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ABSTRACT

THE SCULPTORS' SOCIETY OF CANADA:
The First Fifty Years
928 - 1978

Joyce Millar

The history of the 5cu1ptprs' Society of Canada reflects
the evolution of sculpture in 20th-century Canadian art.
Founded in 1928, its first fifty years were dedicated to
promoting sculpture, fostering professional stanciards,
sponsoring exhibitions, supporting its members and advancing
the art of Canadian sculpture both internationally and at
home. This thesis documents the history of the Society from
1928 to 1978 through an examination of its role and its
significance in the history of Canadian art. It will conclude
with the 50th anniversary celebrations, the Society ceasing to

play a prominent role in Canadian sculpture after that date.

iii

ERPRNARS I L

[FREVIET- PR

TS N R | e



ACKNOWLEDGEMENTS

The research and writing of this thesis on the Sculptors'
Society of Canada would not have been possible without the
help and co-operation of a number of people. Although the
list is lengthy, I would like to publicly acknowledge their

assistance.

For his support, extensive advice and "incorrigible"
editing of my lengthy text, I am most grateful to my thesis
advisor Dr. Brian Foss, Concordia University. With enduring
patience he has, time and again, made me strive for clarity of
thought and accuracy of fact. To my readers, Professor Lise
Lamarche, Université de Montréal, and Dr. Jean Bélisle,
Concordia University, my sincere thanks for their guidance and

diligent perusal of this thesis.

The documentation for this thesis has been culled from
the extensive material in the SSC files at the National
Archives of Canada (Ottawa) and from archival sources at the
Art Gallery of Ontario; the Naticnal Gallery of Canada; the
Archives of Ontario; London Regional Art Gallery; the Musée de
Beaux-Arts, Montreal; Queen's University Archives; the
Lawrence Hayward Collection of Slides and Documentation on
Canadian Sculpture at the Queen's University Art & Slide
Library; Hart House Archives, University of Toront.; Art

Gallery of Hamilton; and The Robert McLaughlin Gallery,

iv



Oshawa. To the directors, curators and researchers in each of

these venues, I owe a vote of thanks for their persoral
assistance, and their prompt and friendly responses to my

telephone calls and letters.

1 would especially like to thank Michael Williams at the
National Gallery Slide Library, who patiently retrieved files
and documentation on numerous occasions, and to Mrs. Anne
MacDermaid, former Archivist at Queen's University for her

assistance in certain areas of my research.

Perhaps the most rewarding aspect of this endeavour has
been the honour and pleasure of meeting, interviewing and
seeing the work of several members of the Society, past and
present: Aileen Cowan, E.B. Cox, Frances Gage, Elizabeth
Bradford Holbrook, Cleeve and Jean Horne, Dora de Pedery Hunt,
Anne Kahane, Eleanor Milne, Rebecca Sisler and Yves Trudeau.
All have welcomed me into their homes and studios and
unhesitatingly shared their memories of the SSC with me.
Their reminiscences have given me a personalized view into the
events and activities of the SSC that could not possibly have
come from reading the countless motions in the Minute Books of

the Society. To each, a very warm and sincere thank you.

My special thanks to Elizabeth Holbrook for her
continuing interest in the development of this thesis, and for

her candid comments, warm friendship and hospitality. As a



senior member of the SSC, she exemplifies the dedication and
the ideals of the founders of the Society and continues to

support and encourage its efforts.

Time and distance also necessitated that a number of
interviews be conducted by correspondence. To those sculptors
who responded to my appeal for information and documentation
on the SSC, I would also like to extend my appreciation.
Special thanks to: Andrew Boszin; Anne Mayhew (daughter of
sculptor Elza Mayhew); Peggy Imredy (wife of sculptor Elek
Imredy); David Marshall for clarifying information on the
Northwest Institute of Sculpture and B.C. sculptors; and
Ursula Hanes, from France, for her delightful accounting of

events of the sixties.

My sincere thanks are also extended: to Qennefer
Browne, daughter of Elizabeth Wyn Wood and Emanuel Hahn for
allowing me access to the Wyn Wood/Hahn Papers; to Barbara
Barclay, friend and confidant of Orson Wheeler; and to Carolyn
Robinson who provided me with a copy of her thesis on Dora
Wechsler and shared her experier ces with me. I would also
like to acknowledge the kindnesses of Barbara Graham, daughter
of Alvin Hilts, who, despite the recent loss of her father,
generously showed me his sculpture and loaned me his extensive

files on the Society.

vi




This list would not be complete without mentioning the
assistance of Karen Stoskopf Harding, Toronto, the current SSC
archivist, who not only provided me with research space in her
home, but fed me and poured through countless documents on my
behalf. Her friendship and cheerful assistance has been

greatly appreciated.

The extensive research required for this thesis has
merely scratched the surface with regard to Canadian
sculpture. It remains, in fact, a "work in progress" for
there are still many sources to uncover, many events to
document, and much material to be compiled. It is with this
in mind that I wish to acknowledge the exhaustive research and
documentation on Canadian sculpture amassed by Lawrence
Hayward. While his area of concentration, late 19th-céntury
Canadian sculpture, doces not focus on the activities of the
Sculptors' Society, his knowledge of the sculptors, their
work, and the period prior to the founding of the Society has
been invaluable. I wish to thank him for sharing his

experiences and information with me.

My "return”"” to academia, and more specifically, the
completion of this thesis, would not have been possible
without the encouragement and understanding of my family whose
lives were put on hold until "Mum finishes her thesis." Thank

you for your support.

vii




This thesis is dedicated
to my sons
Darek, Douglas, Jeffrey and Gregory
with

my deepest appreciation and love.

viii




LIST OF FIGURES.

KEY TO ABBREVIATIONS....¢c...

TABLE OF CONTENTS

€8 ¢ 8 9 0 2 20 9 2 80 O TSSO O SN LES O ST PPN S 0o

INTRODUCTION...'Q........‘..'..'l"

CHAPTER 1: THE FOUNDATIONS: .t ceereencnesscnssassccs
The Historical Status of Sculpture

Notes:.....

CHAPTER 2: FORM AND CONTENT:..ece..
The First Decade

CHAPTER 3: ESTABLISHING AN IDENTITY: ...eevconecenss
From the 1930s to Mid-century

Notes:..ecoe.

* o @ 8 0 009 0

CmTER 4: FROM SILVER TO GOLD:..O..I.OII..".'.CQQ
1960s and 1970s

The 1950s,
Epilogque...

Notes:..ceooee

BIBLIOGRAPHY:.....
Archival Sources...

® e o 2000 00

Books and Catalogues....ccoese
Newspapers and Periodicals....

Appendix I:

Appendix V:

ILLUSTRATIONS....

0o o 00 00 % @ & o

® 9 6 ¢ 8 E P S S 4SO G C O S OB O 0SSOSO 0

€9 0 @ ¢85 00 0 ¢ 00 90 S B 0 S 00 e e

ChYyonology.ccevereeecececencenannse
Appendix II: Sculpture Exnibitions Pre-1928...
Appendix III: SSC Letters Patent..............
Appendix IV: SSC Constitution & By-laws.......
SSC Exhibition Form....ceeeoeceeee
Appendix VI: SSC Price Chart....ccceveseeceoans
Appendix VII: SSC Client Contract...... ceeaeen
Appendix VIII: SSC Memrership List............
Appendix IX: SSC Membership Survey........c...

s e o0 s

ix

® ®© 6 0 0850 08 0 80000 0

xi

29
37
60
68
99
109

147
148

159
160
162
171

189
190
211
212
215
218
219
220
222
228

229



Fiqg.

Fig.

Fig.

Fiqg.

Fig.

Fig.

Fig.

Fig.

1.

4'

5.

LIST OF FIGURES

Sculptors's Society of Canada Exhibition......

National Gallery of Canada, 1929

Photo: National Gallery of Canada, Ottawa

Sculptors' Society of Canada Exhibition.......

Art Gallery of Toronto, 1932
Photo: Estate of Alvin Hilts

Sculptors' Society of Canada Exhibition.......

Art Gallery of Toronto, 1932
Photo: Estate of Alvin Hilts

Sculpture inthe Trees....ccceceveeecrscacscaoes
Sculptors' Society of Canada Exhibition

Adjacent to Laing Gallery, Toronto, 1950

Photo: Estate of Alvin Hilts

Sculpture in the TreeS....ccceeceeeceececoccoesee
Sculptors' Society of Canada Exhibition

Adjacent to Laing Gallery, Toronto, 1950

Photo: Estate of Alvin Hilts

¢ Sculpture in the Trees...vccceeveceocroncscans
Sculptors' Society of Canada Exhibition

Adjacent to Laing Gallery, Toronto, 1950

Photo: Estate of Alvin Hilts

SCUIQture '78.-.-'|cno'0.n-'.-000'ooo-

SSC 50th Anniversary Exhibition
Centre cultural canadien, Paris,
Photo: SSC Archives, Toronto

1978

* s ¢ s 0 s 0 0

SCulgture '7800..0-0..0.'..0..0-.-oo-oooo-l.co

SSC 50th Anniversary Exhibition
Centre cultural canadien, Paris,
Photo: SSC Archives, Toronto

1978

Page

230

231

232

233

234

235

236

237



AGT
AGO
AO
ASQ
CacC
CAR
FCa
MMFA
NAC
NGC
NSS
osa
RCA
RAIC
SSC

VAO

KEY TO ABBREVIATIONS

Art Association of Montreal

Art Gallery of Toronto (1920~1966)
Art Gallery of Ontario

Archives of Ontario

Association des Sculpteur de Québec
Canadian Arts Council

Canadian Artists' Representative
Federation of Canadian Artists
Montreal Museum of Fine Arts
National Archives of Canada
National Gallery of Canada

National Sculpture Society, U.S.A.
ontario Society of Artists

Royal Canadian Academy

Royal Architectural Institute of Canada
Sculptors' Society of Canada

Visual Arts Ontario

xi



INTRODUCTION

The impetus to document the history of the Sculptors'
Society of Canada stemmed from a sense of frustration at the
lack of printed material on Canadian sculpture, especially
from the first half of the 20th-century. While several books
and exhibition catalogues record the evolution of American
sculpture, there are no comparable texts on Canadian

sculpture.

The first fifty years of the history of the Sculptors'
Society of Canada - an association dedicated to the promotion
of sculpture - reflects the evolution of that art form in
20th-century Canadian art. This thesis examines the
development of the Society over five decades (1928 to 1978)
through the reconstruction of the events and issues that

shaped its history.

This historical analysis begins with a brief discussion
of the status of sculpture at the turn of the century - the
foundations from which the notion of an association for
sculptors developed. The rise of nationalism following the
First World War, and with it the demand for public monuments,
played an important role for sculpture. But it was not the
sole impetus behind the formation of the Society. A growing

awareness of the acceptance of sculpture as an art form in



Europe and America, and the success of the National Sculpture

Society in the United States, combined with the sense of
displacement that sculptors felt within the existing art
societies and in the face of an indifferent public, prowvided
the necessary additional stimulus to seek an independent road.
The need was clearly defined. The Sculptors' Society of

Canada was formed to meet that need.

During its first decade, the Sculptors' Society not only
defined 1its structure but c¢larified its position within
Canadian art. Framed by the years of the Great Depression and
the start of the Second World War, the emphasis of the SSC as
documented in my second chapter, "Form and Content", was two-
fold: to establish exhibitions to promote sculpture, and to

deal with issues regarding its production.

By the end of the War, as Chapter Three demonstrates, the
Society had firmly established its identity. The 1940s was
thus a period of maturation. The results of earlier efforts
on the part of the sculptors, along with social and economic
prosperity, meant that, by mid-century, sculpture and the
Sculptors' Society of Canada were viable entities. 1In fact,
during this period, the Scciety and Canadian sculpture were

almost synonymous.

The decades of the 1950s, 1960s and 1970s, from the 25th

Jubilee Exhibition in 1953 to the 1978 exhibition celebrating



fifty years as a Society, was a time of transition and
challenge. The final chapter of this thesis, in addition to
documenting Society events during this period, also records
the sociological changes that altered the Society's role in

Canadian sculpture.

One approaches this task of recounting the history of the
SSC with considerable trepidation, for to produce an outline
of this vast period - one so full of complexities and
converging forces that it almost defies comprehension - is to
risk an oversimplification of issues and a generalization of
concerns. In addition, there is the dilemma that, in the
recounting  of specific details and events (which are in
themselves noteworthy), one obscures the vision. For example,
to state that the Society, from the beginning, was a
homogeneous collective, with a unity- - of purpose and
unconditional support, would be erroneous. Clearly, omissions
are inevitable for it is impossible to give full justice to
every aspect of the SSC's gamut of operations and activities.
In this regard it is unfortunate that documentation of the
individual contributions of the members of the Society to
Canadian sculpture is beyond the scope of this thesis. It is
worth noting, however, that my research has revealed that the
notion that Canadian sculpture was retardataire and that its
sculptors were slow to embrace modernist trends, is largely

unfounded.



"The present and the past are explained by the reciprocal

light they shed."! Hopefully, this preliminary investigation
of the issues and events surrounding the formation and
evolution of the Sculptors' Society of Canada will serve as a
basis for a re-discovery of the past and stimulate further

research into Canadian sculpture from this period.

1 Fernand Braudel, "Hlstoire et sciences sociales:
la longue durée," Annales E. S as quoted in France Gascon,

Historie en Quatre Temps (Montreal Musée d'Art Contemporain,
1978).



CHAPTER 1

THE FOUNDATIONS:
The Historical Status of Sculpture

Within fifty years of Confederation Canada had grown from
an outpost of the British Empire to a nation. Its development
had entailed not only economic and political independence, but
also improved education and the fostering of a national
identity. The promotion of art and culture was one way of
manifesting this sense of nationalism. Altl.ough the vision of
Canada as seen through the eyes of the painters of the Royal
Canadian Academy and the Ontario Society of Artists did much
to establish the nation's pride, sculpture, too, play'ed an

important role from the beginning.

Sculpture's function in establishing our nation's
identity is clearly stated in the literature of the late
nineteenth century. In one of the two essays on Canadian art
in canada: An Encyclopaedia of the Country, published in 1898,
W.A. Sherwood claims that the "fine arts could be most
effectually used to develop a strong patriotic national
pride,"! and notes how bronze replicas of Canadian heroes
evoke a sense of patriotism. In the second essay, Hamilton

MacCarchy takes this notion even further, stating: "Statues



are ever present reminders to youth of the glory of the past

and the potential greatness of the future."?

In 1887 George Ross, Ontario Minister of Education and
later Premier, commissioned a series of plaster portrait busts
of "distingquished Canadians" to complement a group of busts
representing classical and European historical figures that
had been brought to Canada by Egerton Ryerson for the
Educational Museum established at the o0ld Toronto Normal
School.? While the imported historical "fakes" (plaster-cast
copies of famous sculptures) were essential tools in Ryerson's
philosophy of a mass education that made culture and the arts
an integral part of the process of education, the contemporary
portrait busts served a more specific purpose. They helped to
foster a sense of national identity within the populéce by
providing images of eminent Canadians. By 1905, 78 plaster
busts of notable citizens, educators, and political figures
had been produced, primarily by four cCanadian sculptors:
Mildred Peel (1856~1920; sister of painter Paul Peel and later
the third wife of George Ross), Walter Allward (1876-1955),
Hamilton MacCarthy (1846-1939), and Frederick A.T. Dunbar

(1849-1921) .4

A similar situation occurred in Quebec beginning in the
1880s, coinciding with a period of increased feelings of
nationalism on the part of French Canadians. While

biographical studies of the founders and religious heroes of

6



New France became popular sources of pride and patriotism, it
was the monuments and statues of these historical figures that
denoted this epoch as a "mouvement commemoratif."S The most
ambitious project was for the decorations, proposed by
architect Eugéne-Etienne TAché (1836~-1912), for the facade of
the Legislaitive Building in Quebec City. Here statues by
Alfred Laliberté (1878-1953), Elzéar Soucy (1876-1970),
Louis-Philippe Hébert (1850-1917), J-Arthur Vincent (1852-
1903) and Marc-Aurdle Suzor-Cdté (1869-1937) created what
Denis Martin in Portraijits des Héros de la Nouvelle-France has
called "un Panthéon naticnal...un Panthéon consacré i la
mémoire des hommes illustres de notre histoire."$ The
importance of this "cult of herces" to French-Canadian society
is clearly illustrated by the following statistics: in 1898,
25,000 people attended the inauguration of Paul Chévre's
monument to Champlain (Terrasse Dufferin, Québec); in 1908,
100,000 attended the unveiling of Louis-Philippe Hébert's
Laval Monument (Place du Bureau de Poste, Québec); and 30,000
people were present to honour the hero Dollard Des Ormeaux
(Parc Lafontaine, Montréal) when the monumeat by sculptor

Alfred Laliberté was unveiled in 1920.7

While these statues of French-~Canadian heroes stirred
the imagination, fuelling Québecois patriotism, and while
Ross's gallery of sculpted portraits no doubt helped boost the
image of notable Canadians, it was the hundreds of monuments

erected after the First World War that provided proof of



Canada's nationhood and seemed to echo Sir Wilfrid Laurier's
call that the twentieth century belonged to Canada. While
many memorials erected thus far had been imported, mass-
produced statuary, there was a growing demand in the immediate
post-war period for public monuments designed and sculpted in
Canada.® In 1919, for example, the Ontario Advisory
Committee on War Memorials was formed in an attempt to offer
suggestions for those communities interested in erecting some
type of memorial. Unfortunately, it was dissolved in 1922,
its rather ineffectual role accented by thé fact that no

sculptors were included in its membership.®

The public sculpture erected to commemorate the Great War
was the most visible form of art accessible to the general
public (practically every town had a war memorial), and élayed
a significant role in the history of Canadian sculpture.
Unfortunately, however, commissions too often suffered
difficulties that adversely affected the quality of the final
monuments. For example, the new-found sense of nationhood and
the industrial and economic growth following the War demanded
a form of public sculpture that would convey the ideologies of
patriotism and civic success as well as commemorate the fallen
heroes. The makers of the monuments, or more importantly
their patrons, found that conventional traditions of
representation inspired by classical and Renaissar~e forms,
often with allegorical themes, best expressed these civic

ideals. As Michele Bogart, an American art historian,



commented in the 1989 publication Public Sculpture and the

ivic eal i ew_Yo it 0= : "...The cultivated
blandness of these works was necessary for them ¢to
succeed."® By the time of the inaugural ceremonies and
unveiling of the monument, the sculptor had often been
forgotten, and was merely a name noted in passing in the
newspaper coverage of the event.ll Making the same point,
Robert Shipley notes in To Mark Our Place, A History of
Canadian War Memoxrjals: "The art of the monument is not the

art of innovation."i2

The function to society of monuments
goes beyond their aesthetic value. certainly from a
sociological point of view, what they "reflect about those who
commissioned them is more important than the status of the

memorials as objects of art."!3

A related factor that adversely affected the quality of
First World War memorials was the fact that the production and
placement of monuments often became the focus of broader
social and political issues, as in the case of the Winnipeg
War Memorial.l? The first model chosen (1920) was later
deemed inappropriate because the sculptor, Emanuel Hahn (1881-
1957), had been born in Germany. The winning entry in the
second competition, held in 1927, was also discarded when it
was discovered to be by Hahn's wife, the Canadian-born
sculptor Elizabeth Wyn Wocd (1903-1966). Clearly prejudices
were more important considerations than was quality of design.

"From the time of Michelangelo," Wyn Wood has noted,



"committees have thwarted the sculptor."!S Similarly, while
the Ontarioc Advisory Committee on War Memorials attempted to
offer advice to those commissioning monuments, nothing was
done to prevent local interest groups or biases, rather than
artistic merit, from determining the basis of selection. No
wonder sculpture's critical reputation suffered early in the
twentieth century, at the very time when more commemorative
sculptures than ever were being erected. The need for
established norms and guidelines protecting not only the

sculptor, but also those commissioning the work, was apparent.

The federal government, however, adopted an attitude of
non-involvement in setting norms for local mcnuments. Whether
or not this stemmed from not wanting to dictate a formula to
deal with such an emotional and delicate issue, the la;ck of
specific guidelines did not prevent the development of a
definite Canadian character in these memorials - evidence of
"the emergence of a clear and strong Canadian expression."16
As Shipley has noted, certain patterns and symbols prevailed
throughout Canada, promoted not by government propaganda but
by individual canadians.?!’ A cumulative image of
resurrection and criumph distinguishes Canadian monuments from
their European "memento mori" counterparts.® Rather than
focusing on the glory of war or the anguish of death, works by
Hamilton MacCarthy, Henri Hébert, Emanuel Hahn, Alfred Howell
(1889-1978) and others, although still based on traditional

forms and historical precedents, were infused with an element

10



of hope - a celebration of human life. Among the best
examples of this particular Canadian expression are Elizabeth
Wyn Wood's 1934 Welland War Memorjal and Florence Wyle's
tribute to Edith Cavell (1919)!° situated on the grounds of
Toronto General Hospital. The Edith cCavell Memorial,
symbolizing the ideals of the nursing profession, is rendered
in sensitive detail and originality of design. In Wyn Wood's
We War Memorial, the elements of war, while clearly
identified, are eclipsed by the two figures - Man the
Defender, Woman the Giver - that convey the themes of
sacrifice and service that are the basis of a strong nation.
As Natalie Luckyj has commented: "Wood engages the private
emotions of the spectator in the public expression of
collective grief and establishes a new standard for monumental
sculpture."??® canadian memorials honoured the past but.spoke

of the future.

The criteria for national monuments in Ottawa, under the
federal government's Historic Sites and Monuments Commission,
were, on the other hand, more clearly defined than were those
for local memorials, and often involved considerably detailed

specifications.?!

Competition for these memorials, as for
the less prestigious ones, was fierce. The results were, in
the case of memorials such as Walter Allward's Vimy Memorial
(1920-1936) commemorating the lives of those Canadians lost in
the Battle of Vimy Ridge in France in 1917, a source of great

national pride.?? The unveiling of the monument in 1936 made

11



newspaper headlines throughout the country and drew the

following tribute in the 1937 ou o) the _Rova
itu ada:

Grandeur of conception, flawless
construction, perfect proportions,
gracious lines and glorious sculpture
combine in a creation which nations
will admire and which will thrill
Canadians with ?ride in the generations
that are to be.?3

Beneath the soaring twin towers of white limestone, a majestic

cloaked figure symbolizing Canada stands amid human forms

depicting Peace, Truth, Justice and Sorrow. "Even now," as an
article in the October/November 1991 Canadian Geographic

noted, "it looks modern."24

Sculpture, in the form of monuments, thus became a
widespread visible presence in Canada in the early years of
nationhood. The individual sculptor, however, did not fare as
well. While commissions were numerous, and prdvided an
excellent source of income,25 the number of sculptors,
architects and commercial stonecutters competing was very
high.26 Seldom were there fewer than three, and often more
than thirty, applications for each commission. Although the
process of competition was, perhaps, the most democratic means
of selection, the artist often incurred a great deal of
expense in preparing maquettes for the jury without any
guarantee of winning or of receiving any financial
compensation. It is interesting to note that the National
Sculpture Society in the United States discouraged open

12
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competition primarily for this reason, along with the other
important fact thgt the artistic qualities of a sculpture were
not always supported by the dictates of the public "tastes" of
layman juries.?? Added to this was the high cost of
production. The lack of casting foundries?® and qualified
stonemasons?? in Canada meant that the sculptor's plaster
model had to be sent to New York or Europe for final
realization, all at the artist's expense. The meagre monetary
rewards, and the physical difficulties of being a sculptor
meant that, as sculptor Rebecca Sisler (b. 1932) has noted:
"Only those with a most determined calling ventured into the
field."3% 1In fact, at the turn of the century sculptors were
so straitened that the RCA waived their fees "in the view of
the small encouragement given in Canada to sculptors" and for
several years during the Depression, the fee was reduéed to
half ‘the usual amount.3! Never one to admit defeat with
regard to the desperate state of sculpture in Canada, Florence
Wyle (1881-1968), in her undated, unpublished monograph on the
"Occupation of a Sculptor", mused: "The profession is more or
less a blind alley occupation. It is impossible to procure

earnings."32

Canadian sculptors were not alone in their struggle for
survival and recognition. American sculptors had faced
similar situations in the early nineteenth century. Just as
war memorials evoked a sense of nationalism for Canadians

after the First World War, major bublic sculpture had been a

13



svmbol of American prosperity and pride from the earliest days
of the Republic. However, it was the period between the end
of the Civil War and the end of World War I that marked the
great age of American public sculpture.33 Although
European-trained sculptors had years of tradition, established
workshops and academies behind them, the United States quickly
began producing home-grown talent that could respond to what
historian Katherine Solender called the "national fervour for
pubiic sculpture."3® At the Art Institute of Chicago, for
example, sculptor Lorado Taft, with his female assistants
(known as Taft's "White Rabbits"), taught a large number of

American sculptors in the beaux-arts tradition.

By the turn of the century, the American public's
interest in sculpture had enthusiastically grown from monument
sculpture to also include small-scale work for the home and
garden. The popularity of garden and fountain statuary not
only helped to increase the status of sculpture, but provided
it with a higher profile as an art form. Women sculptors like
Malvina Hoffman (1887-1966), Gloria Vanderbilt Whitney
© (1876-1942), Janet Scudder (1873-1940), and Anna Hyatt
. Huntington (1876-1973) were among those who led the field in
"domestiq" sculpture. As Katherine Solender remarked in her

1986 exhibition catalogue The American Way in Sculpture:

The National Sculpture Society encouraged
its female members to concentrate on this
kind of work...and daid not encourage them

as monument-makers. The assumption was that
men and women should ogerate in separate
professional spheres.?
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American women sculptors, however, continued to gain
professional confidence, exhibiting widely and winning
commissions alongside their male counterparts. By 1925, 20%
of members of the National Sculpture Society were women.36
Interestingly, this phenomenon of women sculptors finds a
parallel in the history of the Sculptors' Society of Canada,
where the demand for large-scale public works "served to
introduce women sculptors as a dominant presence in Canadian
art."37 This is exemplified by the work of not only Frances
Loring (1887-1968), Florence Wyle and Elizabeth Wyn Wood but
also of Jacobine Jones (1898-1975), Elizabeth Bradford

Holbrook (b.1913), Dora Wechsler (1897-1952) and others.

The struggle in Europe and the United States to attain a
higher profile for sculpture was not entirely lost in Caﬁadian
cultural circles. Beginning in the second decade of the
twentieth century both the National Gallery and the Art
Gallery of Toronto occasionally brought in travelling
exhibitions of contemporary European and American sculpture,
as did the Art Association of Montreal (Appendix II). ‘In
1926, the newly-expanded galleries of the Art Gallery of
Toronto included a sculpture court that could properly
accommodate sculpture exhibitions.38 An important
exhibition, Selected Group of European Modern Sculpture, that
included works by Ivan Mestrovic (1883-1962), Jacob Epstein
(1880~-1959), Aristide Maillol (1861-1944), and Carl Milles

(1875-1955) among others, was held there in 1927. Purchases
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of several modern sculptures for the permanent collections of
these public institutions3® indicated that, if not a major
concern, at least sculpture was a consideration. Even
Canadian sculptors were included, especially thanks to
National Gallery of Canada Director Eric Brown and his
nationalistic acquisition and exhibition policies.4? For
instance, in 1918 the War Memorials Fund committee, through
Brown, commissioned Frances Loring and Florence Wyle to create
several small bronze figures for the Canadian War Records,
depicting women's contribution to the war effort.4! The
resulting fourteen statuettes not only served to further the
artists' reputations but also brought them some badly needed

income.

Thus, by the second decade of the twentieth céntury
sculptors in Canada were aware of the increased visibility of
sculpture in the country's cultu.-l institutions as well as in
its public monuments. In addition (and as had happened
earlier in the United States), a shift was also beginning to
occur in favour of smaller works that could be placed in the
home or positioned co enhance the outdoor gardens of private
estates. The time was ripe for Canadian sculptors to assert
their independence and vo attempt to better their situation,
in part by moving away from what hitherto had been the
dominance, in Canadian sculpture, of monumental and memorial

statuary.4?
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Aside from the growing public visibility of their medium,
sculptors were also provoked into action in response to
critical and social attitudes towards sculpture. These
perspectives were often based on the fact that sculpture's
traditional functions have historically often placed it in the
realm of craft rather than giving it intrinsic status as an
art form. Added to this was the mistaken notion (changing, by
this time, with the growth in popularity of small-scale
pieces) that monuments and architectural enhancement are all
that the medium had to offer. In addition, early writers on
Canadian art, like Newton MacTavish, William Colgate, M.O.
Hammond, and C. Graham McInnes43 provided only chronological
surveys and factual documentation on public monuments, with
little stylistic or structural analysis that would provide the
viewer with an understanding of the medium, the artist, ér the
climate in which the work was produced. As well, reviewers
often had limited experience and competence in dealing with
three~dimensional art. Until the second half of the century,
most sculpture reviews in newspapers were written by staff
reporters. While several noted art critics like Robert Ayre,
Donald Buchanan, Paul Duval and Pearl McCarthy championed the
cause of sculpture, their reviews often lacked any substantial

analysis that would make the unique vocabulary of sculpture

more accessible to the general public. In fact, as Maria
Tippett notes in, Making Culture: English-Canadian

Institutions and the Arts before the Massevy Commission,

critics were "reluctant - and, for that matter, perhaps not
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able - to apply critical analytical tools to the works."44

As a result, without any critical support, the symbolism and
didactic allusions in. sculptural imagery on monuments or
memorials were lost on succeeding generations and the
sculptor's vocabulary and craft was increasingly
misunderstood.4s Even when the emphasis shifted from
monuments and architectural decoration to small-scale works,
there seems to have been a resistance on the part of the

cultural community to help the public bridge the gap.

This lack of critical assessment fostered a notion of
mediocrity or lack of quality in Canadian sculpture and, with
it, a degree of indifference that did not keep pace with the
growing interest in sculpture on the part of governments and
cultural ins.itutions. No wonder sculpture suffered- from
public apathy (C:Chlgatsa)“’5 and was called the "Cinderella of

the Arts" (Hammond) A7

Also gquilty of fostering an attitude of apathy and
negléct toward sculpture were the existing art association..
For over fifty years, from 1880 to 1936, the Royal Canadian
Academy's constitution restricted the number of academician
sculptors to five out of a total of forty members. Although
by 1928 the total number of sculptors, including associate
members, had swelled to twelve, this small number - when
compared to the number of painter members - minimized the

chance of sculptors exerting any influence within the Academy
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on matters concerning them.%® while subsequent decades saw
a2 meagre increase in their ranks (1930~-40 added 3; 1941-1950
added 7; 1951-1960 added 5) it was not until 1964 that the
restrictive quotas were lifted and 61 new sculptor members
joined the RCA. Added to this limited membership was the
restraining rule that precluded members from exhibiting the
same piece twice.%? wWhile this was not a significant problem
for a painter, a sculptor's production was often limited both
by resources and by the length of time required to complete a
piece. The demand for new work for exhibition each year was
sometimes impossible to meet. At the same time, because of so
few outlets for exhibition, the sculptor was placed at a
disadvantage if, because of a lack of newly completed work,

he/she was force to miss an exhibition.

The sculptors, however, seem to have been more vocal in
their attempts to increase their visibility within the Ontario
Society of Artists than in the RCA. Unfortunately, their
efforts had little effect.’? As a result, during the first
decades of the century sculpture consistently received a low
priority in RCA and OSA exhibitions. The contemporary idea
that "sculpture is something you back into when you step back
to view a painting" was never a concern at these annual art
shows. Instead, sculpture was discreetly kept out of the way,
stuck into corners or relegated to the hallways. Even when

sculptors were part of the committee to set up an exhibition,
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sculpfure did not occupy prime space. The focus was on

paintings.

By the late 1920s the frustrations encountered by
Canadian sculptors with regard to public indifference and,
more importantly, to the feelings of displacement within art
associations (especially the Ontario Society of Artists) led
four Ontario sculptors - Frances Loring, Florence Wyle,
Emanuel Hahn and Elizabeth Wyn Wood -~ to explore the
possibility of forming an independent organization. A
professional association for sculptors would not only take
their needs and interests seriously but it could actively
strive to encourage and promote three~dimensional art in
Canada. Canadian sculptors were not unique in feeling
ineffectual. One of the main reasons for the formation in
1893 of the National Sculpture Society (NSS) in the United
States had been a similar dissatisfaction with the treatment
of sculpture in exhibitions.31 In fact, the NSS was
something of a model for Loring, Wyle, Hahn and Wyn Wood.
Both Loring and Wyle had studied in Chicago under Lorado Taft
and his associate Charles Mulligan (1866-1916), and had
brought their teachers' "romanticized version of the old
neo-classical precepts"3? with them to Toronto in 1910.
Thus, although Loring had spent almost five years in Europe,
she and Wyle were products of the American system which had
been greatly influenced by the National Sculpture Society.

The objectives of the NSS, "to foster,...encourage... [and]
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promote sculpture...[and] to improve the quality of the
sculptor's art",53 were to be echoed by the Sculptors'

Society of Canada (SSC) over thirty years later.

However, unlike the NSS, which had established itself as
a professional body Jjust as public sculpture had begun to
flourish in the United States, the SSC's founding in late 1928
came at the end of the "age of monuments". As Robert Shipley
has noted, over 66% of the 1200 documented monuments in Canada
were built in the period immediately following the First World
War.3® Although the members of the NSS were, like those of
the SSC, often constrained by their patrons' demands and by
popular opinion, their influence on American sculpture was
quickly established and remained strong for several decades.
Ironically, by the late 1920s and early 1930s modern trehds in
American sculpture had by-passed the "academic" influence and
the NSS's authority had been greatly diminished.5® This was
just at the time when Canadian sculptors were trying to
establish their professional status and their influence on

Canadian art.

Thus, thirty-five years after the founding of the NSS,
and convinced that in order to survive artists must join
forces,5® Loring made several inquiries to the federal
government's Department of the Secretary of State regarding
group incorporation.3’ In the early Fall of 1928,%% no

doubt armed with a copy of Chapter 27 of the Act Respecting
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Companies (1927) ,39 she and Emanuel Hahn travelled from
Toronto to Montreal to meet with Quebec sculptor Henri Hébert
(1884-1950) .50 The Ontario delegation was proposing the
formation of a national association for sculptors and Hébert
was the necessary link between the Ontario sculptors and their
Quebec peers. It is safe to assume that the purpose of that
meeting in Hébert's studio was known to him beforehand. 5!
In any case, it marked the founding of the Sculptors' So ‘ety

of Canada.

The original 1928 application for the SSC charter and the
Letters Patent (Appendix III) do not, however, list Henri
Hébert.%2 Instead, in addition to Hahn, Wyn Wood, Loring and
Wyle, it includes the name of Alfred Howell, one of Canada's
leading war memorial sculptors.S3 As Howell's subséquent
move to Cleveland, Ohio in 1929 removed him from active
participation in the Society, his contribution to its

formation has, unfortunately, been obscured.

Although Hébert's name does not appear on *the formal
papers, his status as a founder has not been disputed by art
historians, for he was an integral part of the Society from
the beginning. The inclusion of Quebec sculptors was vital
for the promotion of the image of a successful "national"
association. Certainly the addition of noted sculptors such
as Alfred Laliberté and Suzor-Cété to the SSC membership

provided the Society with a certain amount of prestige and
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professional status. However, although Laliberté and
Suzor-C8té both took part in the inaugural exhibition in 1928
and are listed as directors on the SSC Annual Reports of 1933
to 1935, it is doubtful that they were actually involved in
any meetings or administrative activities. Suzor-cdté, in
ill-health, had, by 1929, moved to Florida anc}, while Hébert
and Laliberté exhibited together, according to Laliberté's
biographer oOdette Legendre, they had 1little in common.%$
Hébert was part of the group associated with Le Nigog, a
literary/arts review publication, and he and Laliberté were of

decidedly different temperaments and aesthetic views.S3

It has often been stated that, given the major deterrents
and obstacles that sculptors in Canada faced in the early
decades of the twentieth century, it is a wonder tha;t any
survived. The same may be said of the newly-formed Society.
The four major instigators - Loring, Wyle, Hahn and Wyn Wood -
had widely contrasting views as to its purpose, and their
tenacious personalities undoubtedly led to lively discussions.
(Loring and Hahn were almost constant sparring ,t,:oartners,66
with Hahn's wife, Elizabeth Wyn Wood, often caught in the
middle. More than once, according to friends, Florence Wyle
had to step in to mediate.)%’ For example, Loring did not
encounter unanimous support for her view that the Society's

purpose was largely educational and that, although exhibitions

were important, acceptance of sculpture would only come with
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the development of an informed public. (This was consistent

with the aims of the NSS with which Loring was familiar.)

Yet, with an audacity and determination that placed the
interests of sculpture above individual egos, this vital group
burst upon the art scene with the inaugural exhibition of the
Sculptors' Society of Canada at the Art Gallery of Toronto in
October 1928, just weeks after Jjoining ranks. In marked
contrast to their treatment of sculpture in reviews of the OSA
and RCA exhibitions, the Toronto newspapers gave extensive
coverage to the event, with headlines like "Canadian Sculptors
Strike Sure Note"®® and "Contemporary Canadian Sculpture:
Extensive and Varied Display at Tc. ' ~co Art Gallery."S% Not
ali the sculpture was by Society members, for from the
beginning the SSC exhibitious were open to all sculptor.s. As
later records indicate, the SSC exhibitions were always juried
and therefore it is reasonable to believe that the works for
this first show were also selected by some type of jury
process. In any case, the showing was impressive. Canadian
sculpture had finally been rescued from the corners and taken

out of the corridors; it had declared its independence.

Three separate areas of the Art Gallery of Toronto, the
East, West and Cox galleries, were entirely filled with "a
dazzling collection"’® of 170 sculptures in wood, plaster,
bronze and marble. Nine sculptors were represented: Lionel

Fosbery (1879-1956), Emanuel Hahn, Henri Hé&bert, Alfred
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Howell, Alfred Laliberté, Frances Loring, Marc-Auréle
Suzor-Cdté, Florence Wyle and Elizabeth Wyn Wood. Most of the
sculptures had been produced over the preceding decade, and,
while some had been shown in RCA, OSA and Art Association of
Montreal exhibitions, the impact of such a large display of
sculpture was bound to make an impression. Florence Wyle was
the most prolific, exhibiting 53 works, while Frances Loring
presented over 30. Although some models for large monuments
were included, the collection was primarily decorative

sculpture - "...figures that would adorn any good home."’?

The result, according the "H.C." [Hector Charlesworth] of
Saturday Night, was a "range of subject and variety of
styles... [that] shows how ardently our artists in this field

are striving to take sculpture cut of the conventional rut to

which this art, more than all others, is prone."72 Augustus
Bridle of the Toronto Star noted that the work struck "...a

balance between progressiveness and traditional reserve,
without flamboyant radicalism."’3 Wyn Wood's experiments
with form. and material, such as Cedars (1928; private
collection) in tin, her plaster relief Passing Rain (1928;
purchased by the National Gallery of Canada in 1930)7% and
Hahn's stylized bird-like form Flight (1926; Canadian Aviation
Museum, Winnipeg) showed that the Canadian sculptors were

aware of modernist trends.
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In fact, the concept of modernity, although slow in
manifesting itself in public commissions and monuments, was
explored by a number of sculptors. For instance, Henri
Hébert's 1932 marble relief To the Stars, for the central
stone of the monument to Count Jacques de Lesseps (1885-1927;
a famous French aviator reported missing in 1927), has been
declared to elicit "a decorative organization in the purest
tradition of Art Deco."’S In Ontario, although Emanuel
Hahn's reputation centred around his teaching and his more
utilitarian monuments, Bertram Brooker, writing in 1929,
emphasized Hahn's interest in more imaginative works as
manifested in his non-representational piece Flight.’®
Certainly Elizabeth Wyn Wood was committed to modernism and
was well aware of the works of sculptors like Mestrovic and
Brancusi. Her rhythmic, "abstract" landscapes, ref]:ect a
modernist's sensibility and are "...an innovation in

sculpture...both conceptually and technically."77

The first exhibition of the SSC at the National Gallery of
Canada (Fig. 1.), in February 1929, in conjunction with the
annual exhibition of Canadian art, brought further acclaim.
While not quite as large as the earlier exhibition in terms of
the number of works, the showing was just as imposing. The
National Gallery even purchased one work from the exhibition:
Derelicts (c.1928) by Frances Loring.’® Added to the 1list
of artists represented in the 1928 Art Gallery of Toronto

exhibition were several other sculptors: Anna Christopher
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et g T

(active 1926-29), Charles Fainwell, Alice Nolin (active 1921-
35) , Mme. Montigny-Giguére (b.1878; active 1916-1946), Cyrille
Peloquin, and Elzéar Soucy, all of whom had exhibited
sculpture in the early 1920s at the Spring Exhibitions at the
Art Association of Montreal.’® The June 1929 review in La
revue populaire® provided a photographic sampling of some
of the works on display - busts by Henri Hébert, Emanuel Hahn
and Elizabeth Wyn Wood, as well as Wyn Wood's Manp and Woman
(1926; private collection) and Loring's Mother and child (date

and present location unknown).

A third "inaugural”™ exhibition by the Society opened at
the Art Association of Montreal in April 1929.%! Again the
number of works and the participating sculptors differed from
those for the earlier shows, due most probably to thé high
cost of transportation and the rather fragile condition of
plaster works. Not surprisingly, the Quebec sculptors were
well-represented in the Montreal show. Henri Hébert displayed
numerous whimsical bronze figures, while Hahn, in his review
of Canadian sculpture for the 1929 Yearbook of the Arts in
Canada, claimed Alfred Laliberté's work was "romantic in

conception and delicate in modelling."82

These three exhibitions of the Sculptors' Society of
Canada offered the Canadian public the best examples of
contemporary sculpture by some of the most active and

prominent practitioners of three-dimensional art in Canada at
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that time. Clearly Canadian sculpture, and the Sculptors'

Society of Cauuu., had arrived. But the Society's mission had

just begqun.
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CHAPTER 2

FORM AND CONTENT:

The first decade

"We may confidently look forward to a great growth in
public interest in sculpture in Canada as a result of your
plans for the Society. Sculpture will no longer be the
Cindereilla."! These words from Harry McCurry, Director of
the National Gallery of Canada, clearly reflected the
enthusiasm and optimism that greeted the formation of the
Sculptors' Society of Canada. Indeed, as this chapter
reveals, once the formal constitutional details were
established, the early years of the Society focuséd on
specific social and artistic issues of concern to the
sculptor. At last, sculptors had an organization that was
specifically oriented to their needs. As the SSC actively
promoted its objectives, however, it did not neglect its role
in the wider sphere of cultural and social affairs. This,
too, occupied the sculptors' energies during the first decade
of the Society. Although the Society was small in numbers (a
total of eight members in 1937 and by the mid-forties only

fourteen members), its vision for sculpture was never limited.

Frances Lloring's extrovert nature, coupled with a

steadfast integrity and dedication to the cause of sculpture,

37



made her the undisputed force behind the new association.
Yet, although her initial requests for incorporation and the
unofficial activities of the Society began in 1928, final
steps for a formal charter draggéd on into the early 1930s.
From December 1930 until August 1932 Loring corresponded with
W.P. O'Meara and his associates at the Department of Secretary
of State, requesting specific information on constitutional
procedures such as the election of officers and the

appointment of auditors.?2

The biggest problem seems to have been the cost of
obtaining the charter. Through some misunderstanding, it was
initially understood that the total fee for establishing the
Society would be $15. Instead, organizers were assessed a fee
of $100, certainly far beyond the means of this dedicatéd and
determined group. Loring protested. She made the appeal that
the SSC be deemed a charitable organization, declaring that
the stated objectives of the Society and its educational value
to Canada should exempt it from this exorbitant fee. "Should
it be necessary to pay this fee," Loring claimed in a January
23, 1932 letter, "we will find ourselves forced to withdraw
our application for charter."3® But this was to no avail.
The application for charitable status was denied; the $100 fee
remained.* The next letter, dated February 8, 1932 to the
Under-Secretary of State, must have been most difficult for

Frances Loring to write. She had no choice but to request
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that the application for a federal charter establishing the

Sculptors' Society of Canada be withdrawn.

However, somehow O'Meara was able to waive some of the
$100 cost® for, in her August 20, 1932 letter to him, Loring
notes, "We are very grateful that you have found a means of
our getting a charter without so great an outlet of money."6
Finally, on August 27, 1932, the Sculptors' Society of Canada
became a legal entity, its Constitution and By-laws (Appendix
IV) signed by Frances Loring, Florence Wyle, Elizabeth Wyn
Wood and Emanuel Hahn, and duly stamped with the SSC seal.
Charles Barker, of 24 Adelaide Street, Toronto, witnessed the
signatures.’” By mid-September 1932, the Letters Patent
incorporating the Sculptors'! Society of Canada had finally
arrived. The purpose and objectives of the Society, as stated
in the document, were:

a) To promote closer co-operation amongst
the sculptors of Canada and the
encouragement, improvement and cultivation
of the Art of Sculpture;

b) To hold exhibitions in the principal
cities of Canada and elsewhere;

¢c) To act in an advisory capacitg for the
erection of public memorials.

The Constitution clearly established the group's
professional status. Membership was strictly limited to
practising professional sculptors residing in canada.? New
members had to be proposed by two SSC sculptors and were

elected by secret ballot at the Annual Meeting. This type of

jurying for membership became a recurring point of dissent
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within the Society over the years. The most obvious problems
arose when voting was done solely on the basis of photographs
of works rather than on actual viewing; as well, there was the
danger that membership might tend to be restricted largely to
those sculptors who were known to other members. In contrast
to the National Sculpture Society in the United States which
included associate and non-sculptor members,lo the SSC did
not admit associate members until the 1970s although there
were three honourary members named in the 1960s and 1970s.%?
Indeed, over the years, the whole question of membership has
created regional problems, taken on political overtones, and
brought into focus the fine 1line between amateurs and

professionals.

The Officers of the SSC consisted of a Presidént, a
Secretary/Treasurer, a Provincial Representative and a council
of three other members. The President was elected for a two-
year term while the other officers were elected annually. All
members had equal voting privileges for electing officers and
new members, and a two-thirds majority was needed in each
case. Five members constituted a quorum for the election of
officers, while other meetings required only three members to

be present.12

With their legal status'finally assured and with full
confidence in their new organization, the sculptors took one

last step to complete their independence. In a letter dated
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February 8, 1933, Loring, Wyle, Hahn and Wyn Wood officially
tendered their resignations from the Ontario Society of
Artists. Their joint letter stated:

This move is prompted by no ill will...
realizing, however, that our contribution
and our needs are different from the
majority... we consider that our energies
should be devoted more spec1f1cally to
the furtherance of sculpture.!

The OSA regretfully accepted and in a special motion in the
Minutes of April 4, 1933 stated that

the Society [OSA] also regrets that
during the past years, sufficient justice
has not been possible to be given to
sculpture, on account of inadequate
facilities for its exhibition.®*

No doubt the resignations amounted to more than Jjust a
symbolic move; they were necessary to emphasize and enhance
the independent status of the newly incorporated sculptural
body, the ssc.13 In fact, it was by now becoming
incfeasingly important for artists to establish themselves on
a professional level, thus creating lobby groups, cultivating
patrons and developing inrcads into the realm of national

16

culture. In a letter written to Harry McCurry prior to the

announcement of their resignation from the 0SA, Elizabeth Wyn
Wood stated:

We have had it in our minds for some
years, and we feel the time has come
when it is utterly foolish for us to
be mixed up in a society to which we
can contribute nothing, and which is
of no value to us. We do not think any
society with both painters and sculptors
can function with ease, and in the best
interests of both crafts. The needs are
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entirely different.l’?

Although no formal Minutes have surfaced prior to 1943
(with the exception of a handwritten copy of the President's
Report prepared by Elizabeth Wyn Wood for the two-year period
1937-1938), the activities and events of the SSC's first ten
years can be reconstructed with a certain degree of accuracy
from various pieces of correspondence in the National Gallery,
as well as from newspaper reviews and SSC archival files on
specific exhibitions.!® Certainly formal meetings were held
periodically, especially when an important issue arose or when
exhibition details needed sorting out. And, certainly some
type of written record of the SSC meetings must have been kept
for, as Dora de Pedery Hunt and Elizabeth Holbrook attest,
Elizabeth Wyn Wood was always insistent on following proper
"parliamentary" procedure with regard to motions, etc.1?
However, it 1is more 1likely that most SSC meetings were
impromptu affairs - part of the informal Saturday night
get-togethers at the Loring/Wyle studio on Glenrose Avenue in
Toronto.20 w"The girls", as they were affectionately known,
held a regular Saturday "soirée," with a diverse collection of
artists, writers and musicians in attendance. Their studio,
dubbed "a national home for sculptors,"21 formed a centre of
Toronto's cultural life until well into the 1950s. Here, amid
the carvings, plaster busts and monumental statues, 1lively
discussions took place on art, politics and the social issues

of the day.
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Despite the gaps in the SSC records and the frequent
disputes with the Ontario and federal governments over the
late filing of annual reports and submission of fees,?? the
Society maintained an active, formal association during the
1930s and 1940s. One indicator of this is the fact that the
Society had printed 1letterheads for correspondence and
detailed exhibition forms (Appendix V) that were mailed out

regularly to both member and non-member sculptors.

However, the SSC's early years also coincided with severe
economic times which meant that earning a 1living took
precedence over monthly meetings and the filling out of annual
reports. As Loring noted in her Marchh 18, 1939 letter
officially welcoming Jacobine Jones into the SSC, "...We have
been sort of dead this year, all of us being too busy to have
meetings.“23 Indeed, while each of the founding members
unselfishly gave time and effort to the Society, the economic
difficulties of the Great Depression and the lack of patrons
and government commissions left the members struggling for
survival. Even the ar{nual membership fee of $10.00, set in
1928, was too much for most, and in 1931 it was reduced to
$5.00. Although it was not re-established at $10.00 until
1951, the limited financial resources of sculptors meant that
members  often owed several years' of back  dues.
Unfortunately, this, and a lack of funding from government:
agencies, especially by mid-century, also restricted the SSC's

sponsorship of larger exhibitions, thus eventually disabling
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them from gaining greater natiodnal and international exposure.

For all these reasons, administrative duties were secondary,
and the SSC's energies were directed towards exhibitions that

would, it was hoped, create interest and generate income.

Frances Loring, perhaps the most dynamic member of the
group, was the logical choice for President. It was Emanuel
Hahn, however, who became the first President of the Society
and who is listed in that position on the first Annual Report
in 1933. Loring was, according to her own testimony,
relegated to the job of Secretary because she had a typewriter
and spoke French.?* However, it is also worth noting that
women at that time were still not as likely as their male
counterparts to be considered as sefious artists - especially
in the traditionally maie field of sculpture. If the status
and legitimacy of the Society was to be reinforced by male
leadership, then Loring's commitment to the success of the SSC
may well have been one reason why she did not become its first
President. As Loring's biographer Rebecca Sisler explained,
Loring always looked at the larger picture, what was best for
the whole Society.?5 When Loring finally took over the
Presidency in 1344, Harry McCurry, Director of the National
Gallery wrote: "I had an impression all along that you were

the president anyway!"26

One of the first problems that Emanuel Hahn had to

address, as President, was the lack of work for sculptors.
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Unquestionably, the first decades of the twentieth century
were difficult ones for Canadian sculptors. Few teaching jobs
were available, as sculpture was not part of the public school
curriculum. Those who were fortunate enough to secure jobs in
the nation's art schools tended to hang onto them for years,
grateful for some steady income in such a precarious
profession. Hahn was Director of Sculpture at the Ontario
College of Art from 1922 to 1951,27 and when Elizabeth Wyn
Wood applied for a twice-a-week teaching position at Toronto's
Central Technical School a special meeting of the Board of
Education was convened. At that time, it was against the
rules to hire "married women whose husbands are able to earn
a 1iving"2?8 - evidence of (among other things) the fact that
the economy was unable to offer Jjobs to more than half the
adult workforce. Wyn Wood got the job when it was proveﬁ that
she was "particularly qualified for the position" and when it
was also noted that the only other two people (Loring and
Wyle) "who could handle it would not be available."??
Jacobine Jones followed Hahn at the OCA as Director of the
School of Sculpture when he retired, but, by that time, Jones
found that the demands of teaching took too much away from her
own work. Other members of the SSC taught at the Hamilton Art
School (William Oosterhoff (b.1895) and Don Stewart (1912-
c.1977)), and at the Ecole des Beaux-Arts in Montreal (Sylvia
Daoust) and Quebec City (Marius Plamondon (1914-1976) and
Clement Paré (b.1918)), whilé€ others, like Loring and Wyle,

gave lessons in their studio. Although teaching often meant
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a disruptinn in their own work, it was, according to sculptor
Sophia Huugerford (b.1907; one of Loring/Wyle's students),

“unhappily a financial necessity."3°

Teaching was not the only field in which jobs could be
difficult to find. After the initial boom in commissions for
war memorials, government-sponsored projects diminished. And,
unfortunately while the early SSC exhibitions helped increase
sculpture's profile, sales were almost non-existent.3?! By
the early thirties, the growing financial hardship resulting
from the Great Depression was taking its toll. Budget cuts
to the National Gallery and other institutions like the Art
Gallery of Toronto meant even less money for purchases. Most
frequently sculptors were forced to resort to creating work

"on specl' . 32

The situation in Quebec, where historically Church and
government sponsorship had been so supportive of artists, also
deteriorated. With the loss of Church patronage, the
francophone artist, as Frangois-Marc Gagnon noted in 1976, was
"plunged into an unprecedented isolation."3?  While the
English-speaking artists had at least some support from
colleagues, galleries, museums, and associations, Quebec had
no network of dealers as such. Marcel Fournier, in Les
generations d'artistes, has concurred, noting:

Le support que les arts visuels regoivent
des milieux francophones québecois est,
il faut le reconnaitre, faible....Du cdété

anglophone, la situation est fort
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différente.34

The Canadian arts community, however, was relatively
small, and sculptors enjoyed a friendly and supportive
relationship with National Gallery Director Eric Brown.
Although plagued by his own financial restraints on the
Gallery, Brown continually tried to find ways of keeping
Canada's sculptors from starving. In 1933 Henri Hébert,
- hitherto never one to lack commissions, wrote to Eric Brown:
I am asking you if it would not be possible
to help me a little:...I am now in financial
straits and am wondering if the time were

not ripe to help me out in purchasing for
example, one of the bas-reliefs that adorn

the Lafontaine Monument.... I sincerely hope
that my request will not offend you and you

may rest assured that our relations _will not

be hampered if nothing can be done.33
Letters like this became commonplace. Unfortunately, Brown
had little hope to offer and was forced to give the same reply
to all:

Needless to say, the National Gallery

would like to help everyone in similar

circumstances but it is restricted as

much or more as private people...[but]

if anything can be done I am sure they

will want to do it.3

Certainly the National Gallery's Director was sympathetic

to the special difficulties that sculptors encountered.
Whenever possible the Gallery assisted with costs of
transportation to its exhibitions. It also generously cffered

pedestals for displaying sculpture on an on~geing loan/rental

basis to the SSC. Similarly, when Henri Hébert was invited by
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the National Sculpture Society to participate in the Sculpture
Qf Freedom outdoor exhibition at the Rockfeller Centre, New
York in 1942, he wrote Brown requesting to borrow one of his
busts (Jongers), and a 1914 statuette, both owned by the
Gallery. Brown obligingly replied: "...we shall be happy to

pack and insure both pieces at our expense."37

It is, therefore, not surprising that, when the simmering
controversy over the National Gallery's exhibition and
purchasing policies by a faction of disgruntled RCA members
finally reached its peak in 1932,3% the first rally of
support for Eric Brown came from the sculptors. Loring, Wyle
and Wyn Wood (along with Louise Comfort, wife of Charles
Comfort) took on the role of political activists in the affair
and, primarily as a result of their effort, the deﬁate -

simmering since the mid-1920s - was finally silenced.3°

As Charles Hill notes in Canadjan Painting in the

Thirties, after the Brown controversy the RCA and the 0SA
"ceased to play any progressive role in Canadian art."4® The
difficult employment situation (already discussed), was a
contributing factor to the growth of left-wing sympathies in
the 1930s. This contributed to the decline of thg RCA, and
the rise of importance of other groups that were more
concerned than the RCA with integrating artists into society.
These groups included such societies as the SSC as well as

cultural organizations committed to enriching urban and rural
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life. 1In fact, by 1935 critics were referring to the re-
emergence of artistic life after the Depression as the
"Canadian Renaissance,"41l ~The interest in integrating
artists more fully into society as a whole was reflected in
the SSC's purpose to educate people about sculpture thﬁs
creating a broader basis for three-dimensional art, as well as
trying to make it easier for artists to exhibit. Therefore
the SSC became a central player in the 1930s debate over the
artist's position vis-a-vis society. The Society's goal was
to ensure a future for its members, by changing both

government legislation and popular attitudes.

Indeed, political or social activism seemed a natural
extension of the goals of the SSC, perhaps because so many
times sculptors had felt the sting of injustice.' In
particular, the SSC helped to establish norms and precedents
that served the collective interests of the profession. The
Society's members, such as Wyn Wood and Loring, thus typified
the concern, amongst artists in the 1930s, regarding artists'
role in society. (The involvement of the SSC in the 1941
Kingston Conference and the subsequent formation of the
Federation of Canadian Artists and the Council of the Arts

will be discussed in the following chapter.)

In order to better the cause of sculpture and ameliorate
the plight of the sculptor, the SSC almost immediately after

its founding began its intervention into the tax and tariff
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regulations for works of art. As noted earlier, it was

because of the lack of foundries in Canada, that work had to
be sent to the United States or Europe for casting. Although
tariff item #348a of the Customs regulations provided for "the
duty free entry of works of art in bronze, cast from models
made in Canada and designed by sculptors domiciled
therein,"¥? sculptors had to request a letter from the
National Gallery attesting to each object's status as a work
of art, in order to avoid paying taxes when the finished work
re-entered the country. As each new work necessitated its own
letter, and as sculptors were notorious for making their
requests at the last minute, the whole process was a complex,

annoying and time-consuming task for all concerned.

Even marble works were not exempt. Instead thef fell
under item #307 - "Marble and granite and all manufactures of
marble or granite" - and therefore were subject to both an
import tax and a sales tax. Here the amounts varied depending
on whether it was a statue (taxed at 27 1/2 % ad valorem) or
as a "manufacture of marble" (not a statue, and therefore
taxed at 32 1/2 %). In addition to the Customs duty there was
also a 4% sales tax.4’ Even plaster casts to be used as
models for carving were subject to special stipulations.
Their export and re-importation duty free was dependent on the
provision that they had not been "advanced in value or
improved in condition by any process of manufacture or other

means" while out of the country.“ They, too, needed a
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validation certificate from either the National Gallery or the

Royal Canadian Academy to ease their passage.

In 1936, in an attempt to clarify the situation,
Elizabeth Wyn Wood, then President of the Society, wrote H.B.
McKinnon, Commissioner of Tariff (now the Department of
Finance) requesting a change in item #348a to read:

Sculpture in any material, cast or cut

from models prepared in Canada, and

designed by sculptors domiciled therein,

under regulations by the Minister of Customs

- Rate from all countries, FREE.%
Noting that this request was based on the assumption that the
government's intention was to "encourage the Art and Sculpture
in this country," Wyn Wocd concluded that due to a lack of

facilities in Canada the restriction "actually protects no

canadian industry but does hamper the artist."48

Shipping works to international exhibitions also involved
some creative manceuvring and an understanding of complex
customs regulations. Perhaps in an effort to simplify
matters, requests for exchange exhibitions, or for
representation in European shows, were directed through the
Department of External Affairs or (during the Second World
War) the Wartime Information Board (W.I.B.) and were then
passed on to the National Gallery.?’ Unfortunately, in at
least one case the notification came far too late for the

relevant works to be collected and sent off. As Wyn Wood
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noted, if the invitation had been made directly to the SSC,

the exhibition opportunity would not have been lost.%8

The problems with tariffs and customs regulations became
an ongoing issue desp