the group inspired others to follow suit, 
banding together and speaking in one voice. A spark was ignited during 
that time that still burns today.

Are there areas where there is still work to be done?

The support of native 
people by the government 
never materialized for the 
group, but we advocated 
for funding when none 
was available. Today, that 
suppor t remains inade-
quate for native arts. We 
are again forgotten, for the 
most part, except for the ro-
mantic notions of the West. 
Considering the missing na-
tive women in Canada, it is 
clear that native people are 
still not a priority. I believe 
more work needs to be done 
today by our leaders in edu-
cation, and that there needs 
to be recognition of native 
arts as integral to the na-
tional picture of the United 
States and Canada.

You and the other six 
artists in the group all 
have distinct aesthetics. 
Where does your practice 
intersect? 

The unique styles of 
the seven were f uelled 
by the genius of Daphne 
Odjig, who, by her vision, 
st yle of pa i nt i ng , a nd 
beaut y, gathered seven 
artists—individuals in con-
tent and style, from seven 
places—to come together 
to generate a momentum 
in First Nations art. Our 
ability to create from a 
cultural reference with-
out the filter of academic 
or aesthetic consideration 
allowed for explorations 
of technique and content, 
combined with an atmo-
sphere of shared laughter 
and vision, that pollinated 
our work with the spirit of 
the other artists.

You are the only mem-
ber of the PNIAI to have 
l ived primarily in the 
United States. Do you feel 
that your experience was 
somehow different than 
the experiences of the 
other six members?

Interview
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I grew up on an Apache reservation in Arizona, so 
I experienced some of the same things as reserve life 
in Canada, but I was a lot younger and missed the res-
idential school experience and the cruelty and racism 
of that injustice. The denial of an indigenous holo-
caust in the United States, the never-ending rush for 
native resources on reservation land, and the roman-
tic Indian fantasy continue to place native culture as 
an artifact in America. And there is also the problem 
of having had to contend with academic and political 
descriptions of native people for so long. 

These issues remain the same in both countries 
forty-five years later; although, Canada is ahead of 
the game in some ways. It seems support for the arts 
is more accessible. Native artists have been repre-
sented in Canadian pavilions in Venice, and Norval 
and Daphne have made it into the National Gallery 
[of Canada]. 

You have mentioned that it was your fifth grade 
teacher who first got you interested in art, and that 
your professional career was spurred by Daphne Odjig. 
How would you describe the role of teachers and men-
tors in your life? How have they shaped your career?

Since that early age, I have created, thinking in 
my mind that this is my calling. It was this early en-
couragement and meeting Daphne in my twenties 
that inspired years of work, study, and collaboration. 
Daphne was a mentor of incredible influence on me as 
an artist. Her encouragement of my skill and under-
standing would sustain me in a competitive art world. 

I have not met another artist powerhouse like 
Norval; or experienced the skill and mastery of Alex 
Janvier; or the uniqueness and colour sense that is 
Daphne; or an artist that can embody his work like 
Carl [Ray]. I cherish the wisdom of Eddy Cobiness, 
and can never forget Jackson Beardy. They all men-
tored me through the years. This mentorship contin-
ued with the artist Philip C. Curtis, whose life and art 
created the Phoenix art scene. 

That was the beginning of a large number of 
artists who passed through my life as collaborators 
in gallery shows, museum exhibitions, and public 
sculpture installations. In the same way, I continue 
to share the information I have learned from years 
of generous collaboration. 

The female nude features prominently in your 
work.  What draws you to that particular subject 
matter? 

My early work deals with the disrespecting of 
women and the exploitation of the beauty of the fe-
male body by a society with a double standard. The 
sensuous lines in the female body speak volumes 
about growth and nurturing, and are not always 
about a sexual interpretation or experience. My work 
is about love, joining of energy, and the physical; the 
power of a female Earth erupting, raging, trickling, 
and giving birth. I do not find these themes in the 

male body, but in nature and in the feminine. Painting 
for me today is feeling the energy of the voluptuous 
female nude as an embodiment of a Mother Earth 
renewed.

What other themes are you exploring in your art 
at the moment?

Today, mostly environmental issues, loss of water, 
and disrespect and violence in our society are what 
drive my creation. 

What can you tell me about your work as a perfor-
mance artist and your alter ego, Indio Dali? How are 
you able to express yourself through that character?

Indio is a modern storyteller who creates new 
stories from the fragments of old stories and new 
writings on the wall—an artist with an imagination 
of worlds, a weaver of time’s interpretation of our his-
tory, our state of being.

Indio can speak to the occasion. He wants a sur-
real moment to move and dress in, an environment for 
the juxtaposition of thought, a place to be contrary, as 
they say in the native world, and not to follow a path 
that we didn’t create. Indio gives opinions beyond the 
confines of my own identity.

If you were curating a show today that included 
a selection of your work, what other artists would 
you feature? 

I would include Alex and Daphne’s latest drawings 
combined with the work I have been doing recently 
in an exhibition that showcases our continuous line 
of creativity, a thread started during PNIAI that con-
tinues to this day. We have had much time together 
in recent years, so our memories and creative spirit 
unleashed by our contact with each other would make 
for an interesting visual dialogue. mm

Opposite page, from top:
Joseph Sanchez (b. 1948),
angels of Desire, 1995, acrylic, 
conte and ink on linen,84 x 72 in.,
courtesy of the artist

Joseph Sanchez (b. 1948),
Virgin of Light, 1974, oil on 
canvas, 24 x 36 in.,
courtesy of the artist

Joseph Sanchez at the Institute 
of American Indian Arts (IAIA), 
2007. Photo courtesy of the artist

indiodali talking with Kid picasso,
early 1990s, photograph of live 
performance. Photo courtesy of 
the artist

Right: Joseph Sanchez (b. 1948),
Ghost prayer, 1981, monoprint  
on paper, courtesy of the artist
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Jamie Cameron and Christopher 
Bredt: Transforming Spirits for  
the McMichael By VIcTORIA dIckENSON, EXEcuTIVE dIREcTOR ANd cEO

Jamie Cameron and Christopher Bredt are both celebrated lawyers.  
Jamie is a professor at Osgoode Hall Law School at York University and  
one of Canada’s most distinguished senior constitutional scholars, while 
Christopher is equally distinguished as a senior litigation partner with Borden 
Ladner Gervais LLP in Toronto. Both serve on numerous boards, but they 
have a special place at the McMichael.

Jamie served on the McMichael Board from 2004 to 2013, the last two years 
as Vice-Chair. She and Christopher are frequent visitors to the gallery, and 
they are now among its most significant donors. Their collections are 
legendary, and I have been privileged to view their important holdings of 
Canadian art and stunning works by Inuit and Northwest Coast artists in their 
own home. Now, visitors to the McMichael will share the privilege this fall, 

when the gallery celebrates the wonderful 
Christopher Bredt and Jamie Cameron gift  
of forty-nine incomparable works by 
contemporary Northwest Coast artists.  
Their gift is, indeed, transformative, and the 
McMichael Canadian Art Collection is deeply 
grateful for their generosity.

from left: christopher Bredt and Jamie cameron
Photo: McMichael canadian Art collection Archives
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Transforming Spirit:  
The Cameron/Bredt 
Collection of  
Contemporary  
Northwest Coast Art
September 19, 2015, to February 15, 2016

McMichael Magazine / 19 

Robert davidson  
(b. 1946), are You ready 
for the New Light?, 2002, 
acrylic on black paper, 
101.6 x 35.6 cm, Gift 
of christopher Bredt 
and Jamie cameron, 
McMichael canadian 
Art collection, 
2014.6.19 

In exhibiting contemporary 
Northwest Coast art from 
the collection of Jamie 
Cameron and Christopher 
Bredt, gifted to the gallery  
in 2014, the McMichael 
Canadian Art Collection is 
presenting works of art that 
demonstrate the adaptive 
aspects of the practices of 
Northwest Coast artists who 
not only reinterpret their 
traditions, but also introduce 
innovative approaches to 
design, expressing them-
selves in new media. 

By cHRIS fINN, ASSISTANT cuRATOR

Many nations comprise the Aboriginal populations 
of British Columbia. The artistic development of 
the Northwest Coast people predates contact with 
European explorers and continues to evolve to the 
present day. Distinct artistic styles have emerged 
from various communities based on their social and 
religious customs. Cultural narratives related to his-
torical cosmological beliefs are expressed through 
designs that are incorporated into the material and 
ceremonial culture of the people. 

Transforming Spirit: The Cameron/Bredt 
Collection of Contemporary Northwest Coast Art 
offers viewers an opportunity to assess a range of 
aesthetic qualities inherent in the work created by 
indigenous artists of the Northwest Coast. Among 
the works featured in the exhibition are bentwood 
boxes, rattles, blankets, a totem pole, and works on 
paper, all by well-known artists, as well as many 
examples of an object important for its expressive 
qualities—the mask. This last object serves as a form 

 Exhibitions  /



 20 / McMichael Magazine

for communicating the importance of nature, animals, and 
human beings, as well as imagined characters that are at the 
core of many First Nations cultures. 

There are twenty-seven carved masks/headwear by 
well-known carvers representing a number of cultural back-
grounds: Stan Bevan and Dempsey Bob (Tahltan/Tlingit); 
Joe David, Tim Paul, and Art Thompson (Nuu-chah-nulth); 
Ben Davidson, Robert Davidson, and Don Yeomans (Haida); 
Beau Dick, Simon Dick, Calvin Hunt, Henry Hunt,  Simon 
James, and Henry Speck Jr. (Kwakwaka’wakw); Francis 
Horne Sr. (Coast Salish); Ken Mowatt (Gitxsan); Keith 
Wolfe Smarch (Tlingit); and Norman Tait (Nisga’a). There 
are additional works by Al Cole (Nuxalk); Joe David; Jane 
Marston and lessLIE (Coast Salish); Larry Rosso (Carrier); 
Glen Rabena (Haida—adopted); Freda Diesing, Bill Reid, 
Robert Davidson, and Hazel Simeon (Haida); and Henry 
Speck Sr. (Kwakwaka’wakw). 

The artists represented in this significant collection 
have established practices that have received interna-
tional recognition through inclusion in important ex-
hibitions and publications, and have been influential in 
inspiring younger artists to become actively involved in 
creating their own cultural expressions.

All of these works by contemporary artists build upon 
and expand the subjects, media, and traditional forms histor-
ically associated with Northwest Coast art and are reflected in 
the collections of the McMichael. In its entirety, the wonderful 
collection offers researchers and visitors multiple opportunities 
for studying artistic developments within these cultures. mm

from top: calvin Hunt (b. 1956), Sun Mask, 1975, cedar, paint, 33.3 x 31.3 x  
13.3 cm, Gift of christopher Bredt and Jamie cameron, McMichael 
canadian Art collection, 2014.6.25; freda diesing (1925–2002), Eagle 
with Salmon, 1979, serigraph on paper, 56.5 x 76.1 cm, Gift of christopher 
Bredt and Jamie cameron, McMichael canadian Art collection, 2014.6.23; 
Robert davidson (b. 1946), The World is as Sharp as the Edge of a Knife,  
1993, serigraph on Arches paper, 75.3 x 106.2 cm, Gift of christopher Bredt 
and Jamie cameron, McMichael canadian Art collection, 2014.6.20  

All photos: craig Boyko

PLANET INDIGENUS FESTIVAL AT THE McMICHAEL
SHArED CLIMATE, SHArED CULTUrE

re-Generation: Desert *Water* Seed
Thursday, August 6 • Dancing Earth • 7:30 to 8:30 pm
Aboriginal choreographer and dancer, Rulan Tangen, leads her 
dancers in a dance ceremony, responding to the Humber River. 
$29 general public; $24 McMichael members; $15 for students with 
a valid iD. Fee includes gallery admission. registration required.

Artist Talk: TAAHÓ
Saturday, August 8 • Norman Hallendy • 11 am to 12 pm
canadian photographer Norman Hallendy shares his 
knowledge of the connection of the Aboriginal community  
to water through his conversations with Navajo elders.  
included with gallery admission. registration required.

Shared Climate, Shared Culture
Planet IndigenUS Family Day
Sunday, August 9 • 11 am to 3  pm
Bring the family for hikes, Aboriginal storytelling, a North 
American Native Hoop dance workshop with lisa Odjig,  
and more. included with gallery admission.
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Henry Speck (b. 1937), 
Hamat’sa Crooked Beak, 
2005, red cedar, cedar 
bark, marine gloss 
enamel, copper, felt, 
rope, twine, 92.7 x  
83 x 29.5 cm, Gift of 
christopher Bredt 
and Jamie cameron, 
McMichael canadian 
Art collection, 
2014.6.38. Photograph 
by craig Boyko

McMichael Magazine / 21  Exhibitions  /



 22 / McMichael Magazine

left: don yeomans 
(b. 1958), Bear Mask, 
2009, red cedar, paint, 
99.4 x 61.5 x 31.8 cm, 
Gift of christopher 
Bredt and Jamie 
cameron, McMichael 
canadian Art collection, 
2014.6.49 

Opposite page: don 
yeomans (b. 1958), 
Maquette for Where 
Cultures Meet, 2009, 
yellow cedar, paint, 
wire with white string, 
78.1 x 15.1 x 10.7 cm, 
Gift of christopher 
Bredt and Jamie 
cameron, McMichael 
canadian Art collection, 
2014.6.48

Acquisitions
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The Art of Don Yeomans 

By cHRIS fINN,  

ASSISTANT cuRATOR

The McMichael has recently acquired a large 
Northwest Coast wood carving titled Bear 
Mask created by British Columbia Haida artist  
Don Yeomans. This artwork was included in a 
wonderful gift to the McMichael of forty-nine 
works from the Jamie Cameron and Christopher 
Bredt Collection. 
The bear is frequently depicted as a symbol in 
Northwest Coast art and is also represented as 
a powerful character within oral traditions. 
Certain physical qualities and behaviours 
such as size and the ability to rise to a stand-
ing position, as well as other traits, have led 
to comparisons between these animals and 
humans. Due to their seemingly human affil-
iation, bears are also perceived as protectors 
and spiritual allies.

Certain features that are traditionally em-
phasized in visually portraying the bear are 
also apparent in this carving by Yeomans. Most 
notable is the artist’s interpretation of the wide 
mouth, with lips separated to reveal large teeth 
that are emphasized through the application of 
light-coloured paint contrasting with darker 
areas on the form. The snout is blunt and broad, 
with round nostrils that have also been accen-
tuated with a light-coloured paint. The tongue 
extends downward, over the lower lip. 

The overall quality of the surface finish, 
the attention to painted details, as well as the 
precision of the carved forms, attest to the ar-
tist’s skills and understanding of the tools and 
materials used.

Yeomans’s mastery of the medium is also 
readily apparent in a second work—the ma-
quette for the large-scale pole, Maquette 
for Where Cultures Meet, also part of the 
Christopher Bredt and Jamie Cameron gift.

The art of the carved wooden poles of the 
Northwest Coast was a source of fascination 
for the early European explorers, who first 
encountered them in what is now British 
Columbia during the latter part of the eigh-
teenth century. The growth of the trading re-
lationship between Europeans and Aboriginal 
people of the Northwest Coast stimulated this 
initial interest, which led to more research in 
order to identify the varieties and makers of 
these poles.

A contemporary development of this form 
of carving activity is the commissioned pole. 
The McMichael commissioned Yeomans to pro-
duce Maquette for Where Cultures Meet, to be 
installed in the Grand Hall near the gallery en-
trance. Although this pole was produced for non- 
traditional purposes and placing, the approach 
to planning the carving was consistent with the 
process followed for a pole that would be pro-
duced for traditional purposes. 

The artist explains the purpose of the crests 
and references to contemporary technology 
that he has incorporated into this carving and 
which are also represented in the larger pole:
Since ancient times, there have always been two 
clans among the Haida people, the Raven Clan 
and the Eagle Clan. Within each clan, numerous 
crests define the individual families. I have used 
both Raven and Eagle on the totem to represent 
all Haida people. The frog is a subcrest of the 
Eagle Clan. The cellphone, laptop, and MP3 
player represent three aspects of modern life. 
I feel they are as much a part of contemporary 
Haida life as they are in any culture. It is on the 
electronic playground these formats provide 
that all cultures meet.1

Don Yeomans was born in Prince Rupert, 
British Columbia, in 1958. His mother was 
Métis, and his father was Haida. His training 
as a carver began when he was ten years old. 
Even at a young age, Yeomans demonstrated an 
exceptional ability to carve. He attended a fine 
arts program at Langara College in Vancouver, 
British Columbia. Following the completion 
of the program, he travelled to Haida Gwaii 
to apprentice with well-known Haida master 
carver Robert Davidson, to assist on a carving 
project. Throughout the development of his ca-
reer, Yeomans has continued to introduce non- 
traditional forms and colours in his carvings in 
order to extend carving traditions and reflect 
the changing conditions within cultures. mm

ENDNOTE
1. Don Yeomans, Email correspondence. 

September 9, 2009. 
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“I have learned that the camera can give you material that 
could not otherwise be gotten, and under judicious use can be 
legitimately of vast value to the discerning painter.”—Frank 
(Franz) Johnston1

For the second consecutive year, the McMichael participated in 
the Scotiabank CONTACT Photography Festival, which takes 
place annually in May and features the best in photographic 
work from Canada and the world.2 Once again, the McMichael 
developed a primary exhibition for the festival, and, this year, 
the focus of the exhibition was Frank Johnston and his re-
lationship with the camera. It was a surprise to many that a 
founding member of the Group of Seven would be included in 
a show on photography. 

Francis Hans Johnston (1888–1949), commonly called Frank 
and later Franz, was an original member of the Group, who was 
well-regarded for his paintings of the Canadian landscape and, 
yet, remains the only member to have resigned from the Group. 
In his lifetime, he was a successful artist whose work, unlike 
that of his fellow Group of Seven artists, was generally better 
received by the public. Soon after the first official show in 1920, 
Johnston left the Group to pursue a career as a solo artist and 
art educator. Throughout his life, Johnston gained professional 
respect from his teachings and prosperous art career, though he 
was accused of distancing himself from the Group for reasons 
of self-promotion and self-aggrandizement, or to avoid negative 

By SHARONA AdAMOwIcz-clEMENTS, 

ASSISTANT cuRATOR, cOllEcTIONS

Organized by the McMichael Canadian Art Collection with Scotiabank 

CONTACT Photography Festival. Curated by Sharona Adamowicz-Clements. 

This exhibition runs from April 18 to October 12, 2015.

The Photographs of  
Frank (Franz) Johnston

criticism of their “new unpolished style.” This distancing has 
contributed to his marginalization by scholars of Canadian art. 

Many have been unaware of Johnston’s “peripheral” interest 
in photography, which had not garnered him any attention. But, 
in fact, he was fascinated by the camera. He took it with him on 
excursions and long trips to take on-the-spot photos. “Get [into] 
the habit of carrying your camera, everywhere,” he wrote, “and 
you’ll save yourself many vain regrets” or lost opportunities to 
capture precious fleeting moments that could translate into art-
works.3  In his essay, “Idle Moments,” Johnston wrote about his 
experience with the camera and its benefits to the observant art-
ist. Finding himself in situations where he was suddenly taken by 
the beauty of a place, he was able to preserve it, and the intense 
feelings it inspired, by quickly capturing it on film. 

When Johnston purchased the Wyebridge town hall—just 
outside Midland, Ontario—for his home in 1940, he converted 
one of the old prison cells in the basement into a darkroom. 
Evidently, he was committed to the entire process of photog-
raphy, controlling the development of negatives into prints. Over 
time, he amassed a large collection of images (also consisting 
of photographs taken by others). Thousands of these are now 
held in different private and public art and archival collections 
in Ontario.4 This photographic material represents a variety of 
subject matter, including the Canadian landscape, which he had 
always documented and celebrated in his work.
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FIG. 1

fig. 1: frank (franz) 
Johnston (1888–1949), 
Onaman Lake, Late 
March, date unknown, 
oil with tempera on 
hardboard, 50.8 x 61 cm,  
donated by Roberta 
fuller, Bethany, Ontario, 
McMichael canadian 
Art collection, 2004.6; 
fig. 2: frank (franz) 
Johnston (1888–1949), 
untitled, date unknown, 
silver gelatin print, 
20.5 x 25.5 cm, 
Huronia Museum, 
2002.027.5239

FIG. 2
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With the existence of so many photographic prints in a vari-
ety of sizes dispersed in a number of holdings (possibly yet to be 
discovered), it was time to explore these works and consider their 
intended purpose. The Photographs of Frank (Franz) Johnston 
marks an early stage of research into the role of landscape pho-
tography in Johnston’s art. It is, perhaps, the first exhibition to 
focus on Johnston’s photography and to examine his work in this 
medium; first in relation to his paintings as source material for 
his finished canvases and, second, as artworks in their own right. 

It is important to emphasize that in viewing Johnston’s 
photographs, it became evident that the camera had a dual role. 
The first was to “judicious[ly]” guide Johnston, “the discerning 
painter,” in his search of subject matter, imagery, and pictorial 
arrangement for his paintings, and, therefore, being “legit-
imately of vast value.” Often, the paintings became a perfect 
replica of the photographs. In other instances, enlarged prints 
reveal the artistic vision of a competent photographer, thus en-
couraging one to view certain photographs as complete artistic 
statements in and of themselves. 

Almost all of the photographs are undated, but by compar-
ing the places depicted with the dates he is known to have fre-
quented them, it is estimated that they were mainly taken in 
the 1930s and 1940s. The photographs in the exhibition include 
panoramic views, winter scenes, the picturesque countryside, 
and images of logging, canoeing, and dogsledding, which are also 
represented in Johnston’s paintings.

Some photographs capture images of his five-month trip to 
the Arctic in 1939.  Johnston was invited by prospector Gilbert 
LaBine, the founder and president of Eldorado Gold Mines 
Limited (later known as Eldorado Mining and Refining Limited), 
to join him at his radium mine at the Port Radium community 
on Great Bear Lake in the Northwest Territories. There he 
could paint the “true North,” of which, like other members of 
the Group of Seven, he was in constant search (even after his 
departure from the Group). Undoubtedly, travelling up North 
was an exceptional occasion that required visual documenta-
tion, which could later act as source imagery for his art. Extreme 
weather conditions of the North meant that even the quickest 
colour sketch was physically tricky and emotionally taxing. 
Direct and actual observation could be etched to memory, but 
the camera was more reliable and its output lasting. It might 

even capture otherwise missed nuances of light and significant 
details that could inspire an artwork.5  

Johnston also spent some time in the Onaman Lake area 
above Lake Superior and east of Lake Nipigon in northern 
Ontario, where he had visited regularly since the 1930s. There 
are several photographs that were taken there and which were 
later used as visual aids for his paintings. The painting Onaman 
Lake, Late March (n.d.), in the McMichael Collection, depicts a 
sled being pulled by a dog team in a snow-covered wooded land-
scape. The painting was based on a number of photographs that 
capture similar images of this favourite subject matter (fig. 1 
and fig. 2). 

Other winter landscape photographs of streaming bodies 
of water demonstrate similar views in paintings such as the 
McMichael’s Reflections (on the Wye River) (n.d.), Vanishing 
Winter (n.d.), Ivory and Sapphire (n.d.), and Winter Beauty (c. 
1935). Compositionally, the paintings and photographs gener-
ally depict a river as a focal point, which is cut off, along with 
the trees in the upper register, by the framing of the picture. 
Both share the same effects of glistening light on snow and the 
crispness of the cool air that Johnston sought to express in his 
work (fig. 3 and fig. 4).

In other examples, it is evident that Johnston makes the 
camera his primary tool in recreating the final painting as 
an identical image to the photograph. The Rendezvous (n.d.) 
is a painting in the possession of a private collector, last seen 
in Barrie, Ontario, when it was submitted for appraisal at the 
travelling British Artiques Roadshow in September 2008. The 
painting represents a meeting of canoers on a lake surrounded 
by trees; it is a perfect replica of a photograph that was once in 
Johnston’s possession, and it might have been taken by someone 
other than himself. 

Huronia Museum has a painting titled On to Hudson’s Bay 
(1947). Painted in full colour, it is a copy of a black-and-white 
photograph of men in a canoe headed out in open waters. In 
both the photograph and the painting, the viewer is unusually 
close to the men, whose backs are turned, sharing the same 
low sightline, as if travelling in a nearby canoe. Their canoe 
is full of cargo; the sail is still up, standing erect to provide a 
vertical counterpoint to the general horizontality of the vessel 
and its occupants. Although the painting and the photograph 
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fig. 3: frank (franz) Johnston 
(1888–1949), Vanishing 
Winter, date unknown, oil 
on hardboard, 32 x 44.8 cm, 
donated to the McMichael 
canadian collection by Mr. 
E.G. davis in memory of 
Mr. and Mrs. E.w.M. davis 
of Montreal, McMichael 
canadian Art collection, 
1987.44; fig. 4: frank (franz) 
Johnston (1888–1949), 
untitled, date unknown, 
silver gelatin print, 20.5 x 
20.5 cm, Huronia Museum, 
2002.027.6417FIG. 3 FIG. 4
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FIG. 7

represent the same scene, the latter evokes a much greater sense of 
immediacy and movement, therefore showing us the limitations of 
the painting (fig. 5 and fig. 6). 

Johnston’s consistent approach to representing an image in two 
disciplines translates into a sense of continuity and uniformity in his 
work. Looking at the two artistic expressions side by side offers insight 
into Johnston’s working method: how he perceived the world around 
him through the photograph, and how, in turn, his paintings were in-
fluenced by photography. During his earlier years with the Group of 
Seven, Johnston’s paintings tended to be postimpressionistic, with 
great emphasis on colour. Later they evolved into highly realistic and 
polished representations of the world, which coincided with his use 
of the camera.

Based on the direct correlation between some photographs and 
paintings, it is natural to conclude that Johnston grew reliant on the 
camera as a practical tool. It is also possible that Johnston’s already 
established painting practice informed his photographic process. Some 
of his earlier paintings of the 1910s and 1920s embody compositional 
approaches and thematic interests that he later, in the 1930s and 1940s, 
captures in the photograph. His photographs of cropped trees or snow-
covered ground, for example, can be seen in paintings such as First 
Snow (1929), in the McMichael’s collection.

In addition to his intimate snowscapes, Johnston was equally fond 
of clouds. As a recurring subject, they have a predominant role in his 
work, sometimes covering more than half the picture plane. To date, 
no photograph of clouds has been found that could compare precisely 
with a painting counterpart, but there are clear similarities in his ap-
proach to this motif in both media. His treatment of clouds as seen 

FIG. 5 FIG. 6

trees. The viewing angle is also similar, always from afar and above, 
as if recorded from a bird’s eye view. In fact, in many of his works, 
Johnston represents the landscape from a distance, suggesting that 
the artist felt that proper appreciation of the sight could only be 
achieved if observed remotely (fig. 7).

Johnston must have felt that he was more than just an amateur 
photographer, when, in 1939, he submitted Untitled (Clouds) to a 
photography contest organized by Scientific American magazine. 
The photograph represents clouds over a landscape of treetops, 
recorded as a thin strip of dark mass at the bottom of the picture 
plane. One lonely tree rises above the others in the distance, with 
another closer in the foreground. Johnston carefully composed 
the photograph to demonstrate the grandeur of nature through 
massive clouds over a vastly stretched line of trees. He was also 

aware of the dramatic effects of light and dark. The black-lined 
trees are overwhelmed by the whiteness of the clouds that seem 
to overtake them. The photograph reveals its maker’s sense of awe 
before nature, and his understanding of capturing mood through 
a monochromatic “palette.”

Unfortunately, the photograph did not grab the attention of jury 
members. In the February 1940 issue of the magazine, Johnston’s 
name is not included under the list of winners or honourable men-
tions. Nevertheless, the submission itself proves that he felt photog-
raphy was an art form on its own and not just preparatory reference 
for the higher fine arts.

Indeed, Johnston’s photographs are not thoughtless snapshots. 
He approached photography with the same artistic principles by 
which he was guided when committing to paint. The photographs 
reveal him as an acute observer of his surroundings, which he crit-
ically considered before capturing the scenes with the camera. The 
elegant play of dark and light, form and shadow, particularly as seen in 
his snowscapes with trees reflected in water or on the ground, reveal 
a thoughtful photographer. 

There are many other photographs in which Johnston represents 
images that are compositionally well-executed, as well as playful 
and experimental. They show variation in execution and process, 
with some photographs having a soft and warm glow that yields a 
dreamy, romantic quality, while others are articulated more clearly 
with sharp dark and light contrasts (fig. 8 and fig. 9). 

Johnston’s technical ability must have been sufficient for him 
to be made an Honorary Member of the LaBine Camera Club.6  In 
a letter written to Johnston on June 8, 1939, Dane MacDonald, the 

in his photographs Untitled 
(Clouds), a nd Farm and 
Clouds, Why Road, reflect 
the same aesthetic sensibil-
ity of the McMichael-owned 
paintings September Clouds 
Georgian Bay (n.d.) a nd 
Thunderers (c. 1922) that 
predate the photographs. 
In the paintings and the 
photographs, the artist fo-
cuses on the airy and volu-
minous quality of f loating 
white clouds above wide-
open vistas or hovering over 
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FIG. 8

fig. 5: frank (franz) Johnston (1888–1949), 
untitled (Men Canoeing ii), date unknown, Private 
collection; fig. 6: frank (franz) Johnston (1888–
1949), On to Hudson’s Bay, 1947, oil on canvas, 
Huronia Museum; fig. 7: frank (franz) Johnston 
(1888–1949), untitled (Clouds), date unknown, 
Private collection; fig. 8: frank (franz) Johnston 
(1888–1949), untitled, date unknown, silver 
gelatin print, 20.5 x 25.5 cm, Huronia Museum, 
2002.027.5140; fig. 9: frank (franz) Johnston 
(1888–1949), untitled, date unknown, silver 
gelatin print, 20.5 x 25.5 cm, Huronia Museum, 
2002.027.5912 

FIG. 9

president of the club, informs him of this privilege, and acknowl-
edges Johnston’s “knowledge of photography” that had been of 
help to the other members. Evidently, his work made an impact, 
and Johnston was being taken seriously as a photographer.

Such a pronouncement probably brought Johnston, who de-
lighted in attention and praise, much satisfaction and a certain 
affirmation of his photographic practice, yet, that was not always 
the case. Johnston was slow to recognize the role of the camera in 
his work. There seemed to have been a time, when he was young 
and just entering the world of commercial art and design,7  when 
photography was not looked upon so favourably by the profes-
sional art community. In his writing about the camera, Johnston 
states that there was a sense “that any artist who used a photo-
graph to produce something original, was prostituting his art.”  
He clearly speaks of the prevailing sense of “shame” (his word) in 
relying on the camera for art making. The photograph’s status as 
a lower art form may have been the main reason why Johnston’s 
photographic practice was unknown, especially since he felt he 
had to “apologize” (as he put it) every time he used the camera. For 
an artist who wished to please, he felt pressured to conform and 
create paintings, instead of photographs, that would bring him 
“national recognition [in the most honourable way through the] 
purchase of [his] paintings [by] the National Gallery of Canada.” 8 

Later in his life, however, Johnston felt differently about the 
camera. With age and practice, he became confident about his 
abilities and recognized the potential of this sophisticated de-
vice.  In a sweeping and poetic ode to the camera, he mentions 
that on one August day while waiting for friends on a ferry dock 
in northern Ontario, he “made six exposures…each of which has a 
quality of rhythm and a tone scale that would be difficult to dupli-
cate in any other subject matter,” (he meant medium).9  Johnston 
saw the camera as having its own special advantages that even 
painting could not rival. Could it be that he was suggesting that 
photography was an inherently elevated art form because of the 
advanced technological capabilities of the camera? Ironically, 
while acting in the service of the painting, the photograph sur-
passed the former’s limitations. “No poem [he concluded] could 
more eloquently [than the camera] reveal the beauty to be found 
in common places.”10 

The McMichael’s exhibition The Photographs of Frank (Franz) 
Johnston aims to remedy the loss of photography as an art form 
in Johnston’s practice and restore its place in Johnston’s biog-
raphy, so one can better understand the development of his art. 
Although Johnston did not succeed as a professional photog-

rapher, he clearly delighted in using the camera, which might be 
credited, in part, with the success he did enjoy with his paintings. 
The research into Johnston’s photography is still in its infancy and 
requires much more attention, primarily in the area of locating 
more of his photographic material and better understanding his 
photographic process, as well as establishing clearer timelines re-
lating to his output. For the moment, the discovered photographs 
reveal a different side of the artist, which very few outside his own 
family knew, and they provide a broader portrait of the man, rein-
troducing him as the painter-photographer.  mm

ENDNOTES 
1. Rodri Franz Johnston, “The Painter Uses a Camera.”(Johnston 

signed this unpublished and undated essay as it appears in this 
endnote.)

2. The McMichael exhibition opened in mid-April and is extended 
to mid-August to give visitors more time to see it beyond the short 
viewing period of the festival.

3. Rodri Franz Johnston, “Idle Moments.” (Johnston signed this un-
published and undated essay as it appears in this endnote.)

4. Huronia Museum in Midland, Ontario, has in its possession thou-
sands of Johnston’s photographs, contact sheets, and negatives, 
which deserve further study.

5. In spite of the practical advantages of the camera, being an easier and 
quicker tool for the passerby artist, it posed its own set of problems 
in sub-zero temperatures, and Johnston never refrained from his 
routine of sketching. His letters home indicate that he sketched, 
photographed, and filmed when he was in the Arctic.

6. The LaBine Camera Club was formed at the Eldorado radium mine 
in the Northwest Territories. Before becoming a well-known pho-
tographer based in Yellowknife, Henry Busse was involved in the 
club. From Robert G. Jenkins, The Port Radium Story (Summerland, 
British Columbia: Valley Publishing, 1999), 38, 120–121.

7. Johnston was an apprenticed designer at a Toronto jeweller’s com-
pany, Ryrie Brothers (from 1904). He worked as a catalogue illus-
trator at Brigdens Limited (from 1906), as a commercial designer at 
Grip Limited (from 1908), at Rous and Mann (from 1912), and at the 
New York-based Carleton Illustrators Studios (around 1913–1915).

8. “The Painter Uses a Camera.”
9. “Idle Moments.”
10. Ibid.
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Thom Sokoloski: Water—
Nature’s Sensorium

By ROBERT ENRIGHT,  

wINNIPEG, MANITOBA-BASEd 

ART cRITIc, cuRATOR,  

ANd EducATOR 

Toronto-based Sokoloski is an indefatigable advocate of the 
power of art, in its various incarnations, to articulate the rich 
layers of the human imagination and spirit. His most recent 
project, Colour of the River Running Through Us, will be installed 
on the grounds of the McMichael from July 1 to August 16, 2015. 

Thom Sokoloski, one of Canada’s most versatile and 
accomplished multidisciplinary artists, has worked 
all over the world. Born in 1950, in St. Catharines, 
Ontario, he has designed installations, as well as set 
dance and theatre pieces, for La MaMa theatre in New 
York City; the Canadian Opera Company in Toronto; 
the Opéra de Lyon in France; the Banff Centre in 
Banff, Alberta; Musica in Strasbourg, France; and 
transmediale in Berlin. He has also directed five of 
r. Murray Schafer’s operatic works.  He spoke with 
me in March of this year. 

Why is water so important in Colour of the 
River Running Through Us?

There are a couple of reasons. I had explored 
the idea of water in a previous work called The 
Scarecrows, which was first workshopped at the 
Socrates Sculpture Park in New York in 2012. We 
used a kind of a spirit bottle that came about be-
cause of my curiosities in Haitian ritual and cere-
mony. The idea of containing ideas, relationships, 
and memories in a bottle worked pretty well with 
the public. Jenny-Anne McCowan, with whom I col-
laborate on the participatory aspects of my work, 
set up a little factory, where people could bring in a 
bottle and materials, and create these spirit bottles 
that were escorted in canoes out to these scarecrow 
figures. When I met with [Executive Director and 
CEO] Victoria [Dickenson] and [Associate Director, 
Creative Learning and Programs] Anna [Stanisz] 
from the McMichael, we decided to stick with the idea 
of combining some kind of vessel and a container. So 
there will be thirteen points of meditation set up on 
the grounds of the McMichael that will refer to the 
Humber Valley and the Humber River. They will be 

unique natural sensoriums of sight and sound. People 
will have the opportunity to be inspired from what 
they are experiencing in those particular stations, or 
they can draw upon the well of their own memories in 
relation to whatever river experience they may have 
had in Canada. They will also be given a participatory 
manual with an introduction to the idea of haiku.

Will they write their own haiku?
Yes, and they’ll deposit them in a bell jar that will 

be suspended underneath this tripod on which there 
is an abstracted canoe structure. I’ve been working 
with production designer and architect Evan Webber 
on what this flotilla of sculptural forms will look like. 
I found out that the centre rib of a canoe is really beau-
tiful; it looks a bit like a squashed Viking ship, with a 
high stern and high bow point. So we’re going to some-
thing like that more than to a real canoe. The thirteen 
structures represent the provinces and territories of 
Canada. The idea is that people are participating in 
a ceremony/ritual. The informing metaphor is that 
they are in the river itself. The structures are inspired 
by surveyor tripods and those used to well water. It 
involves the idea of going into this well of memories, 
feelings, and experiences. 

In your description of the piece, you talk about 
the canoe and ‘its mellifluous relationship with 
water.’ It suggests you’re engaging a kind of wa-
tery poetics.

I love everything about water, and I am an avid 
canoeist. There is something about water that is 
indigenous to our identity. W hen you enter the 
Canadian Shield, you understand what the Group 
of Seven was trying to do; they wanted to get into 
the soul of the country. 

Opposite page: Thom 
Sokoloski (b. 1950), Colour 
of the river running Through 
us, 2015, Renderings and 
photograph by Thom 
Sokoloski

Interview
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In Artaud’s Cane, in 1994, you talked about the affinity you 
have for museums and for the display of human behaviour. 
But in this installation, you are going into the grounds of the 
McMichael, rather than into the galleries.

I was still doing theatre then. After 2004, site-specific installa-
tion art became my focus. Call it an outdoor gallery. I’m fascinated 
by how situations can be set up in which the public can be taken 
out of their everyday life and put into an experience where they’re 
not looking at their cellphone or their debts or what they’re buying 
next. They can actually be alone with themselves and explore the 
sensorium of nature. 

You are interested in multidisciplinarity. I wonder if it 
is possible for any single art form to carry the scale of the 
messages you want to get across?

I always wanted to immerse myself in different art forms, cer-
tainly the performing arts from dance to music to theatre, and I 
did that working with people like Jerzy Grotowski, Jacques Lecoq, 
and R. Murray Schafer. There are extraordinary individuals who 
round your life and give you the grounding that allows you to per-
severe and do what you want to do. When I moved into sculpture 
and installation, it all happened very quickly. It was like diving into 
black water; you’re afraid, but once you dive in, you realize that the 
darkness is really lovely. So, to answer your question, I would love 
to go back to theatre and opera one day, and all this work I’ve been 
doing over these last ten years will inform my work again.  

The piece has a dusk-to-dawn element, doesn’t it? What is 
appealing about that? 

The luminosity, the threshold that happens. I will be using solar 
energy, and so you never really know when the light comes on in the 
sculpture. It begins to have this light life, and what it becomes for 
any individual will be a response generated by their own imagina-
tion and perception. What I love about the work I’m doing now is 
that it is less about an expectation from the public than it is about 
providing different things, opportunities or doors or keys, with 
which the public can get to take in any direction they want to go. 

You’re connecting water in this piece to the idea of dream 
and imagination. In a fundamental way, it is a sort of creative 

float for you.
Yes. Whenever it rains, people dream better. There is no getting away 

from it; water is always there. You’re in it, and you’re gliding through. It is 
a connection to something that is fundamental to our physical and spir-
itual selves. 

You like big topics, and in other examples of your work, you 
have dealt with the political. Is this work more poetic than 
politic?

There’s certainly a politic around water, and we can’t take it for 
granted. You have to be firm and say, ‘I want water to be clean.’ I think 
you do have to be political around ecology. mm

COLOUr OF THE rIVEr rUNNING THrOUGH US

Outdoor Art Installation
July 1 to August 16
Inspired by Samuel champlain’s arrival in Ontario 400 years ago, 
celebrate the TORONTO 2015 Pan Am/Parapan Am Games’ 
community spirit with Thom Sokoloski’s sculptural-based public  
art installation, Colour of the river running Through us.

Opening and Canada Day Celebration
Wednesday, July 1 • 11 am to 4 pm
Enjoy various activities, including a musical drama by Hugh Barnett 
and the carrying Place ensemble. Opening remarks will be held at  
1 pm, followed by canada day cupcakes. included with gallery admission.

Movement Meditation and Haiku Workshops at the McMichael
Saturdays, July 18, & August 1 & 15 • 1:30 to 3 pm
Sundays, July 12 (Family Day) & 26, & August 9 • 1:30 to 3 pm
Explore the theme of the river through movement meditation and 
poetry writing.

Visit mcmichael.com for details on additional workshops  
and other exciting programs offered at the Ontario’s celebration  
zone, Harbourfront centre, as part of the TORONTO 2015  
Pan Am/Parapan Am Games.

Thom Sokoloski (b. 1950), 
The Encampment, luminato 
2012, city of Toronto, Art 
installation and photograph 
by Thom Sokoloski 
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Speaking from the Middle Space:  
A Conversation with Contemporary  
Artist Michael Nicoll Yahgulanaas

By RAcHEl wEINER, MEdIA RElATIONS 

ANd cOMMuNIcATIONS cOORdINATOR
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Interview

Photograph by farah Nosh
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Born in 1954 in Masset, Haida Gwaii, internationally acclaimed 
contemporary visual artist Michael Nicoll Yahgulanaas is, per-
haps, best known for his unique blending of traditional Haida 
iconographies and framelines with the graphic style of Asian 
manga, broadly defined as a form of Japanese comic books. 
His works, which include large-scale public art projects, mixed 
media sculptures and canvases, repurposed automobile parts, 
acrylics, watercolours, ink drawings, and illustrated publica-
tions, are housed in public spaces, museums, galleries, and pri-
vate collections across North America, Europe, Asia, Australia, 
and the Middle East, including the British Museum in London, 
the Seattle Art Museum, the Vancouver Art Gallery, and the 
Glenbow Museum in Calgary. 

Using art to communicate a world view that is both rooted 
in his Haida ancestry and that speaks to an international con-
temporary audience, Yahgulanaas explores themes of iden-
tity, environmentalism, and the human condition in his work.
Yahgulanaas’s graphic novel RED: A Haida Manga, published 
in 2009, tells the tragic story of a Haida chief whose quest 
for revenge after the kidnapping of his sister threatens to 
destroy his community. RED is the basis for a new children’s 
art studio recently developed by the McMichael in partner-
ship with the artist. Students draw on the work’s themes and 
Haida Manga style to create personalized panels that are then 
assembled into a class mural depicting the many stories of 
children’s experiences. 

In this interview, Yahgulanaas discusses the experience of 
collaborating with the McMichael and sheds light on his art, 
his influences, and his thoughts on some of the challenges and 
opportunities facing Canada’s indigenous population.

and reflection as a reward for action. The upcoming artist 
monograph, The Seriousness of Play, examines how this third 
space is opened up in my work. 

How did the influences of traditional Haida imagery 
and Japanese manga come together for you? 

Haida Manga is a hybridized form that blends North 
Pacific indigenous iconographies and framelines with the 
graphic dynamism of Asian manga. By liberating the narra-
tive and the line, Haida Manga opens a space for play, collab-
oration, creative engagement, and empowerment.
Cultural and personal familiarity with the cultures of the 
Pacific Rim are part of Haida histories and of my family 
memories. Manga, a contemporary Asian graphic art, is 
a new way of talking about complex issues and it literally 
means ‘to draw without limitations.’ In the late 1990s, I con-
sciously began to merge Haida and Asian artistic influences 
into my visual practice. 
RED, a narrative painting and illustrated publication, proves 
how Haida Manga creates new perspectives, positions, and 
identities that are available on a personal and collective scale. 

What made you want to work in the graphic novel 
genre? How does it lend itself to what you want to say 
as an artist?

Sequential graphic narratives and, indeed, non- 
sequential graphic narratives are potent communication 
tools that trump language, class, and ethnicity. 

You often create works that can be viewed from dif-
ferent angles or displayed in multiple ways? Why is that 
such an important part of your practice?

Artwork is an adventure for the people who create it 
and for those who choose to participate in observing the 
experience. I create work that avoids the idea of dominance 
and resists the fatal notion that the artist is some ultimate 
authority. I like to create work that confounds the observer 
and requires them to decide how to engage. One method is 
the Rotational series, where there is no singularly dominant 
horizon. I put my name in one corner, a title in another, a date 
in a third corner, and I usually find something amusing to put 

You have stated that this is a critical time in the history 
of Canada’s indigenous peoples. How so?

It is a critical time in Canada because, unlike in the past, 
over the last two decades court decisions have consistently and 
increasingly ruled in favour of indigenous people. It is my hope 
that this young nation state continues to make the conscious 
choice to change seriously unhealthy and ingrained attitudes 
toward indigenous peoples.
Much of my work aims to engage the broader public, inviting the 
viewer to re-engage in contemporary social issues. Abundance 
Fenced—a monumental piece of public art that I designed in solid 
sheets of steel, textured mesh, and industrial rivets—is a forty-
two-metre-long piece crowning a concrete retaining wall that 
looms over a six-lane highway in Vancouver. On the other side of 
Abundance Fenced is a complex of sports fields, a daycare centre, 
residential and community spaces—a pierced border—speaking 
to the complex system of interdependence essential to all of us. 

You have described your practice as occupying a kind 
of  ‘middle space.’ What do you mean by that?

The art form I am known for, ‘Haida Manga,’ is committed 
to hybridity as a positive creative force that opens a middle or 
third space for critical engagement. It offers an empowering way 
of viewing and engagement as it offers participation, dialogue, 
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Hokusai for his sense of freedom and boldness with the brush.
You’ve talked about the dangers of raising up or mini-

mizing indigenous peoples, and have suggested that the art 
world is now in a period of elevating indigenous artists in a 
way that is, perhaps, not entirely productive. What makes 
this trend problematic?

The relationship between indigenous peoples and globalizing 
society tends to be complex and strained. Art that seeks to sim-
plify this relationship and privilege one group is not productive, 
but reductive. By not accepting the complexity, the successes, 
and failures inherent in all relationships, art can prevent us from 
moving forward and having constructive and creative conversa-
tions about our shared past, present, and future. I am committed 
to using art as a way to move beyond conditioned behaviours 
and to create spaces where we can reimagine our relationships 
to and with each other.

What made you want to collaborate on an art studio 
for students? What do you hope they will take away from 
the experience?

I wanted to collaborate on an art studio for students because 
I feel that it is incredibly important for young artists to have the 
confidence to build on their own practice and create new work. 
It is my hope that the students leave this experience feeling fear-
less in their expression and inspired to follow the artistic path 
of their choice.  

What was your reaction to seeing the students’ work 
when you visited the McMichael in December 2014?

I was impressed with the creativity of their work and fu-
elled by the insights they offered. Through their individual 
use of colour and expressive imagery, I saw personalities and 
stories emerge. As a mid-career artist, it was a really enriching 
experience to see how my work acts as catalyst for creativity, for 
stimulating other younger insights into being in the world.  mm

Opposite page: 
Michael Nicoll yahgulanaas 
(b. 1954), rED (detail), 2008, 
watercolour and ink on paper,  
168 x 381 cm, courtesy of the artist

left: Michael Nicoll yahgulanaas  
(b. 1954), abundance-Fenced (detail), 
Vancouver, B.c., 2011, steel, 42 m, 
courtesy of the artist. Photograph by 
Robert keziere 

Below: Michael Nicoll yahgulanaas  
(b. 1954), Copper from the Hood, 2011, 
steel and copper, 132 x 102.5 x 10 cm,  
collection of the Royal British 
Museum, courtesy of the artist. 
Photograph by christopher fadden

in the fourth. The observer must now choose their perspective 
and in this way becomes a participant. Haida Manga encourages 
people to make observations and choices arising from their own 
experience, without relying on the authority of others.

You have done a series of works on car hoods, one of 
which was acquired by the British Museum in 2011. What 
is the significance of the car hood as a kind of canvas for 
your work?

Using an automobile hood, the works are covered in copper 
leaf and painted with my distinctive Haida Manga imagery. The 
sculptures reference both traditional Haida coppers—a symbol 
of wealth in the indigenous community—and the car as signi-
fier of social dominance and economic status in contemporary 
society. 

Does the experience of being a contemporary artist 
present certain barriers, either from within or externally 
from the art world? Do you feel constrained by tradition? 

I don’t feel constrained by tradition; rather, I feel my learned 
techniques in North Pacific indigenous art acted as a positive cat-
alyst for the unexpected hybrid visual practice I explore today.  

Who are your artistic influences?
I have many artistic influences. For example, I am influenced 

by the natural environment, relationships, contemporary social 
issues, the human condition, and, of course, the artistic works 
of others. There are many sculptors, carvers, painters, anima-
tors, and cartoonists who I am inspired by, including Charles 

Edenshaw, my grandfather, 
for his exceptional Haida 
carvings and paintings; Joan 
Miró for his use of positive 
and negative space; Barbara 
Hepworth for the way she 
pierces the form; Moebius 
for the worlds he creates, es-
pecially in the science fiction 
comic book he illustrated, The 
Incal, with [author] Alejandro 
Jodorowsk y; a nd Ma ster 
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Surrounded by 100 acres of conservation land, the McMichael offers a perfect 
site to explore the connection between art and nature. Adding to the grounds’ 
splendour is the beautiful Humber River, which winds through the valley’s paths 
and trails, carrying with it whispers of a past when it served as a major thorough-
fare connecting Lake Ontario to Georgian Bay. Throughout the years, the river 
has nurtured a sense of community among all those who explored and settled 
in the area through this important waterway. As in the past, the river’s flowing 
waters continue to bring people together and are the inspiration for a major art 
installation, Colour of the River Running Through Us, and a series of public and 
school programs offered at the McMichael this spring and summer.

By ANNA STANISz, ASSOcIATE dIREcTOR, 

cREATIVE lEARNING ANd PROGRAMS 

Connecting Art and Nature:  
The Birchbark Canoe Project

left: Great Lakes 
Canoe journey 
crew, from left: 
Isaac weber, 
chelsie John, 
Sylvia Plain, Sage 
Petahtegoose, and 
Michael dennis. 
Photograph by 
Sylvia Plain 

Right: Student 
iPad art from 
Woodland Legends  
art Engagement 
gallery workshop. 
Photograph by 
McAc creative 
learning 
department 
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In 2014, Sylvia Plain, founder and coordinator of the Great Lakes 
Canoe Journey, and four First Nations youth constructed a birch-
bark canoe at OCAD University in Toronto, under the guidance 
of Algonquin canoe builder Chuck Commanda, grandson of 
William Commanda of the Kitigan Zibi Anishinabeg First Nation 
in Quebec. From May 25 to June 12, the McMichael welcomed 
Plain. During these three weeks, Plain and Sage Petahtegoose 
were on-site to present the magnificent birchbark canoe and 
share traditional teachings with the McMichael’s students. 

Several school tours and studio programs were available 
in both French and English, and were offered in conjunc-
tion with this ongoing event. Teachers and educators were 
able to take advantage of this opportunity by choosing from 
a roster of new accessible programs that connected with the 
themes of the Birchbark Canoe Project, such as the Woodland 
Legends in-gallery art workshop, an indisputable favour-
ite among visiting school groups, which teaches students to 
use iPads® to creatively respond to original works by famed 
Anishinaabe artist Norval Morrisseau. Students also took 

an Art as Resistance tour through the stunning exhibition  
7: Professional Native Indian Artists Inc., where they learned 
about the power of art to initiate social change and defy ste-
reotypes, or engaged in a conversation about various Canadian 
perspectives on the wilderness through an Artists and the 
Wilderness tour. Finally, a new Métis sash studio program, devel-
oped in collaboration with Métis artist Nathalie Bertin, taught 
students the finger-weaving technique, as well as the history and 
function of the sash within Métis culture. From digital art mak-
ing to traditional hand weaving, the gallery’s programming en-
gages participants in questioning what it means to be Canadian, 
and the various ways that water and the natural environment 
continue to inform this nation’s identity. 

While the Birchbark Canoe Project was principally a school 
programs initiative, with the exception of one weekend celebra-
tion, the theme of the river and water continues in the summer 
with Colour of the River Running Through Us  (see pages 26–28) 
and Planet IndigenUS at the McMichael, Shared Climate, Shared 
Culture, August 6, 8, and 9. mm 
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By the late 1950s, Signe and Robert McMichael rec-
ognized they had become the custodians of a national 
treasure that rightfully belonged to all Canadians. By 
the early 1960s, they decided to take steps to make 
their art collection more accessible to the public 
and ensure its preservation for future generations. 
In 1964, they wrote a letter to John P. Robarts, then 
Premier of Ontario, to express their desire to make an 
unprecedented donation to the province of Ontario. 
The formal agreement, which gifted 194 works of art, 
the land, and buildings to the people of Canada, was 
signed fifty years ago, on November 18, 1965. 

The following excerpts from Robert McMichael’s 
autobiography, One Man’s Obsession1, describe how 
this donation, the first of its kind in Ontario, came 
to be:

We can never remember the day, or even the exact 
month, we decided to give away our home and the pos-
sessions we loved most. The seed of the idea probably 
had been planted when we first laid Tapawingo’s firm 
foundation. It was nurtured by the first little Canadian 
paintings we acquired and our budding acquaintance 
with the artists themselves. Certainly, from the first we 

had felt a consuming need to surround ourselves with 
the symbols we regarded as representing the spirit of 
our country. (pp. 147–148) Our gift of the land, build-
ings and collection was unique. Tapawingo became the 
first public cultural facility to be owned by the Province 
of Ontario….The final Agreement was put together with 
the help of some of the government’s best legal talent 
and was something of a pioneer effort. (p. 168)

With the approach of autumn 1965, it appeared 
that John Robarts and the government’s legal ex-
perts had finally produced a unique agreement 
which clearly embodied Signe’s and my wishes and 
conditions while allowing for the continuing growth 
and development of the property and the collection. 
We felt we were about to become partners with the 
Province in a very exciting new concept for a pub-
lic art centre. November 18th was to be the big day.  
(p. 157) mm

 

ENDNOTE
1. Robert McMichael, One Man’s Obsession. Scarborough, 

Ontario: Prentice-Hall Canada Inc., 1986.

Art for Future 
Generations:  
The McMichael  
Gift Agreement 

fig. 1: The driveway to the original 
house, which is visible behind the 
trees to the right, with a garage on 
the left side, 1965; fig. 2: Robert 
McMichael and dogs. View from 
the front door of the original house, 
facing southwest toward new 
houses in kleinburg, Ontario, 1965; 
fig. 3: Signe and Robert McMichael’s 
home, to which they had given the 
name Tapawingo (circa 1964–5);  
fig. 4: The agreement between 
Robert and Signe McMichael and 
the province of Ontario, represented 
by then Premier John P. Robarts 
(seated in centre), was signed on 
November 18, 1965. The official 
public opening of the McMichael 
conservation collection of Art took 
place the following year, on July 
8, 1966; fig. 5: Robert and Signe 
McMichael and then Premier John P. 
Robarts, with the signed agreement, 
November 18, 1965

All photos: McMichael canadian Art 
collection Archives

By lINdA MORITA,  

lIBRARIAN/ARcHIVIST
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Gallery 8 Cedar Bench:  
A Tribute in Wood 
Created by Carver and 
Artist, Doug Cranmer 

FIG. 2

FIG. 1

FIG. 3
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Since the original McMichael home was built in 1954, several 
additions were constructed, first to the home and then to the 
gallery, to increase the exhibition and public spaces. In 1969, 
the gallery’s growing art collection called for the largest addi-
tion to date. This new wing would house the Western Canada 
Gallery, showcasing the art and culture of the Northwest 
Coast, primarily by Aboriginal artists and Emily Carr. The gal-
lery itself would be a tribute to the forests that inspired the art 
that would hang on its walls. The logs for the walls and the red 
cedar shakes for the roof were purchased through the Council 
of Forest Industries (COFI) of British Columbia. 

When Robert McMichael envisioned the grand centrepiece 
of the gallery to be a one-piece red cedar bench, which would 
seat two school groups at one time, COFI helped to make it 
happen. COFI located a cedar tree of suitable size growing on 
Vancouver Island, transported it to mainland Vancouver for 
production, and ultimately donated the bench. In a rented hock-
ey-arena-turned-artist-studio, ‘Namgis artist Doug Cranmer 
(1927–2006) was commissioned to transform the massive raw 
slab of wood into a work of art. In just forty days, using a tradi-

tional tool called a D adze, Cranmer carved the entire surface 
of the thirty-nine-foot bench. 

Weighing more than a ton, the bench, with its separate 
top and base, was transported by flatbed tractor trailer from 
Vancouver to Kleinburg, Ontario, in July 1970.  The bench was 
then painstakingly and labouriously moved on wooden dowel 
rollers through the galleries to the newest wing at the farthest 
end of the building. 

K’esu’,  mea n i ng “ wea lt h bei ng c a r ved ,” w a s t he 
Kwakwaka’wakw name given to Doug Cranmer as a child. 
Later in life, he was given his highest chiefly name, Pal’nakwala 
Wakas, which means “great river of overflowing wealth.” From 
the 1950s to 2000, Cranmer’s art distinguished him as a leader 
and mentor in Northwest Coast art in the Kwakwaka’wakw tra-
dition. His carvings and poles were in high demand for major 
commissions in Canada, as well as internationally. In Gallery 8 
at the McMichael, Cranmer’s work is represented by the magnif-
icent bench (believed to be the world’s longest single-tree, red 
cedar, adze-carved bench) and the painted, carved lintels above  
the doors. mm 

fig. 1: Trucking the bench from Vancouver 
to kleinburg, Ontario, July 1970; fig. 2: doug 
cranmer carving the bench top with an 
adze, 1970. Photograph by w.B. Mcluckie, 
Vancouver; fig. 3: unloading the bench top 
and moving it into the gallery; fig. 4: Moving 
the bench through the gallery spaces on 
wooden dowel rollers (through the room 
now known as the founders’ lounge); fig. 5: 
The (then-named) western canada Gallery, 
which opened in 1970, featured the bench and 
lintels carved by doug cranmer, paintings by 
Emily carr, kwakwaka’wakw totem pole, and 
chilkat blanket

All photos: McMichael canadian Art 
collection Archives

FIG. 4 FIG. 5
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Norval Morrisseau: 
Commissioned Paintings 
at the McMichael
By cHRIS fINN,  

ASSISTANT cuRATOR

As founders and directors of the McMichael, robert 
and Signe McMichael’s collecting vision embraced 
a broad range of works beyond the Group of 
Seven and their contemporaries, which included 
art by Norval Morrisseau (1931–2007), Carl ray 
(1942–1978), Daphne Odjig (b. 1919), and other 
Aboriginal artists.

In his autobiography, One Man’s Obsession1, 
Robert McMichael recounts his introduction to 
Norval Morrisseau in early January 1975. The 
artist arrived at the gallery requesting a meeting 
to present two of his recent paintings. McMichael’s 
first impression was instant engagement with the 
“dazzling colours” of the artist ’s Self-Portrait 
and with the complexity of the other work, titled 
Artist’s Wife and Daughter. 

A lthough anxious to acquire these works, 
McMichael was concerned about their longevity, 
since they had been painted on a highly acidic form 
of matte board that would deteriorate over time, 
eventually destroying the paintings. 

In discussing the problems related to preserving 
work produced on this type of support, McMichael 
asked the artist if he had ever painted on Masonite. 

The artist was not familiar with this material.  
In order to acquire paintings by the artist, the col-
lector and artist reached an agreement—Morrisseau 
would repaint his self-portrait and the work featur-
ing his wife and daughter on Masonite panels that 
McMichael would provide. Once completed, the 
artist would be paid for these works that would be 
included in the gallery’s permanent collection. To 
ensure that these works would not be duplicates, the 
artist was also responsible for destroying the two im-
ages on matte board.

The two completed works produced on Masonite 
were acquired by the McMichael Canadian Art 
Collection in 1975. They are currently being displayed 
in the travelling exhibition 7: Professional Native 
Indian Artists Inc., organized by the MacKenzie 
Art Gallery, Regina, Saskatchewan, now at the 
McMichael until September 7, 2015. mm

ENDNOTE
1. Robert McMichael, One Man’s Obsession. Scarborough, 

Ontario: Prentice-Hall Canada Inc., 1986.

Opposite page: 
Norval Morrisseau, 
(1931–2007), artist’s 
Wife and Daughter, 
1975, acrylic on 
hardboard,
101.6 x 81.3 cm,
McMichael 
canadian Art 
collection, Purchase 
1975, 1981.87.1
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Kiugak (Kiawak) Ashoona 
(1933–2014)

Opposite page: 
Kiawak ashoona 
(1933–2014), 
Photograph by 
Norman Hallendy, 
1968, Gift of 
Norman Hallendy, 
1991, McMichael 
canadian Art 
collection Archives, 
ARc-NH1991.14.14 

Born on Baffin Island in Tariugajuk, Nunavut, Ashoona’s family 
includes several notable artists. His mother, Pitseolak Ashoona, 
and his sister, Napachie Pootoogook, both achieved national and 
international recognition for their graphic work. Many of their 
drawings were the basis for original, limited-edition print im-
ages included in the annual collections produced in Cape Dorset 
that received worldwide distribution. In addition, Ashoona’s 
brothers, Koomwartok and Qaqaq, have also been recognized 
for the quality of their carved works.

Ashoona’s approach to his carving began with the initial step 
of studying the stone. He would leave it, then return to it in order 
to assess its potential for realizing a chosen subject. By employ-
ing this thoughtful and considered method as an integral part 
of his practice, Ashoona was able to carve a variety of subjects 
finished in a highly detailed manner.

For an extended period of his life, Ashoona lived on the land, 
developing his skills as a hunter. Although some of the ideas for 
his carvings were drawn from the artist’s imagination, many 
of his works reflect his interest in the traditional stories and 
cultural values of an older way of life. mm

Kiugak Ashoona was one of the first generation of talented Inuit artists who 
emerged from the Canadian North. His carvings have received much critical 
acclaim and have been widely exhibited. The most recent touring show of 
the artist’s work—Kiugak Ashoona: Stories and Imaginings from Cape Dorset—
was organized by the Winnipeg Art Gallery and displayed at the McMichael 
Canadian Art Collection in 2013. Ashoona also worked extensively in drawing 
as an expressive medium, producing an important collection of graphic images, 
many of which are part of the archives of the West Baffin Eskimo Co-operative 
in Cape Dorset, Nunavut, on long-term loan to the McMichael. 

By cHRIS fINN,  

ASSISTANT cuRATOR
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With Gratitude 

COrPOrATIONS & FOUNDATIONS
$100,000 and Above
A.K. Prakash Foundation
McMichael Canadian Art 

Foundation
Robert and Signe McMichael Trust

$50,000 to $99,999
The Andrée Rhéaume and Robert

Fitzhenry Family Foundation
McMichael Volunteer Committee
RBC Wealth Management

$25,000 to $49,999
L.V. Lomas
RBC Emerging Artists Project

$10,000 to $24,999
CIBC
Deloitte
The Horne Family Charitable  

Foundation
The Leonard and Gabryela Osin

Foundation
TD Bank Group
TransCanada Corporation

$5,000 to $9,999
Angell Gallery
Firinn Investments Limited
Jackman Foundation
The Harris-Taylor Family

Foundation
The Michael and Sonja Koerner

Charitable Foundation
Donald R. Sobey Foundation

$1,000 to $4,999
The Bennett Family Foundation
The Boiler Inspection & 

Insurance Co. of Canada
CIBC Mellon
Edwards Charitable Foundation
Gallery Gevik

Gregory Graphics Inc.
Portfolio Management Corporation
The Philip Smith Foundation
Sotheby’s Canada Inc.
Wawanesa Mutual Insurance

Company

PrEFErrED SUPPLIErS
Diamond Estates Wines & Spirits
Steam Whistle Brewing

PATrONS COUNCIL
Benefactor’s Circle ($25,000+)
Michael and Sue Burns

Guardian ($10,000 to $24,999)
Anonymous
Charles and Kathryn Brown
Joan Bush and Farsad Kiani
Andrew and Christine Dunn
Christopher M. and 

Sheilagh Henley
B. Richardson
Linda G. Rodeck and Arron Barberian

Champion ($7,500 to $9,999)
Upkar and Nita Arora 
Mark Bursey and Jane Wells 
Dr. Victoria Dickenson and 

Jeffery Harrison 
Anita and Leon Lapidus 
Iain MacInnes
Donald and Gretchen Ross
Tina Tehranchian and 

Shahdad Bekhrad

Director ($5,000 to $7,499)
Jamie Cameron and 

Christopher Bredt
Doris Chan 
George Fierheller
Joan and Martin Goldfarb
Rev. Edward J.R. Jackman
Greg Latremoille

Doug McDonald
The Melo Family
Samuel and Esther Sarick
Richard and Nancy Self
Rosemary Speirs
Neil and Katie Taylor
Diane and Jonathan Wilson

Companion ($2,500 to $4,999)
Harry and Kathryn Angus
Jordan Beallor
Robert C. Dowsett
Diana and Ian Hamilton 
Joseph B. McArthur
John Silverthorn 
Denny and Dennis Starritt
Dr. and Mrs. J.M. Stewart
Dr. Michael Weinberg and 

Dr. Laura Schiffer
Rosemary Zigrossi

Supporter ($1,000 to $2,499)
Sara Angel
George and Elizabeth Baird
Cindy Ball
Schuyler Bankes and Family
Sharon Baptista
Avie J. Bennett
Maurizio and Isabella Bertani
Austin and Nani Beutel
Shantelle and Yannick Bisson
Rachel Blumenfeld 

and Eric Pellow
Deborah Bongard 

and Reid Bowlby
Rick and Margot Byers
Peter Carayiannis and 

Angela Nikolakakos
Councillor Tony Carella
Susan Chant
Colin and Nadia Chapin
David and Susan Chong
Linda Clemow
Dr. Esther Farlinger

Julia and Robert Foster
Avi Goldfarb
Baila Goldfarb
Helen and Barry Goldlist
Kim Good
David J. Grace
Susan Hodkinson
Mark and Lorraine Inglis
John and Mary Kot
Esther Lee
Rand and Lynda Lomas
Michele McCarthy and 

Peter Gooderham
Derek and Lisa Melo
Kathryn Minard
Petra and Lionel Newton
Charles Price
Peter and Belinda Priede
Brian and Marion Richardson
Judy and John Rumble
Barry Sampson and Judi Coburn
R. Blair Tamblyn
Allan and Shirley Taylor
Tony and Mimi Webb
Wenda Yenson and Ken Hurdle
Charles and Donna Zuckerman

INDIVIDUALS
$50,000 to $99,999
Estate of Frances G. Morris

$25,000 to $49,999
Estate of Gerard Lucien Bedue

$5,000 to $9,999
Kim Dorland
Estate of Egon Homburger
Judy and Patrick Ryan
Iain and Marianne Thomson

$1,000 to $4,999
Simon Armstrong
Michael Aubrey
Howard and Susan Bury

The McMichael acknowledges the following supporters for their contributions 
made between January 1, 2014, and May 31, 2015. Their generosity makes 
it possible to connect people with art, artists, and art making through 
exhibitions that explore Canada from coast-to-coast-to-coast and programs 
that engage people of all ages. Thank you for helping to keep the McMichael 
an extraordinary place to visit.
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R. Brian Cartwright
In Honour of Paul Desmarais III

and Mary Dailey Pattee Desmarais
Judith Dremin
Leslie Goldberg
Fred and Eleanor Hirshfeld
Patrick and Barbara Keenan 
Megan Long
TBK Martin
Joyce and Jim McAlpine
In Memory of Elizabeth McClelland
Belinda Stronach
Terry L. West
Jennie Wildridge

$500 to $999
Anonymous
James Appleyard and 

Tamara Rebanks
Murray and Ellen Blankstein
Christina Bogdanow
In Memory of Dr. Elizabeth Anne

Bridges Sass
Susan Bright and Peter Rowlands
Donna R. Castledine
Michael Chortyk
Alan Clark and Edith Wasson
Judy and Gordon Craig
Robert Dunigan and 

Robert McDonald
George Elliott and Noriko Yui
W. Robert and Gail Farquharson
Rod and Susan Finlayson
Mrs. C. Warren Goldring
Gwendolyn R. Goodearle
Edwin F. Hawken
Mary and Robert Hookey
Liz Hopley and Stefan Krajewski
Patricia and Thomas James
Geoffrey and Lorraine Joyner
John and Jane Kean
Rev. Dr. Keith R. Knill
Maria Maingot-Douketis
Karin McCaskill
Don McCutchan
Nancy and John McFadyen
Patricia D. Miller
Edward Morassut and 

Lorene McCready
Werner and Karin Platz
Dr. Neville G. Poy
Kevin and Mary Russell
Fred and Beverley Schaeffer
Harlan Schonfeld and Ruth Mesbur
Sima Sharifi and Arnold Witzig
Wayne E. Shaw and 

Marilyn L. Pilkington
Karen Soupcoff and Rhonda Eisner
David Ticoll and Tracey Macey
Vivian Vassos
William and Joyce Wallace
Peter and Louise Walter

$100 to $499
Anonymous
Linda and Eldon Abernethy
Natalia Abramova and 

Henry Kastelyanets
Jeffrey and Brenda Abrams
David and Renee Adams
Gail and Martin Aller-Stead
Peter Armour and Patricia Boake
Fred and Marlene Ash
Karin Auckenthaler
Dr. Terrence D. Aurini
William and Ellen Austin
Kenn and Christel Baker
Joseph Balazic
Kristin and Rick Baldwin
Diane Barker and Gary Gurbin
Craig Barlow
Patricia and Joseph Bartl
Diana and Rick Basciano
Donna and Eddy Battiston
Carol Beaver and Dalton Maxwell
Alison Bell
Pamela Bell and Gayle Richardson
Pauline Jennifer G. Bell
William and Wynn Bensen
In Honour of Rudy and Gloria Bies
Rudy and Gloria Bies
Joyce Bingham
Arthur Bird
Wilhelm and Margaret Bleek
Bruce and Kathy Bodden
Diethard Bohme
John and Jean Bona
Leonard Bosschart
Michelle Boston
Dr. and Mrs. Nabil N. Boulos
Jean Bowman
Betty A. Boyce
Linda Boyko and Jens Carl
Harjinder and Gagandeep Brar
Edward and Krista Bridge
George Brown
Sheila Browne
Gary Bryck and Renee Barrette
Simon Burke and 

Magrelys Rodriguez
Ken and Helen Byles
John and Theresa Caldwell
Frank and Bev Callaghan
Paul and Barbara Cameron
Jane and Ken Campbell
Karen and Adam Carlson
Glyn Chancey and Lise Watters
Kit Chapman and Bob Zachary
Vernon and Maya Chilton
David and Susan Chong
Donata Chrusciciki and David Amer
Raymond and Josephine Chung
Janet Clark and Jim Armstrong
Susan E. Clark
Howard and Halle Cohen

Derek J. Coleman
Carole and Jim Comley
Paul and Joy Connelly
Pat Conway
John A. and Lina Corelli
Gerry and Chris Couture
Susan Crawford
Anne Crisell and Steven Zakem
Douglas and Barbara Crowe
Lois I. Cullis
Stanley Czajka
Charlotte Danard and Don Plewes
David Danto
Tuula and George Davies
Ernesto De Ciccio
Douglas and Margaret Derry
Noel Dickie and 

Carol Barber-Dickie
Reva Dolgoy
Susan D’Oliveira and Glenn Holt
Dawn and Michael Drayton
Stephen and Blima Dreezer
Diana Dunlap and Paul Duckett
Jean B. Eadie
Tessa Edward
Marc Egnal and Judith Humphrey
Mary Elliott
John and Beverley Ellis
Mercy Espinosa
Larry Evoy and Sara Houstoun-Evoy
Ron and Lynda Farrow
Tracy and S. Brent Faulkner
Tyler Field
Ray and Lauren Fischer
Abraham and Marcy Fish
Barton Fish
Frank Fish and Ann Christensen
Mary Flannagan and Al Davis
Jane Forrester
Marcia Frank and Shep Siegel
Robert Franklin
John and Cindy Freeman
Paula and Irving Frisch
Eileen Fursey-Dockman and

Harold Popoff
Eric Gam
Neil Garscadden
Kevin Gazley
Andy Gemmell
Holde Gerlach
Vera and Russ Gillman
David Glicksman and Ellen Drevnig
Barbara Goldberg
Karen and Sidney Goldenberg
Paul Goldhamer and Michelle Farine
Grant Gordon and Gill Deacon
Peter G. Gordon
Richard Gotlib and Virginia Kairys
Jeanne Gould
Charlotte Graham
Sabrina Grando
Karen Green and George Fischer

Hartley and Lorna Greenbaum
C. Groenewegen
Ann Gross and Sharon Erlichman
Balfour Halevy
Victoria and Robin Hand
David and Sandra Hannaford
Charles Hantho
Richard and Peggy Harcourt
William and Anne Harker
Joan Harrison
Ronald and Sherry Haynes
Karin Heckbert-Krech and 

Michael Krech
Richard and Mary Beth Hess
Haleh Javanmard
Alan Hill and Bev Nicholson
Naomi Horodezky
Christine Hughes
Lois E. Hughes
Joseph and Gerd Hulshof
Adele and David Imrie
Sharilyn J. Ingram 

and Wayne P. Morgan
Robert Jarvis and Viviane Ourgant
Maryann Jefferies
Seona Jennings Kirsten Jensen and 
Helen McArthur
Harry Jim and Sandy Bonia
John F. Johnson and 

Lorna Kennedy-Johnson
John and Anne Jones
M. G. Jones
Alexandra Jonsson
Gerda Kaegi
Dagmar Kanzler and David Ross
Joan and Jay Kaufman
David and Alanne Kee
Dixie Kee
Gretchen Kemsies
Claire Kennedy and Andrew Frei
Lisa Kennedy-Munsterman and

Rodney Munsterman
Susan Kiil
Arden King
Dr. Stanislav Kirschbaum
Robert Knapper
M. June Knudsen
Joseph and Mietje Koeng
Lionel Koffler
Pauline Kugler
Mary Susanne Lamont
Joanne Laplante and Holly Price
Rob Lapper
Maurice and Erna Latour
Joe and Gillian Lavery
In Memory of Marcia J. Lay
Christine LeDrew
Ruth Leeman
Barbara E. Lemmon
Siiri Lepp
Linda Logan
J. W. and Edith Lorimer
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Robert and Dawn Loucks
Kenneth and Mary Lund
Jock MacDonald
Ken and Mary Maiden
Marnie J. Mancini
Monique Martin
Nancy and John Martin
P. Mateas
Kenneth and Taflyn Maynard
Mary Mazur and Joseph Biernacki
Eugene and Ginette McCallen
Peter and Jane McFarlane
Maura and Margaret McGroarty
Jim and Judy McHugh
James and Joan McKinney
Ian and Anne McLachlin
Peter and Virginia McLaughlin
Stephen McNeill and Giovanna Asaro
John McQuaker and Beverley Slopen
Matthew and Moira McQueen
David Medland
Catherine Mitchell
Wil Moens
Attila Molnar
Sue Morris
Murray D. Morton
Elizabeth and Frank Muia
Joseph M. Mulder and Richard Malo
Jeff and Janet Mullin
Zev Nadel and Toby Harrison
Neville and Kowsillia Nandlall
Pearl Ng
Antony and Gail Nield
Willy and Giselle Nuebling
Keith and Marjorie O’Brien
Wendy O’Brien and Barry Flatman
Tim and Karen Osmond
Michael and Adele Ostfield
Viviane Ourgant
Dale Paas
Christopher Palin and 

Susan Middleton
Vienna Paolantonio and 

Alesandra Pozzuoli
Gary and Kathy Parkinson
Stefanos and Zoe Patmanidis
Penny Pattinson
Malcolm and Frances Peake
Patti Pelletier and Rick Hackett
Jarmila Pencikova and Josef Kursky
John and Maire Percy
Don and Sheila Pether
Shonda Pierce and Michael Patridge
John and Sue Pitfield
Jillian Pivnick
C. Pletch
Leo A. Prendergast and Lynn Belfry
Debbie Purisic
Nancy Ralph and Closten Ball
Robert and Celia Rasmussen
Garry Revesz and 

Ingrid Hamburger

Mr. and Mrs. J.R. Reynolds
Ronald and Sigrid Rhodes
Sheila Rhodes
Roy Alastair and Patricia Rickard
Bruce Roberts
Jack Robertson
Richard Robinson and 

Pauline McKitty-Robinson
Ian Robson and David Gilmore
Brian and Beatrice Ross
Jacqueline and Mark Rother
Arthur and Marilyn Rothman
Elaine Rowe and Daniel Kirby
Arthur and Janet Rubinoff
Jan Ruby
Francine Ruggles
Michelle Samson-Doel and 

Stan Doel
Michael and Karen Sanders
Norman and Mary Satterfield
Julie Schatz and Lynn McCarty
Peter and Gundy Schloen
Lilianne and Aby Schneider
Deborah Schulte 

and David Schenck
Marianne and Tim Scott
Peter and Heather Scott
Diana Scoville and Brian Donnelly
Flora Seul-Jacklein and 

Julia Jacklein
Robert Shaw
Tina Siemens
In Memory of Heather Sifton
Gaye Sihin and Jessica Wilson
Dr. Nicola Simmons
Sheena and Martin Simons
Kimberlee Simpson and 

Dale Robinson
Cheryl Smith
William Snow and 

Dorothy Krouskie
Carmen and Thomas Socknat
Stephen Sommer and 

Deborah Sommer-Wallenberg
Carol Stanley
Richard and Barbara Stephens
Daniel E. Stevens
John and Linda Stevenson
Rolly and M. Stroeter
Joy R. Takahashi
Margot Taylor
Joseph and Frances Telch
Seymour Temkin
Thomas Teo and Angela Febbraro
Ulrich Tepass and Dorothea Godt
Barbara J. Thompson
Ann Tottenham
Olga and Jan van de Ven
Romie Villanueva
Wendy Wacko
Stephen and Lorna Waddell
Jim and Sue Waddington

Karen and Robert Waile
Peggy Wallace
Mary Rose and John Ward
Grant Wedge and Robert Crouch
G. Earle and Sonia Wight
Paul and Charlene Wildridge
Ann Wilkinson
Fiona Wilson
Joan Winearls and Barbara Kalthoff
David Wold
Michael Wolfish and Helene Bick
Douglas Worsley and Carole Doane
Ms. E. G. Worth
Pierre and Linda Yeremian
Joyce and Fred Zemans
Linda Zernask and Joe Cebek
Liora Zimmerman
Karel and Vicki Zlata

ArT DONOrS
Toni Ann Chowne and 

Stewart Sheppard 
Mimi Fullerton
Karine Giboulo
Pat James
Estate of Kathleen Ann 

Blayney MacNab
Bill Vazan

IN-KIND DONOrS
Marilyn and Brent Kelman

MOONLIGHT GALA 2015 

PrESENTING SPONSOrS
Deloitte
Hatch

SPONSOrS
Air Canada
American Standard/DXV
Cityzen Developments
Crowe Soberman LLP
Herzig Eye Institute
Kleinburg Crown Estates
Merit Travel
Nashville Developments Inc.
RBC
TD Bank Financial Group

COrPOrATE PATrONS
Canadian Shield Capital
CIBC
Ernst & Young
Grant Thornton LLP
John Paul & Co.
Jones Collombin
Kearns Edgewater 

Financial Services
Kiani Foundation
Iain MacInnes/

RBC Dominion Securities

Norton Rose Fulbright
Pimco
PowerStream
Timbercreek Asset Management

TABLE PATrONS
Archigraph Developments
Dentons
Heritage Hills Developments
Maverick PR
Paradise Banquet Hall
Stateview Homes

MEDIA PArTNErS
CP24
The Globe and Mail
Jazz.FM91

IN-KIND SUPPOrTErS
Alpine Graphics
Aura by Cashew & Clive
cubeworks
Daniel et Daniel
Dimitriadis Design Build
Dolcetti on the Hill
Dolcini by Joseph
Encore Food with Elegance
Faema
Goldrich Print Pak
Iceberg Vodka
Impact DC
Key Gordon
Lindt
Maverick PR
Ninutik
On The Move Catering 
Presidential Gourmet Fine Catering
Seventh Heaven Hospitality Group
Sheridan Nurseries
South St. Burger/New York Fries
Via Allegro Ristorante

A SENSUOUS ADVENTUrE IN THE 
COMPANY OF MATISSE

PrESENTING SPONSOr
Guardian Capital Group

TABLE PATrONS
Joan (Event Co-Chair) 

and Martin Goldfarb
Linda G. Rodeck (Event Co-Chair)

and Arron Barberian
Richard and Nancy Self

IN-KIND SUPPOrTErS
Chef Bob Bermann
Joan and Martin Goldfarb
Halpern Enterprises
Stephen Ranger
The Sultan’s Tent
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Where Canada’s 
art lives
you can help preserve and build 
the McMichael collection

The McMichael Canadian Art Collection is where the 
important story of Canadian art is told, through a world-
class permanent collection. 

Every work in the collection today is the result of private 
philanthropy, and the McMichael continues to look to 
passionate donors to help grow and maintain the high 
quality of the collection by giving for the acquisition and 
conservation of art.
 
Your donation will not only support the care and research of 
the collection, but also help acquire new works that expand 
the breadth of the art being held in trust for all Canadians to 
experience and enjoy, now and for generations to come.

If your passion is Canadian art, please contact  
Linda Clemow for a confidential discussion about giving 
options.  You can reach Linda at 905.893.1121 ext. 2217 (toll 
free at 1.888.213.1121) or lclemow@mcmichael.com.

Mary Pratt, Split Grilse, 1979, Gift of IcI canada Inc., McMichael canadian Art collection, 1995.19.44; J.E.H. Macdonald, algoma 
Waterfall, 1920, Gift of colonel R.S. Mclaughlin, McMichael canadian Art collection, 1968.7.2; william kurelek, Hauling Sheaves 
to the Threshing Machine, 1961, Gift of IcI canada Inc., McMichael canadian Art collection, 1995.19.29

10365 Islington Avenue
Kleinburg, ON
905.893.1121 · 1.888.213.1121 
mcmichael.com



GalleRy Shop
Where art and nature 
enthusiasts find the 
best gifts of Canadian 
art and nature.

Shop in-person  
or online at mcmichael.com  
or call 1.888.213.1121 ext. 2237

for more information, contact: 

Geoff Simpson & loris Ortolan
Autumn Art Sale co-chairs
artsale2015@mcmichaelvolunteers.com

This fundraiser, organized by the McMichael Volunteer 
Committee, showcases 50 artists and sculptors chosen by the 
Committee from almost 200 applicants. 

Come and meet these established and emerging Canadian 
artists and sculptors, purchase original works of art, and 
support the ongoing work of the volunteers at the McMichael. 

2015 Autumn Art Sale

GAlA OPENING 

Friday, October 23, 6 – 10 PM

Complimentary Hors D’oeuvres, 
parking and admission, Cash Bar

SAlE cONTINuES 

Saturday & Sunday,  
October 24 & 25, 10 AM - 5 PM

SHOw PREVIEw AVAIlABlE AT 

AutumnArtSale.ca



cO R P O R ATE PATRO N S

E VENT SP O N SO R S

H O N O R ARy PATRO N S

PR E SENTIN G SP O N SO R S

Jeanne Beker, c.M. Hon. Maurizio Bevilacqua karen Goldenberg, c.M. Roberta Jamieson, c.M. catherine Nugent

charles Pachter, O.c.  felice Sabatino cherry Tabb

MOONLIGHTGALA@McMICHAEL.COM
905.893.1121 ExT. 2710
#MOONLIGHTGALA

Iain MacInnes

M EdIA Su PP O RTER SM EdIA PARTN ER S

THANK YOU 
The fourth annual Moonlight Gala was an  

unforgettable evening under the starlit sky! 

we are grateful to our sponsors, donors, supporters, guests,  
and volunteers for making this event a spectacular success.  

This year’s gala raised more than $225,000 to help keep  
the McMichael an extraordinary place to visit. 

See you under the moonlight next year.

Please visit moonlightgala.mcmichael.com to see event photos and 
to view a list of our very generous sponsors and donors.

IN - k IN d dO N O R S

MOONLIGHTGALA2015



A McMichael Special Exhibition 
October 3, 2015, to January 31, 2016

This House 
Was Made for 
Christmas

A.J. casson (1898–1992),
christmas card design for  
Mr. and Mrs. c.A.G. 
Matthews, 1927,
screen print, printed by 
Sampson-Matthews,
14.4 x 13.2 cm,
Private collection


