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L ?
This thesis is a study of the phllosophy,
initiatives andnpoliciés of Canadian é%rporations collecting
Tart from‘IBUO to the present. These generél aspects of
corporate art collecting in Canada will be examined in
Part I. 1In Part II, which is a suryey of sglected
cprporaée collections, as the most immediate manifestation

of this form of art patronaée,‘my aim is to present a clear

plcture of the evolution and development of corporate

'l ‘

art collecting in Canada.
Tﬂe criteria used in the selection of corporate
collections for this study were not based on a critical
evaluation. Montreal collections were most accessible,
both from the point of view of the art works theﬁselves~
and of the curators, advisors or others involved with the
collectlons. Other Canadian collectlons assembled by
professionals 1in the field were selected in the hope that
contact or correspondence with the experts 1ln question would
result in a significant analysis of the collection. The*
avaiiability of written material such as catalogues
assembled by public art galleries or by co}porations owning

the collections was also a consideration, as these suggested

a more elaborate program.
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" Primary sources conslist of informgtidn gathered

from personél 1qpérview§gand correspondence wfgh curaters.
of cofporate ar: collecéions, professionals in the fleld :
of visual .art, art deélers& and gorporate tai experts. '
Igﬂgntory 1ist§ Qf art works or artists were also‘zéqsulted
‘whenever possiblet although complete and accurate statistical
data including the acquisition dates ,and ofiginal cost of
individual works were often unavailable. This was due

elther to lost or incomplete documentation, or to the

fact thaévsomeocoiporatioﬁs consldered this information to

be confidential. Annual reports as well as intercompany
memos were also reviewed. ’ ' 0‘

Art and businéss perlodicals were frequently
consulted for this study,mbub in some cases the authors of
the articles had 1little experlence in the fleld, and as
a result the material was not always dependable. There
has been little critical evaluaéion of corporate art
collecting 1P Canada. The art community, presently grdteful
and appreciative toward the new patrons is offering 11ttie
criticism, and due to the relatively brief history of .

corporate collecting, art historians have not yet begun a

full analysis of the situation.
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Foreward

"The iove of arts and letgérs is often expressed
through active encouragement &nd assistance of artists
and writers by enlightened governments or ijfich_and
powerful‘individuals."l Such patronage has exertedd Q%

7 A\ sign;ficant 1nfipence on the development of artistic
. production in all periodé of history and in many cases it

has affected the attithde of soclety in general toward

k
the arts. .
. My

Varilous conditiohs -=- historical, cultural and
soclo-econontic -- have a bearing on art vatronage and "
| these factors often detgp@ine who will assume the.
> responsibility of supporting thﬁﬂgrts The private patron,

;,”»9‘ the Church, the Government, and the museum have all

. played an .important part at different periods and to

varying degrees throughout art's history.
" In Canada, due to the lack of private support,

vernment " has been tradiﬁion@lly the gpts' most active

patron. With the exception of such early Canadian

industyrialists and entrepeneurs as William Cornelius Van

Horne (1843- 1915), William Hugh Coverdale (1871 1949) and

Q
. James Sta 1ey MacLean (1876-1967) and later Charles Shaw

Band (1885-1965), Vincent J. Massey (1887-1967), Samuel

2

: ' Jacob Zacks (1904-1970) and Robert McMichaels (1921- ),

who all made s\ibstantial contributions to the advancement




of the fine arts as collectors of Canadian works, and as
benefactors to Canadlan art.}nstitution§, the burden of
financial support has been assumed t& lié'ﬁith the various
levels of government. But ﬁore recently, the corporation
has emerged as a major contributog to the" support of
the arts.

'Corporate' art patronage in Canada, not perhaps
as 1t 1s recognized toaay) but in its earliest form, dates
back to the mid-nineteenth century. It was the wealthy
industrialists, the founders and presldents of large
companies, banks, professional firms, publishing houses
and newspapers who supported Canadian artisté, and who were
among the first collectors of Canadian paint;nés.3 Most of
thesé acquisitions, however, were private art purchases,
having l1ittle to do with the business establishments of\the
collectors. With the possible.exception of "béardroom"
portralts, the 1dea of having art 1n.the office was
inconcelvable at pheAtime.

When Montreal became the center of art activity in
Canada during the 1880's, it was the wealthy and increasiﬁgly
sophlsticated businessmen on founded the Art Association of
Montreal. In the following years (1890-1930), the AAM
recelved gifts and loans from other affluent figures
including Donald Smith, William Van Horne and Frederick
Cleveland Morgan. Presildent of the famlily-owned department
store and a descendent of a famlly of traders, Morgan was

responsible for phe Art Association becoming the first
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. public museum of Fine Arts in panéﬁa.u As the financlal

center of Canada, ¥eontreal in % late 1880's and early -

o -
¢ 1890's \
—-.Was qig dy developing 1its own cosmopolitain
atmosphe y serving as an international

market place ... In this clty were concentrated
, » ‘the Canadian contemporaries of America's Empire
- Builders ... 1t was not surprising that the

pattern of benevolence which brought -into beilng
the many major art galleries and museums in the
United States wquld be somewhat refleégad
"within the next half century in Montreal.

" |
Generally speaking, however, a colonial attitude

had prevailed in Canada and collections of Canadian art

H

wereé few. Absentee landlords of the late 18th and early
19th centuriles had apparently felt no responsibility to

make contributions.for the develophent of a native culture
and any obJ:;ts of historic scientific‘or aesthetlc value
were exported. Outside of Montreal and Quebec city, there
were few collectors of native arts and crafts, Canadlana,
or important paintings and sculptures. R.H. Hubbard reveals

in The Development of Painting in Canada that there appeared

to be more paintings by Krieghoff in England than there
were 1n Canada.6 -

While the very first art gollections were private
-undertakings, towarfds the mid-nineteenth céntury business
as such took 1ts first step towards support of the fine arts
in Canada. Initially, corporations commissioned art for
the purpose of advertising, and afterward the works became
the establishment's proverty. During the late 1840's the

Hudson's‘Bay Company, sponsored argist\Paul Kane

A~
A
’fv“‘
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"in nis travels across-tﬁat.company'g territory. In the
1880's ‘the Canadian Pacific Rallway grew to be Canada's
laﬂéesé and most'powerful privately-owred @orporation, é%d

appropriately Canada's ﬁirst true corporate patron. Its

support was extended not only to one artist but to many,
and 1t had considerable effect on the deveIopment of

Canadian art.

The early years of the twentieth century were for '

Canada an era of industrial expansion and development of

its natuf?l resources. There was an awafgness of a growing

national identity, and subsequently an interest in the
history and culture of the country. Several corporate art
collectdons emeréed from Epis period; including those of

Canada Steémship Lines, Confederation Life and thePRoyal

Bank of anada. As éttitudes changed, corporations madgh

outright’purchases of art wdrks which did not necessarily

serve to 1llustrate corporate interests. Such was Ehe

case with the Canada Packers Collection.

In l938§ thé Hudson's Bay Company employeg 4
professional curator to bringAtogEgher the‘arfifacts of

its collections which were described 1in 1922 as "reliésm

of the fur trade and pioneer life with Some Indian and

Eskimo maferial, ships models furs, a diorama, and model

forts."7 J | _

By the mid 1940's, Canadians were becoming

increasingly aware of the need to develop further the art

Ry
and culture of their country. 1945 saw the foundihg of
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r the Canad;af Arts Couﬁbi{zhor the CanadianlConference of
3he Arts and in 1947 the Canadian ﬁuseums Association was.
formed. By the late '40's, one finds the beginnings the
corporate involvement in several ciltural domains including
music and film. Imperial Oil, for example, sponsored the
¢lassic and award-winning film "The Loon's Necklace" in
1949, |

In 1949, the Rt. Hon. Louls Stephen Saint-Laurenp,

then érime Minister, appointéd a Royal Commission on-'National

Development in the Arts, Letters, and'Sciences. In its

1

517 page report, produced,two years later, the Massey
Commission stated:

that 1s deslrable that the Canadlan people
should know as much as possible about thelr
country, its hlstory and traditions: and about
their national 1life and common achievements;
that 1s in the national interest to give
envouragement to instiltutions which express
national feelings, promote common understanding
and add to the variety and righness of Canadian
life, rural as well as ur‘ban.8

Although corporate involvement 1n the arts was a
relatively new development in Canada. at that time, 1t was
acknowledged 1n the report:

One other very important fund of voluntary
contribution must be mentioned. There 1is

a certalin mistaken tendency to dismiss
disinterested projects of commercial i
companles as "Just advertising". It 1s most
fortunate for Canada that many companies are
not satisfied with "Just advertlising" but
have initiated well-planned and generous
schemes to maintain good public relations

by furthering the arts, the humanities

and the science-. Several companies

are glving support to Canadian painters
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‘and to the Canadian theatre;'texﬁile*and .
chemical firms have given encouragement to

~many young Canadian singers; g bank 1s @

publishing original Canadian shqrt stories,’ o
and a company 1n Western Canada maintains a

small but excellent museum “and publishes a
scholarly historical journal. The publication

of an'important work on Canadian history was

made possible by, another firm; and we know

of the generosity -of many Canadian companies °

in awarding scholarships amounting in value

each year to a very large -sum. It glves us | c .
pleasure to refer to these enlightened and -
public-spirited ventures.?9

‘e



)* thére was a ﬁrivate education program going on,

Chapter 1

~Intiatives for Collecting

f

The role of patronage in the modern era impliés
a sympathetic understanding of 4art as an independent entity

with its own inherent "value. Throughout history hoWever it

-

is difficult to separate -genuine love and appreciation for

art from a generosity which is often kindled by the desire

to assert power, socia} prestige and religlous convictions.lo

i

The 1950's sé; increased demand for sincere interest from

corporate patrons, interest motivated by concerns for art

" 1{tself and ﬁot for its use in publicity

The l950's and '60's also,saw the emergence of the

"ecity of Toronto as an important centre in Canada, financlally

as well as culturally, and for the purposes of this study,

this development was critical to attitudes towards art

patronage. ln the introduction to Toronto Palnting: 1953-
1965, Barrie/Hale writes,

of thad~community, certainly, 1s the individual
collector, and from the beginning of this perio
the publlic education carried out by the press
and CBC radio -- crucilally in the fifties by
Robert Fulford -- had its impact upon him;

too, 1n studios and then little galleries, as,
young artists brought young collectors along,

- breaking them in gently, as 1t were, to the ~
art of the day, so that gradually the pool
of knowledgeable patrons of contemporary
widened.1ll’

The 1960's represent a significant developmbnt\in



corporate art collecting 1in. general and in the number of
corporate collections in Toronto specifically. The budding
interest in Canada's history and culture was given further
impetus by the appointmént of a Commission expressly
designqd to develop national participation in the Centennial
Feétival.12 This, together with general growth in the
Canadian economy, contributed to the emergence of corporate
collections during this period. The Toronto Dominion Bank
Collection of Canadian Art, for example,'was begun in 1967,
colnciding with the building of thelr new head offices

in the T.D. Centre, Torohto’and‘the occasion of Canada's

centennial.‘lOther,colIections include those of Dofasco,

Norcen Energy Resources, MacMillan-Bloedel, Rothmans of

Pall Mall Canada, Royal Trust, Crown Life Insurance, and

Canadian Industries Limited, and Lavglin Inc. in Montreal.
In the late slxties, a need begun to be felt for
centralizing business involvement in the arts in Canada.
The idea of co-ordinated corpcrate patronage however, had
been first considered seriously in the United States: in
1965, in a report of the Rockefeller Brothers Fund, "The
Performing Arts, Problems and Prospects" and again in
1966 in a Twentieth Century Fund Study, "Performing Arts
and the Economic Dilemna." With these publications and the
creation of the National Endowment for the Arts in 1965,
came questions aboﬁt'the respective roles of government,

foundation and the corporation with regards to support of
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the arts, aqa the realization that the issue Qas a most
impdrﬁéﬁtioéé. The New York Board of Trade and later '
Esquire magazine, began to honour selected corporations for
thelr participation in the arts. These intiatives culminated
in 1967 in the'founding of the Business Committee for the
Arts.13

In Canada, several buslness leaders participatéd,
through informal discussions, in the deveiopment of\a
similar idea which culminated in June 1974 in a confereﬂce
sponsored by the Capada Council on corporate support of the '
arts. The meeting was attended by Chief executlve officers
from fifty of Canada' major c?rporatipns and by observers
from twenty othérsﬁ Later that month, Edmund C. Bovey,
Chairman and Chief Executive Officer of Northern & Central
Gas Corporation Limited, announced the formal establishment
of a Canadian Council f&r Business and the Arts in August
of that year.lu o

Mr. Bovey pointed‘out that,‘wﬁi}e‘the‘Cguncil was
not intended as a fund raising orgaﬁiéatidn,hit'would
undertake needed research on the financial requirements of
the arts ‘on a national basis. The most important aims of
the Council for Business and the Arts in Canada (CBAC), as
it came to be known, were to encourage business support
of the &%ts, to stimulate contact and communication between
the business and the arts sectors ofathe community, and to
15

respond to government initiative in the cultural sphere.

Presently, over one humdred and twenty corporations

A >
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are active in the CBAC, paylng membership fees of five,
hundred, one thousand, or two thousand dollars, cepending
on their income 1n ordér to communicate with one another

through the Council's independent research service.16 Other

CBAC activities include the publication and circulation of

a bi-monthly newsletter. The 1ssues are sponsored by

corporate members: Norcen, Alcan, Tré&ns Canada Pipeline,

and Sears, to name but a few. CBAC News features articles

and brief reports on corporate actlivity in cultural areas:

donations, underwriting of exhibitions and performances,

sponsorship of competitions, as well as news about corporate

art collections and art acquisitions. Although the CBAC ;/ﬁ\\

is primiarly concerned with Canadilan business involvement

in the arts, the cultural actlivitles of American corporations
are frequently reported. -

The expansion of corporate art collections during
the 1970's may be viewed in relation to two major factors.
The shift of head offices from Montreal to Toronto, 1in
many cases due to the political changes in Quebec 1in 1976,
was one such contributing factor. Works of art served a
specific decorative function in the new building. In the
case of Canadian Industries Limited, for example, thelr
relocation to North York provided the opportunity for
the development of an extensive collection expressly for‘
the new headquarters. Secondly, in Western Canada, the
incréased economi? development and activity in the late
1970's and early 1980's was directly responsible for

3

the proliferation of corporate art collectlons, such as
¥

Ay

?

{

A
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hgse of Shell Canada Resources, Petro-Canada, and Gulf,
among others. )
By 1979, 1in recognition of the part business had

been playing in supporting the arts, the Financial Post

collgborated with the Canadian Conference. of the Arts and
the CBAC to promote the first annual Financial Post
Awards for Business in the Arts. The object of the Awards
is both to encourage the corporate sector's participation
in the visual and performing arts in Canada and to recognilze
those corporations who are already actively involved.
There are three awards: one for a corporation which has
been "particularly innovative" in supporting the arts; a
second for a corporation which, "within 1ts own community,"
has been a lé¢ader in the support of the arts; and a third
for "sustained involvement" over a period of fears by a
corporation in any of the major categories of theatre, opera,
dance, ballet, music or the visual arts. In addition, there
Is provision for "honourable mentions." The nominations
for these awards are made by non-profit visual or performing
arts organizatlons, and winners are selected by an lIndependent
panel of judges. Panel members for the most recent
Financlal Post Awards have included corporate executives
and members of the artistic community. The award is a
sculpture by William McElcheran, well-known for his portr?it
bronzes of businessmen.

Thpough the period we have discussed, Government

has continued to be an active supporter of the arts. .
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Since 1964, the Canada Council, working in close cdoperation
with federal and provincial cultural agencles, has provided
funding ané grants for artiéﬁs and has initiated several
art programs across the country. Provincial and city
funding councils have developed projects to support local
artists and the Nat;onal Mﬁseums Corporation has also
contributed indirectly in these areas.

However, in the era of budget cutbacks, governﬁent
support of artilsts and art institutions has been unable
to keep pace with needs and operating costs. Canadian
corﬁorations have stepped in, spending large sums of money
not only on the acqulsition of Canadlan works of art
for their own collections but also on the exhibition of
these works at home and across the country. Recently;
cbrporations are also underwrting museum exhibitions of

international and Canadian art such as Gauguin to Moore

at the Art Gallery of Ontario in 1981, sponsored by Mobil

011 of Canada; and Morrice to Borduas: Painting in Montreal,

1900~1950, organized by the Edmonton Art Gallery extension
services in 1982 and sponsored by Shell Canada Resources.17
' While corporate 1nvolvement in the cultural sphere

has been affected by the unfavorable condition of the

Canadlan economy in the late 70's and early 80's, many

..corporatlons are now continuing their sponsorship of

performances and exhibltions and the development of their
corporate collections. A recent survey by the Councill for .

Business and the Arts in Canada showed that spending by 22

o
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corporations totalled $22.4 million in 1983-84, double the
$1.2 million spent by 21 corporations a year earlier. The
money was used for art collections,exhibitlions and |
commissions. !

P?esently, it appears that Montreal is regdaining
1ts positlion as a major economic center. 1In relation to
thg Canadian economic upturn during the last two yea}s,
new offlice complexes have been buillt and historically
important bullding reconstructed to house corporate offices
and financial institutions. Several new corporate collections
are now beling developed; most recently Alr Canada and
Alcan are particularly active 1n their art acquisition
programs.

There are a number of initiatives for corporate
art collecting in Canada, and generally speaking these relate
to both philosophical and practical factors. The first
group 1includes such notions as soclal responsibility and
public relations, prestige, or a strong personal commltment
on the part of a top level executive. The second includes
financial benefits relating to tax laws and investment or
the bullding of new corporate offices where art seﬂves a
specific decoratlve function. The notion that art collecting
corporations in Canada (as elsewhere) contribute to the
cditural development of thelr country or the community 1in
which they function, has become an important aspect‘of
cofporate collecting. Since the 1960's particularly,

involvement in the arts has come to be viewed as a most

I
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favourable activity and perhaps a 'fashionable' one as
well. As the corporation, being involved 1n finance, -
industry, and development, is often criticized by the
public for. 'capitalistic' interests and pre-occupation,
corporate support. of the arts in general and their
acquisition of works by Canadian artists particularly s
is perhaps intended to present a more favourable image:

That‘a number of corporations make their collections
availabfghto the public through exhibltions further supports
thls 1deology. Canadian Indu;tries.Limited for example,
has circulated over one hundred and ninefy exhibitions in
more than one hundred different cities and towns tgroughout
Canada, including the smallest rural communities. C.I.L.
has expressed that the exhibitions would bring to more
people, particularly those living away from major cultural
centers, an opportunity to view recent developments in-
Canadian art. At the same time, the value of this actlvity
in terms of successful publlc relations promotes the 1mage
of C.I.L. as a good 'corporate' citizen. |

That corporations are sponsoring outside museum
exhibitions of Canadian art, again supports the 1dea that
they wish to develop their cultural role. There are few
instances where corporations receive direct rewards or
commercial be%efits from underwriting ocutside exhibitions,
and this suggests that the value lies elsewhere. Canadian
corporations who support the arts in this way demonstrate

-a belief that a creative, culturally enriched life 1s as



important to corporate bddles as 1t 1s to the individual
Canadian, and that as major institutions of society, they
wish to assume a certain amount of responsibility in this
area. The public relations \aspect then, becomes a very
important part of underwripin museum exh;bitions, but .one
might like to add that 1n the case of a few sponsors,
the commitment was also based on an appreciation of the
deeper cultural value of the exhibition or project 1tself.
In the case of the latter, the 1inltlative often
comes froﬁ a top level executive with a small or great
interest in the arts. Thils executivké recognizes the many
values inherent to activities such as\sponsoring art related
projec;s or collecting works of art. he Impetus to form

a corporate collection 1s 1n many\cases \due to the personal

commitment of top level executives Xho may have had some
previous art experience such as assem ling\their own art
collectlions. The cbntinuing interests \of pAesidents and
executives,including Bernard Lamarre of \Laval\n Inc., H.
Arnold Ste;}

nberg of Stelnberg Inc., Aller\ Lambart of the

Toronto Dominion Bank and Sam Abramovitch pf UniXed Westburne

Industries to name but’ a few,\remain an essential \conmponent

\

an art collection can add to the prestige of the conporatigps

$ 1in the eyes of their )
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ealthy stockholders. When chief executive officers and

shareholders meet in thelr stately boardrooms, the fine
Canadian oil painting hanging on the wall, which has
greatly appreciated since 1its acquisition several years
ago, \lmplies that the company 1s making important,
1nte11 gent decisions.' Also, art has traditicnally been
assocliated with the elite of society and, in collecting )
art works, corporatlions come to be viewed as themselves ‘/
part of that elite, marked by good taste and cultural
awareness. “
Perha é the most important initiative for‘corporate
art collecting\Is the building of new office complexes.
Initially, Montreal and Toronto, where many corporate
headquarters were\gonceﬁtraéfd, were the major centres for

corporate collecting and 1n the late 70's and early 80's,

Alberta's expanding oil industry prompted similar activity.
Works of art serve é specific decorative function
not unlike other decorativye features needed to outfit a
# new building or office. Many corporations have expressed-
concern for the 1ldea of crea %ng a more pleasant worklng
environment for their employees and believe that artworks
'Eontfibﬁte in this wai. "Because most people really do
spend as much time in thei} offices as they do at home,
miﬁteresging surrounding are as important for a working

environment as are modern office machines and equipment.

Excliting, prdvocative'works of art deserve to be an integral

Q
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18 It is important to add however

part of the environment;"
that while 'lovers of art' ﬁight readlly agree thét art works
would indeed create a more pleasant physical envir&hment,
many of the employees do not necessarily feel the saﬁp way. -
Much of contemporary Canadian works of art belng bougﬁp by
iforporations are non-objective, énd not all of it has géen
'easily accebted by employees 1in the corporate environmeﬂf.
(This problem will be discussed at greater length in
Chapter II) Generally speaking however and 1in relation '
to the often austere character of modern office architec-
tures,the Art works do add a dimension of warmth and
liveliness to the structural surroundings.
In many cases, employees are consulted about
specific installations - those which relate to their \
personal offices or work areas. At Secal for example, they \
chose from a group of works previously selected by the art RN
advisor. Corporations including Steinberg Inc., Teleglobe
Canada, Air Canada and many others use a similar method in
the distribution of their éollectors. Although‘policies
do vaéy, the senior emplpyees and top level executives
generally have more optians. Thelr offices tend to be
spacious and more suitabYe for works of art as opposed
to the smaller office or confined work area. Therefore

the pleces tend in some cases to be of better quality.

Art works installed in public areas, board rooms and on

—~—
~

executive

loors also tend to be the largér and again

a

perhaps re important pleces in the collection.
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Security 1s a consideration too and obviously a factor
in installation policles. Advisors will often make
suggestions 1n order to establish a harmonious relationship
between art wbrks and the corporate. environment. <

The energy crisls, new office technology, cost
awareness and contextual design considerations have all
contributed to the development of today‘s office bullding,.
which also features continuous flow of space, plane surfaces

and intentional lack of detail.lg

Large scale paintings,
in many cases only sultable for a museum space, fit easlly
in modern corporate boardrooms, lobbies, reception areas
and lunchrooms. Flexible partitions, private offices

anc corridors suggest additional areas for smaller art
works.

Aq,the same time, this seemingly 1ldeal situatioﬁ
remains somewhat i1ronic when one conslders thevproblem of
installation and preservation of the art. Since office
complexes afe not specifilcally bullt as 'museums', the
nature of the space and conditions of the environment are
oriented tow;rd the needs of employees of visitors, not
toward those required for the viéwing and preservation
of art works. In many cases installation may be considered
a problem desplite the avallability of free space in tie
entrances, foyers, reception areas and board rooms. Gilven
the cost per square feet of bullding which 1s approximately
one hundred dollars, and the resulting need for economical

use of space, long narrow corridors, lower ceilings and

small offices are unavoldable. This situation usually
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@

hinders the viewing of.thé work. But because embloyees
frequent tﬁese areas often throughout thelr work day,
and in relation to the 1ldea of employee benefit,‘works
are installed desplte the unsultabllity of the space for
art.

There are probiems of conservation as well. Many
works in corporgte collection suffer from heavy exposure
to sunlight becauqe of the huge exbanses of glass curtain
walls. Improper lighting conditions, lack of humidity-
control, temperature factors and even human neglect are
also unfavorable, but common conditions: Conservation does
not appear to be an important or eritical issue among most
corporate collectors and subseguently they do not employ
art conservators and 1nstallation experts who would bring
the problems into view and act accordinély.

The filnanclal aspects of corporate art collecting
4re according to many businessmen secondary and mfhor o
consideratiogs. In terms of investment and in comparison
with conventional 'stock', art 1s a sloyly.appreciating,
long term veﬁture, particularly since many corporations
often buy works by yound emerging artilsts. Desplte this
claim, one curator aléng with others, estimates that thelr
collection has riseﬁ in value between 20 andﬂ25 percent a
year since 1976. The curator has also expressed that it 1is
sometimes difficult to buy works by certaln artists because
6f\extraordinary high prices.go In the United States

evidence of the dramatic'appreciation of contemporary art
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1s’found in a fecent ahdual report of the chase Maqhatten
Bank. The bank carries 1its 9,577 plece colléation on its
books as an asset. In 1984 the cost was listed at $8.97
million and the appraised current market- values $14.2

million.21

N

André Paradis, editor of Vie dés Arté, points out

a 3,000 percent to 8,000 percent increase in the value of
ceértain pleces of Canadian art in the last twenty years.22
Reports have indicated that while the Dow Jones Industrial
Index increased 18 percent from 1970 to 1975 for example,
paintings and rare objJects appreciated at an average of

bo to 45 percent during the same period. The work of some.
leaﬁing contempoquy artists has increased fifteenfold in
value since the 1§60'S, and only Chinese ceramics, Japanese
prints, and éold have done better than.modefh painting.23

A recent New York Times article reveals that "art —,hitherto
regarded as a passlive source of wealth, a tangible but not
very liquid asset - 1is belng treated by some leading money
center banks and smaller financial institution; as ag@?
instrument of high finance. Before the transformation 1is
completed a painting could become more like a house - a
piece‘of property to be enjoyed not ohly for its esthetic
og emotional value, but for its borrowing power."2Ll
Sotheby's, Citibank and Chase Manhatten Bank among several
others finance private collectors and dealers. The;e is

‘MMttle risk involved as in-house experts evaluate collaf%ral

and monitor fluctuation in the world art market. 1In most



. rarely higher than two or three percentage points above

. ‘ | 21
ca;es too, the borrower's entire art portfeollo 1s weighed
in ebery loan. Interest rates vary accordingly but are
prime.25 \

ﬁowever, the questidn of* abt as investment for
corporations particularly in Canada 1s still 1linked to“
concerns about itSQQiq%idity. Many collectors do not believe
in the: notion of buying art to beat inflation or for a
quick profit. That corporations 'rarely sell' their
art‘géquisitions,-supports the claim that’investment is

in fact a secondary and minor'cénsideratioﬁ. Corporatilons

have on occasion deaccesstoned works from their collections.

.Shell Canada Resources for example held an auctlon where

employees bid;gn art works the cgﬁégfatdon had bought over
the years but no longer wished to keep 1n the collection,
Private af% dealers will often agree to 'buy back''an
ar@yofk purchased previously by a corporation and will

in turn, ékchange the work forvanother by.the same artist.

3
If art works are sold outright from corporate collectilons,

.the sel;er is required to pay taxes on one half of the

c:eip:L‘cal’gains.'26

?he Canadian government's Cultural Property and
Export and Import Act has however provided other %lternatives

T

for the few corporations who wish to disbose of art works

*from their collections. Any gift to a .cultural, institution
'y

1s tax deductible and dopors have a great deal of flexibility

In assigning a Galue\to thelr gifts. Even if the work has

4



" appreciated, the corporation can avoid capital galns tax
and make thelr gift one hundred percent deductible by
assessing bni work af way under market value. The
institution however, may often try to negotiate a price
somewhat lower than falr market value too? in order tog
benefit from the situation.27
If the gift is of 'national importance' corporations

may sell it to an eligible institution without having to

pay any tax at all. In An Introduction to the Cultural

Property Export and Import Act, Duncan Cameron explailns that;

"some collectors ... builld up collectlons which

by their very nature and quality, are of

interest to our custodial institutions.

Objects formerly from these privag; !

collections are now preserved so that they

can be shared and appreclated by future /

generations of Canadians as they appear

in exhibitions and are made available for

research."28
Depending on the corporation's establishments, the location
of its Canadian offices, etc., varlous tax benefit options
‘“including those mentioned above are applicable.29

The Canadian government's' capltal cost allowance
(CCA) system where art purchases are considered depreciable
assetg has élso‘provided a financial Initiative for corporative
collecting. The present capital cost allowance system,
introduced in 1949 as part of the new Income Tax Act
o ‘ .

which became effective in 1949, is designed to permit a
taxpayer to deduct, for income purposes, thé actual cost

of the use of depreciable’ assets over one or more accounting

) periods. Art purchases, elligible for CCA in their.

¢
b



dn new manufacturing and processing equipment, there was
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classification as 'furnishings and fixtures' are depreclable
at the rate of 20 percent on the reducing balance.BO

Although the basic CCA system 1s very simple, a
complex network of rules has been deveioped in order to
accomplish specific policy objectives. . Virtually every
fedefal budget has contained measures implementing government
policy through various amendments to caplital cost

31

allowances. For instance, to stimulate lnvestment
a period around 1971 when taxpayer was permitted to claim
CCA based upon 115% of actual cost.32 ~Similarly, the
government has prdvided certaln regulations with the idea of
encouraging interest and the support of young Canadian
artists. In November 1981, a Canadlan Dggartment of Finance
budget provision relating to the lncome tax rules governing
the availabllity of CCA deductions for art work purchased
by Canadlan corporations provided that: CCA could be
claimed only if the art work was‘a first time purchase, and
created by a living Canadlan artist. “According fto Minister o
of Finance Marc Lalonde:

"The deduction of caplital cost allowance on

purchases by corporations and professional

firms of Canadian art will benefit all

Canadian artists, and be of particular

assistance to younger artists whose works

have not yet gained wide recognition."33
In June 1983, the provision was revised and the regulations

4
applying to art work acquired after November 12, 1981l

1

allowed for depreciability if the artist was a Cahadian !

Ty
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at the time the work was produced. The new regulations do
not contain the 'fi{st purchaser' restriction, nor the
requirement that the artist Be living at the time of
the purchase.3u u

While regulations for CCA have been important for
Canadian artilsts, ﬁhey have not generally speaking? affected
Canadian corporations. A Canadlan corporation, reflecting
the 1ldeas and aspirations of the Canadian public, will |
in accordance with certain corporate philosophies,
naturally sponsor their Canadian artists and play aﬁ\active
role in encouraging the art of their time. :Howéver,
prgfessionals in the arts community have expressed thelr
concern about the exclusion of international art in
corporate collections. Not oniy do international works in
many cases upgrade the collections themselves, but by virtue
of the outside influences they reflect, contribute to
the development of art in Canadian cultural centres.35
That the federal government has 1lnitlated such systems as
capital cost allowance and the cultural property export and
import act to e&courage art support and development, suggesfs
that government is still a most important patron of the J
arts in Canada and a necessary 1link between the art and
‘business communities.

The Canada Council expendituré for grants and
services for the period 1981-82 for example Qas approximately

$51,300,000 while Council for Business and the Arts.in

Canada members (who represent over 1/3 of the Financilal

©
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Post's top 300 corporations in Canada) gave an estimated

12.6 million dollars to the arts in,1981.36

Thils expenditure
included 2.1 million dollars for the sponsorship of
exhibitlons and commissions- or purchases for corporate
collections. The balance included donations to performing
arts organizations, theatre, museums, art gallerles, dance,
opera,‘cultural centres, art schools, artists associatid?s,
films, festivals, historic restorations, public radioc and
television.37
However, In terms of outright purchases of art
works, corporations have contributed significantly more than
government. In 1978, a particuiarly active year for corpcrate
collecting in Canada, twelve reported spending a total h
of i.u million dollars on art acquisitions, commissions,
and the exhibition of these works.38 The Canada Council
Art Bank, established in 1972 to develop a collection of
art for use in federal”offices and public bulldings on a ‘
rental basis, spent $603,300 for 718 works in 1978-79.59
In‘the United States, the Business Committee for
the Arts reporfs that corporate support is now more than
double of that given by the federal government's Nationél
- Endowment for the Arts, making American corporations the
undisputed Medicis of this era. This report however, is
not surprising, considering the long tradition of private
patronage in the U.S. and of private foundationé which

were by-products of American industry. As the number of

grants awarded by thev;kvernment has been drastically
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’reduced in recent years, American corporations have stepped
in to allocate some of thelr own funds‘directly to the arts.

It has been difficult to determine the amount spent
on individual corpofate collections in Canada. Generally
speaking, this along with other relatively specific
corporate expenditures 1s not usually public knowledge. A
private 1ndiviéua1 may or not be able to obtain this
information from the registrar or -curator of the corporate
collections (if there 1s someone in chargé). More often
than not however, corporate collectors prefer not to reveal
the speciflc amount spent. Becéuse in many cases, expenditure
is regorded along with depreciatipn and other data, 1t is .
not easy to obtain this written 1nformation‘which maﬁy
corporations consider confidential.

In reviewing the annual)reports of the many Canadian
corporations purchasing works of art for the office, one
finds that there 1s no specific reference to these
azquisitions. Rather, they are included 1in the section
describing the fixed assets of the company. Thils main class
1s sometimes but not often subdivided into various smaller
categories, one of.Eheﬁ;being furnishings and fixtures where
the art works are inc}udéav .

Whether or not the‘expenditure corresponds with
the corporation's earnings or whether or not other factors
determine the amount speﬁt, 1s difficult to discern from
the annual reports. Generally speaking, however, 1t appears

that art acquisitions coincide with a move to new locatilons
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or with a major renovation or expansion. As the company
would require additional offilce 'furnishings and fixtures"
they might alsd choose to buy more art. A consolidaped
financiél review of Canadian Industries Limited from 1972

to 1981 for example, shows éhat the percéntage of fixed
assets 1n relation to their earnings was much higher in 1978
to 1979 than in other years. One can éssociate these‘
results with the consolidation of the corporate executive
and administrative offices 1n a new headquarpgrs building

in North York, Ontario. «

Canadian large corporations' budgets"for art acquisi-

tions range from approximately $100,000 to $500,000 and

generally speaking, one can say that initially thé;é figures .
are relative to the corporations' financial standings. @
However, thils expenditure is:so minimal in comparison to
corporate earnings that one must look eléewhere for reasons
of fluctuation in the budget from year to year. For -example,
some members of the business community are cautious abéut
supporting the arfs during times of economic uncertainty.
Buying works of art while laying off employees may generate
111~will both inside and outside the corporation. There are
also practical reasons for varying the budget as in the .
case of a corporation which has been colle¢ting art for

many years. There may be a sufficient number'of works
installed and therefore acquisition are limited or stopped
altogether.uo

Jeanne Parkin, one of Canada's most prominent art
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édvisoré has suggested‘thét corporations' interest in art L ;

'1s in many ‘cases simply to éoveq walls and that when there
are no additional walls to’coveﬁ, the pace of collecting

will slow down:

I don't think the budget really makes that much . \ .
. difference. The determinin% factor 1is really . \
how many corporations are going to be ‘ 'f//

building new headquarters.  That has been

the thrust - to.cover the walls There

are very few corporations that look on a

‘collection as something they're going to

use as a public relations vehicle. So the o 5
real question is how many buildings are there '
left to do? If there are fewer and fewer

headquarters to be bullt, then there will .

be much less collecting.&l : R Lo

1]
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. Chapﬁer‘II
Co ul PartQ,I n

Selecting Art for the Gollections »

Along with the interest in corporate art collecting

N

has come the demand for art advisors to provide expertise,

¢

The extraordinarx growth of this profession can be vie@ed

in relation to the corporate real-estate boom in the 1970's

together with an increasing awareness on the part of
corporations of the beneflts mentioned 1n Chapetr I. 1In
a 1979 survey carried out by the Council For Business and

the Arts in Canada 64 out of 330 corporations surveyed had

art collections and 27 used consultants. Five corporations

relied solely on consultants for thelr art'purchases.u2

Adviscors differ in philosophy, motlives, qualifications and
fees, and art canﬁlting partictlarly 1in Canada 1s at

this point in time, generally speaking a relatively new

field in the process of defining its professional standards.

Ar?; and Communicatlons Counsellors in Toronto,
sister company to Ruder and Fine ARts, New York, is a
diversified arts and public relations agency, established
to provide a communications bridge between business and
the cultural community. One area of specilalization 1is the
selection, installation and documentation of corporate art
collections. Thelr clients in Canada include Benson and

Hedges, Canada Development Corporation, Phillip Morris and

29
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Poly;a; among others. The firm emphasizes that their Job

is to make recommendatlons. They look over the space a company
has in mind, establish thé kind of art théy would like to

buy anﬁ offér a proposal outlining what may be sultable

for different areas.

Advisors from Arts and Communications Counsellors
have realized that few companies want to famble on
unestablished talent and therefore, educating the client
becomes part of their task. Nina Kaiden Wright, president
of A & CC and Ruder & Finn, has had twenty-five years
experlence in the field and is ;ell-connected within both
American .and Canadian art communities. Because of her
expertise, clients are provided with a degree of confidence
that they are making the right acquisitions when following
her advice.

Arts and Communications Counsellors also specialilze
in the development of major corporate sponsored exhibitilons
such as "Viewpoint: Twnety-nine by Nine".u3 The firm
has been involved 1in speclal projects created for public
spaces 1ncluding "Art in the Subways,”" As chlef coordinator w
for art selections 1in the new Spadina Line, Toronto 1975-
1978, they were responsible for selecting nine finalists
from the four hundred applicants who presented the models
or sketches for original artworks. Arts and Communications
Counsellors have also handled marketing and publicity
assignments for cultural institutions. In Toronto, these

include, the Ontario College of Art, in 1976 to 1977;
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O'Keefe Centre, in 1978-79; and Roy Thomson Hall, in 1982,
where the firm was responsible for coordinating the opening
of the new concert hall.

Thererare few 'noteworthy' consulting firms such

as Arts and Communications Counsellors in Canada, and most
advisors work in&ependently. What distinguisheé the
qualified consultants from others 1s that they are recognized
by thelr peers as tralned professionals in the fﬁeld of the
visual arts. Some have worked as museum curators, are \
associated with a ;eputable public art gallery, or were \\
previously involved in assembling other noteworthy co;lections.\
They may be currently active within the mainstream of art \
as teachers, scholars or critics and in manry cases, well
connécted with both the Canadlan and American art éommunities.
The concerns of these professionals, unlike others,in the

field, extend beyond the s%le of art works f£o corporations

and many call their jobs curatorial. Because of their

expertise, art professionals have become instrumental in

assembling an art collection which 1s more likely to be .
~of museum calibre. They are| familiar with the work of
established as well as younger artists, and are in a better
position to recognize importaht and quality art.

Not only are they recdgnized by thei; peers, they
are also respected by the corpdrate executives who employ
them. The better corporate collections have become a

testimony to these advisor/curators' reputation and ability

to inspire trust in their clientls and in many cases these
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professionals are giVeQ consliderable buying power.

Some advisors are responsible for 1n-house
'curatorial duties as well. In addition to selecting the
art from private galleries or artists' studios and the
presentation of selections for final acquisition po
corporate executives or art committees, the advisor/cupapor
may also oversee proper installation, documentation and
conservation of the art works. In the case of Secal
and Petro-Canada for example, the advisor was responsible
for organizing in-house exhibitions of the corporate
art collection and at Teleglobe Canada was responsible for
co-ordinating lectures and discussions designed to educate
the employees about'art. Thesé responsibilities may vary
. depending on the advisor and the corporation. That the most
serious and important corporéte collectors have sought
the advice of a trained professional supports the view that
there 1s an awareness of the difference between a qualilfiled
or unqualified advisor.

Corporate art collections assembled by professionals,
" generally stand out among others as including an exceptional
choice of works. However, in some cases they also stand out
because the works selected are by artists or a_group of
artisgs that the advisor has been known to favourlall along.
Although they cannot afford to be dogmatic about particular
styles, artists or medlums, art advisors have their preferences

-

and their tastes tend naturally to flavour the corporate art .
A\

collection. Whether or not this is a positive or negative



t

33
factor can 1n some cases depend on whether or not the
advisor 1s capable of assembling an exciting and-well-

coordinated selection of quality works of art. This

. situation however, not unique to corporate collections,

is found to exist in private collections, museums and
art galleries as well. \

Many corporations have agreed that consultants
give them a certaln degree of confidence that they are

making a wise acquisition and that when spending considerable

sums of money for an expensive art work, 1t 1is well worth

it to hire a consultant.uu Corporations recognize their
need for advice and guldance with respect to their art
acqulsitions and are therefore eager to hire consultants
who readily offer theilr services. Unfortunately, many
are not qualified to do the job.

It 1is becoﬁing increasingly apparent that the best
cérporate art collections have been assembled by professionals,
and those which have not tend to include works without
quality or consistency, bought with little understanding.
This may be due to a more acqulescent approach to art
consultiﬁg common to the untrained advisor. With few

exceptions, these are largely women who are wives of wealthy

‘professionals or businessmen who become involved in art

consulting after some experience as museum gulides or after
attaining a degree in-art history. They are supposedly
objective, well connected within both art and business

communities and knowledgeable about the art market. But
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more often than not, this 1;;‘t the case and as they have
no professionai training and little experience in the field
of visual arts, the corporations, art collegtions aqd t;ué
professionals in the fleld all suffer the consequences.
Another alternative for selecting art works in
corporate collections, most popular in the late 70's -and
early 80's, is the employee art committee. The members
- are in many cases chosen‘on the basis of their expressed
interest 1in Canadlan art. Shell Canada Resources a
relative latecomer in fhe field of corporate collecpigg,
was one of the first Canadian companies in 1976, to use
an employee committee. The members are selected by other-
employees for a three-year tegm and are required to devote
a number of hours per month attending'instruction. Members
of the art committee at Gulf Canada Ltd. take slx months
of self-directed preparation through reading and courses.
Employee art committees are generally guided in this
learning process by professionals from the local art museums,
in-house ad&isors, outside consultants or commercial dealers.
Committ;es are cpen’to presentations by frée—lance
consultants or in house curators and this can be a problem
at times., Consultants in many cases, apprgach~committees
with little understanding or introduction and employees
tend to be intimidated by them. Qualified curators have
their difficulties too, having to deal with the often

conservative preferences:of the employees. i ¢

One of the biggest criticisms of- corporate art 3
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collections ‘in factﬁ/is that thex tend to be too conservative

‘and this may\be a result of the use of employee committees

whosé mém@ers usally lean towards representational art,
and who’mayrbe stirongly opposed to non-objective art.

", "Tﬂ:Femployees want something.they can understand, "
sayé'one committee member. "We‘tried to bdy paintings
fhat'could be enjoyed without having a Eh.D. in Fine—ﬁfts."uS

The result of a suybvey carried out by the Council

c

for Business and the Arts in Canada ‘in 1979-80 (based on

. . . . £~
‘responses, from sixtg-four corporations) allows one to

determine‘from the avallable da%a thé percentage of

figurative and non-figurative art in Canadian Corporgkg

s

collections. They were asked to lgst the "S5 most important <

artists" as well as the "5 artists who have the moib works

~

in the collection." From the responses one can determine
tﬂat fifty-six percentiof the art 1s figurative and foq}y—
four percent non-figurativev The perhaps surprising high
percentage of non-figurative art %S due 1in part to the
popularity. of geometfic non objective works by such artists

as Gordon Smith, Claude Tousignant and Guido Mollimari \ .

who according to the survey ar% important to several

corporations.‘ In relation to developing trends in art,

oqf\could perhaps expect to find in the twosyears’following/

—

the surveggf,éeW'iﬁE;ease in the percentage of non-figurative

/,/ .
th&

%

hext year or two, the percentage of figurative art will be

collections. Presently one expects that in the

N \
greater due to the more recent return to a figurative style. .

. L d
. _
— 3\ ' v
< \ \
3 \\ B \L\\'\\"‘\ -
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\ Many a}t purchases for corp?rate collections; whéther
selected by advisoré or employee .art committees,are made
through commercial galleries. One art dealer among others,
coﬁsiders tﬁe sales to amodnt to over one half of the
gallery's income, and as such, art collecting corporations
are lmportant clie;ts?G The expanding oil industry prompted
the building of new headquarters, and consequently, the
number‘of art galleries in Calgary also increased. Important
dealers such.as Walter Moos, Mira Godard and Theo
Waddington, working out of Toronto and Montreal, opened
branches of thelr galleries in the west as well. More
recent business deveiopments'however, havé created an ebb
in the positive climate and less activity on the part of
corporaté”collectors, forcing many of these*.commercial -

galleries to close. '

However, there are a number of companies and
éonsﬁltants who rely heavily on the advice of art dealers.
Galleries tend naturally to 5uild corporate collections from
their own inventories and as a result,; some corporations
are acquiring works by the same artists or group of artists.
Similarly, when pgints are bought, editions from the same

series méy be found 1n many collections. The only

mitigating‘fgé%a;guin such situations would be the variety

\in collection policies, or the advisor gho might encourage
N :

Lo,
their clients to consider making other purchases.‘sBecadse~

of corporate interest in contemporary art, several ' \

~

cemmercial gallerles are handling new and perhaps more

)
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éﬁant—garde work. Not only doéé this allow the more
adventuresome corporate collectors to bulld collections which
would stand out among others, but Lt‘aigo introduces and
‘promotes the artist whose work is less well known.

‘ The corporation's relationsﬁip with public art
galleries is of a different nature. 1In many cases,
comp;nies have sought the advice of professionals from the
local gallery or museum with regards to art acquisitions.
In 1962, C.I.L. asked Even Turner, then d&rector of the
Montreal Museum of Fine Arts, to assemble a group of
contemporary Canadlan paintings to their collection. The
‘T.D. Bank has been advised on several occasions by
professionals from the Art Gallery of Ontario with regards
to their art acquisitioné. In the preface to the catalogue
of the Shell Canada Art Collection, D.G. Lamb, writes
"Fﬂcouragement and invaluable help also came from many
outslde sources. Lorne Rander, Duncan F. Caﬁefon and the
staff of the Art Department of the Glenbow Alberta Iéstitute,
Terry %entoq and Karen Wllkin of the Edmonton ‘Art Gallery
and Dr. Ann Da&ié of the Winﬁipeg Art Gallery all gave
freely of their advice“"u7

The question of who 1is qualified to advise corpora-
" tions on their art acquisitions, or who should in fact be
responsible for selections, still remains unclear,
particularly in Canada. However, efforts afeJBeing made
in the hope of clarifying the situation and coming t@ terms

with some of the probyﬁms. The ten year o0ld Corporate Art
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Collectors Group(CAGG), provides a means of communication
for people who select art for corporate collections in
Canadé. As theirlletterhead suggests, the Toronto based
group considers themselves to be "a corporate assoclation
of corporate supporters of the visual-arts". Members
include approximately slxty people who collect for such
companies as Dofasco, Norcen Energy Resources, INCO Ltd.,
C.N. and Lavalin, major banking institutlons, as well as
directors from commercial galleries incl;ding the Market
Gallery in Torento. Some of the members are professionals
in the field of the visual arts. These include former
museum curators and recognized art advisors. 'Corporate
e&ecgtives, general managers, communications and public
relations officers as well as graphic designers-are also
members.

The group was originally formed in 1974 by
executives of several insurance companies, who had met on
occasion at art auctions and galleries. By 1978, the group
expanded te¢ include corporate collectors such as the
Toronto Dominion Bank and by 1980, "encouraged by Pat James,
curator of the bank's collection, the group began to méet
infofmally once a month. At luncheons sponsored by
corporate members, discussions relevant to thelr collections’
and corporate collections in general are carried out, and
guest speakers including William Kirby of.the Canada
Council Art Bank and Mary Lanler, president of the American

Association of Professional Art Advisors, have addressed

the group.u8
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Although therevhas been an effort on the part of
the Corporate Art Collectors Group to bring into Liew
certain problems relating to Canadian corporate collgbting,‘
this organizations remains essentially a dilscusslon group.
There is at this time in Canada, no formal assoclatlion, no
regulatory body, no universally accepted code of ethics
and no real consensus on how to solve the prdblems. The
question of who 1s qualiflied to advise corporatlions on
their art acquisitions 1s still unclear. As one can see
from CACG members list, a varlety of peopie are interested
and actively involved in the fleld. Problems discussed
earlier relating to conservation and installatlon for

example, may perhaps be assocliated with the fact that many

. corporate art collectlons have not been handled by

professicnals trained‘in the field of visual arts.

In the United States there is an obvious awareness
of this problem. The New York-based Asséciation of
Professional Art Advisors was set up in 1980 to define
and maintain professional standards for the increasing
number of people advising many corporations of their art
acquisitions. Membership i1s limited to those with extensive
experience in the field, and whose work reflects the
highest ethical and aesthetic standards.ng

The responsibilities of the art advisor include
*the shaplng of a unified collection, speaking befg;e

corpcrate and community groups on aspects of the collection

or contemporary art in general, advising corporations on
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art law and taxatlon, partiéipating in the formation of »
corporate philanthropic policy, and orgaﬁizing tré&elling
exhibitions of the collegtion, as well as the many and usual

50 First presldent Mary Lanler, art

chores of curating.
advisor to Metropolitan Life, Phillip -Morris, and other
corporations has expressed a concern for the profession
which lacked,real identity. "We saw our;elves as 1solated
in the art world, caught between the usual professional,
categories. There were no standards for what we were
doing, no guidehlines."51

The founding of the ATAA suggests that only when’

a specific group of professionals make themselves kqgwn
and carry out predetérmined standards and objectives,
will there be a solution to this problem. That major
American collections are being handled by renowned museum
profeésionals, curators, or by advisors who while less
known, have other art world credentials supports ;his
effort.

In Canada there are a comparatively small number of
corporate collections assembled and handled by pfofessidnals
in the field. Besides the fact that no formal grdup of
préfessional advisors have made themselves known at this
time, one must also conslder the relative dlfference between
American ahd Canadian corporations in terms of the scope
of thelr art collections and the amount of money spent on

acquisitions. Important American corporate collectors

including such glants as Chase Manhatten Bank, Atlantlic
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Richfield Co., Joseph E. Seagram and Sons, Géheral Mills
and Ciba-Geilby among others, purchase the work of acclaimed

internatiohal artists for their collection which often

. include over 8,000 works of art. Profeséionalism amongst

advisors for such collections 1is a mandatory requirement.
According to one curator, her job is similar to that of

a 'director of a very small museum. I buy 1it, catalogue’

e

it, frame it and publicize it.'°2 | o ~
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Part II
Selected Corporate Art Collections in Canada

Chapter I: 1846-1950

Hudson's Bay Company
Canadlan Pacific Railroad
Canada Steamship Lines
Confederation Life
Reyal Bank of Canada
Canada Packers

In order to present a clear picture of corporate
art collections in Canada, 1t 1s necessary to beglin with
thelr initiation in the early part of the nineteenth century
and follow their development to the present time. The
selected corporate collections have been divided into two
parts. 184F to 1950 encompasses the period when corporations
commissioned art largely for the purpose of i1llustrating
specifice corporate interests, after which the works became
their property. They also purchased works representing
early 1images of Canada, executed by Canadlan as well as
European artists. The Canada Packers collection despite
its early date is as will be explained,‘an exceptlon in this
group. The historical nature of the early collections along
wilth kind of initlatives which prompted thelr inception
distinguishes them frdm others developed after 1950. The

corporate collectors discussed in Part II, Chapter I have
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elther stopped collecting, have sold the art works or have
changed the direction of their collections.

The earliest example of corporate art patronage
in Canada took place in 1846 and involved:Sir George Simpson,
General Superinﬁéndent of Hudson's Bay Company Affairs
in North America, and artist PaullKane. Simpson had the
company's best interests in mind when offering Kane free
passage from post to post as the paintings were sure to
provide a vivid and faithful representation of the no&elties
of the west and of the Hudson's Bay Company territory.53

A Toronto Exhibition in 1848, the first public one
man show in Canada, included two hundred and forty sketches
1n 01l and in watercolour, as well as Indlan artifacts
collected by Kane in his travels. The exhibition caused
great excltement and success for the artist, who also
received consideréble attentlon from the press. At this
time Kane. probably met his second patron George Allan
who purchgsed one hundred canvases in 1856.

Russell Harper points ouf in his monograéh on
Paul Kane that the exhibitlion had given Torontonians their
first comprehensive look at the west, and that the showiqg
must have been a factor in turning thoughts in Upper Canada
to the promise of that region. At the same time he also
suggests that Kane's exhibition may have been ironically an
ihqirect cause of stirring up resentment against the Hudson's

Bay Company, whose activities 1n the east attracted the

attentions of American industrilalilsts and later the
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Canédian government, who similarly wanted to control the
region.5u
During the 1880's, the Cahadian Pacific Railway
gréw to be Canada's largest and most powerful, privately-
owned  corporation, and appropriately Canada's first Frue
corporate patron of the art's.55 In 1882, William Cornelius
Van Horne, on behalf of the CPR, initlated an "artist free
pass program" pffering transportation to the northwest
and rg;urn (after the transcontinentai line was completed
in 1885 this offer was extended to include the west
coast and return) to any artist whose work would serve the‘

56

promotional interests of the company. Thils scheme was ////

intended to produce a large numbar of first-hand accounts
which would point out the abundance of ovportunities
available in the new frontier and thereby offer valuable- '
visual documentation to support the CPR'sAmushrooming
publicity plan aimed ét inducing immigration and tourist
traffic to tge region.

As Van Horne's program unfolded, the CPR's patronage
of the artist ihcreased dramatically and- i1t became evident
that the plan's "raison d'étre" was not wholly promotional.
Commencing 1n the summer of 1886, many prominent members of
the Royal Canadian Academy took an active interest in
venturing westward to paint 1in the Rocky Mountains of Alberta
and British Columbia. Thelr 1ncentives to do so were
enhanced not only by the desire to capitalize on the

Canadilan public's growing perception of the northwest
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landscape és symbolic of the young Dominlon's potential
power and prosperity, but by the CPR's generous sponsorship.
In addition to free transportation, several artists recelved
complimentary room and board where compahy hotels existed »
aﬁd free telegraph service and letters off introduction to
CPR éuperintendents ;n the quntains instructing them to
assist in every way possible. They were allso offered
the exclusive use of railway cars for "on location” studios,
photographs of northwest scenery to assist them in their
work and detalled suggestions by Van Horne as to composition,
format, and favourable sketching locations. \|There were
bromises for the purchase of the palntings upon return,
and financial ass$istance for organizing the exhibition
of their northwest paintings. RCA academician§ L.R. O'Brien
and J.A. Fraser, as well as celebrated American landscape
painter Albert Bilerstadt were among éﬁgse in reqiipt of most,
if ﬁot all, of these company benefits. \

“While some of thelr work, as well as that\by other
less extensively sponsored artists, was utilized in the
CPR advertising cémbaign (providing i1llustration flor
brochures and exhibited in tourist‘ahd emigration|agencies),
many more pleces found thelir way in%o the privatelcollections
of company official§ and thelir friends. Founding/members
of the Canadian Pﬁcific Syndicate, George Stephe , Richard
B. Angus, Donald Smith, and James Qill, togethey with W.C.
Van Horne, .Charles Hosmer (manager of CPR Telegraph), and

company business associates Robert Reford (preésident of

n
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Donald Steamship Lines) and‘James Ross (president‘of Dominion

Bridge Company) ranked among the foremost art collectors

and patrons in North America. Corporate profits in the

hands of these railroad magnates and business lea@érs

went 1Iinte® the building of private'grt.col;ections rarely

surpassed even in Europe. Van Horne's "free pass program"

could therefore also be viewed as a véhicle by which to

further the';;rsonal collecting concerns of téose gentlemen

Involved. M
Regardless of intent, the CPR's fine art patronage

was so successful in attrécting artlists to the west, that

by 1887, Rocky Mduntain subject matter dominated Royal

Canadian Academy, Art Association of Mon€rea1, and Ontario

Society of Art exhibitions. These exhibitions in turn

fﬁrther assisted the CPR "campalgn" by promoting the

company's image as "nation builder" and contributor to

the development of Canadian cultural affairs. A record

of Dominion artists. directly or indirectly involved with

the CPR reads like a near complete 1list of "who's who" in

late nineteenth cenpury C;nadian painting. Van Hcrne's

campalgn was not only the first major example of corporate

fine art patronage'in‘this country, but it was also extremely

effective in bringing about the first "widespread acceptance

in Canada of myth of the land“*as a basis for a national art. o7
Beginning in the 1890'§ Van Horne's "program" moved

into one final phase. That was the establishment of a

permanent '"corporate collection.” Up until this time, the
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CPR collection consisted largely of éifts from grateful
'sponsored' artists, and minor paintings that had been
acquired with the intended use as studies for wood engraved
promotional illustrations. In the 1890's, Canadian landscapé~
painters su%g as William Brymner, John Hammond, and George
, Horne Russell were commissioned to complete large stﬁdio
compositions for installation in various company off1c¢s
and hotels: Distinguished portralt artists Robgrt Harris
and Wyatt Eaton were among those hired by Van Horne to
preserve on canvas, for the sake of prosperity, the images
bf dignified CPR board members who played a role of paramount
importance in the shaping of this countrj. * Clearly
there 1s a major difference between the CPR's corporate
collection and those developed after 19&6, where paintings
were collected for their merit as individuai works of art
and not as visual records preserved on canvas. ‘%%‘
"The p;riod prior to the Great Depressign witnessed
a tremehdoug surge of interest in Canadlana, especially
the pictorial variety. A small group of collectors,
some private, some Institutional, searched the librarieé
and country seats of Great Britain for paintings, drawings
and prints related to the history of Canada. Large numbers
of watercolours ana prints were located often still in
their original portfolios and albums. Among these collectors
W.H. Coverdale took a leading role.”58
In 1928 Canada Steamship Lines ergcted the new

Manoir Richelieu at Murray Bay, Quebec with the idea of
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developlng the area into a fashionable winter and summer
resort. Cdverdale, who was president of the company during
the late twenties, began collecting Canadlan art for the
hotel.59 Graduélly brought together~during the late 20'5;
30's and 40's, primarily for the purpose of '‘decorating the
public rooms and sultes of the hotél, the collectlon as a,
whole numbered over 2,750 items. - .

Coverdale purchased works of a?t for Canada .
Steamship Lines from the artists directly, and through
several dealers. The 01d Print Shop, Kennedy and Co.,
and Milf?n L. Bernstein, all from New York, consistently
received paypent from the company for works in various
.mediums. There is also a record of purchase from 1947

~

of a watercolour by M. Sattler Thousand Islands 1855, from

D‘X‘

the"Continental Galleries of Fine Arts, in Montreal.
Most works wefe purcha;ed through the company, bﬁt some-
times Covg}dale used his own funds.

CSL acqulisitlions included paintings, watercoloyrs,
drawings, engravings, lithographs and maps,'yhich portray

~

a visual history of Canadian life, customs an@ environment
during the seventeenth, elghteenth and nineteenth centuries.

Some of the paintings include W.H. Barlett's W.C. View of

Quebec, 1838, and Cornelius Krieghoff's HalQ*tant Winter

Scene 1847, Ice Cone, Montmorency Falls 1859 and New Years

Day Parade, 1871 are amgng the many by this artist.

Watercolours ‘include thirteen drawings by James

‘Duncan (1806-1880) acquired by the company in 1941 from the

-
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. Dyneley 'Coll,

o
tion and Quebec in the Fiftles a set g/f twenty

‘watercoloyrs byADenis Gale (1828-1903), among others. There

are nuﬂér us engravings such as -Smyth's St. Lawrence Set,

Short's Quegec Set, and Ackerman's Queoec Set of four

" coloured engravings. Lithographs inciude.Sproule's Quebec

= Set‘of 1932 in color, a large selectlon of the John James ¢ -

’

Audubon folios from The Birds of Americaygnd The Vividrous

Quadrupeds of North America, in addition to several series

of Indian"prints from such notable collections as George

—
o

Catlin®s 1844 North American Indian Portfolio. .Aquatints , C

include James Pattison's Cockburn's set of Niagara Falls . ',

and a-yieﬁ‘of Quebec from the South East by J.F.W. Des

O ' .
Barres ﬁrom the "Atlantic Nepture." Coloured etchings ’ '

includes Krieghoff's set Of Winter Sports in Halifax, as
S * :

:ell as w?rks by Jmmes Peachx‘ Portraits and historical

events were depicted. bylartists such as Charles Turner, - :§
James Watson Richard Houston, Plerre Derret and A. Bogdan.
Maps and plans are alsowincluded‘in the collection. :

. W.H. Coverdale also authorized the purchase of
paintings and drawings of Great Lakes ships from all phases
of snipping history,‘by‘George A. Cuthbertson. The company
maqe possible the publication»of the artist's book Freshwater;

an authoratative history of the laﬁas, and sponsored

]

exhibition$ of Cuthbertson's work to "stimulate interest in 3 e o
, R :
the history of Great Lakes Shipping and in the hope of
60
"

bringlng to light material of antiquarian value. The

first show took place in 1928 at the Windsor Hotel in
, < .

X
ran
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Montreal. Many interested vigwers wrote to Canada Steamship
//
Lines., offering to loan or donate old pictures of famous

lake vesselé, and the company proposed to put the exhibition

‘6n tour in Canada and in the States.6.1 A catalogue with

dates and descriptive paragrédphs was written; and the artist

\
himself toured museums and libraries with the exhibition.62

‘'The showings of fthe "Company art collection" were highly
' publicized in Canada Steamsh%p Lines newspaper CSL Chart
and interesting remarks were made by the writers. A certain

Charles Messer Stow wrote that "It is an I1mpressive

N
i

circumstance in these days, when the head of a com@eroial' i
~organization can see values in a proper Serspective qA;ugh

to desire to form such a collection and, furthermore, can, -

/
convert hls stockhoclders to the same viewpolnt. n63

.

In the 1930's and MO's fupther developments including
the'.cataloguling of many works in‘the collection were | !

. o

carried out by Percy F¥. Godenratb, first curator of b

1

tfe W.H. Coverdale collection of Canadlana. He was also [

responsible for organizing exhibitions at the Manor Richelleu

such as a Pictorial History of the Seige of Quebec 1759,

shown in the Murray Room:in 1940. During the period wﬂen
the Manoir was tempofarily closed between seasons,; loan
exhlbitions were sent out to various galleries, museums
and unimersities.6u

Canada Steamship Lines assembled another céllection

] devoted to French—Canqdian furniture and ornament for the

furnishing of Hetel Tadoussac, afso owned and operated by

»

> ) ) \ ‘ » //° \\
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the company durding the 1340's. Some forty.pieces includiﬁg
habitant furniture and ornamental carvings were combined with
topographical images, domestic scenes and early maps from
the Manoir Richelieu &pd loaned by Canada Steamship Lilnes

Limited for Exhibition of Canadiana at the Museum of the

Province of Quebec, from January 1942 to December 1942,
Much of the Canadiana furniture was donated in 1866 by T.
Rodgie McLagen, retired president of the company, to the
residencg of the prime minister of Canada, 24 Sussex D;ive,
Ottawa. | [ .

The Manoir Richélieu was sold in 1968 to Warnock
Hersey International Ltd. of Montreal Who ggid the
collectilon to the federal govergment for 578,000 in 1970.
Works from the W.H. Covefdale collection of Canadiana iIn
Canada Stéamships Lines offices in Montreal, which numbered

approximately 200 items and the Cuthbertson collection
N

became part of the Power Corporation Art Collection in

Montreal, of which Canada Steamship Lines is a aubsidiary.65

The Confederation\iife Collection began in 1Q27.
To celebrate the 60th7;;niversary of Canada’s‘confederation, (
the company commissioned‘artist J.D. Kelly to do a painting
representing Canada's Diamond Jubilee. A histbrical and |
landscape painter, XKelly had been an active member in the B
Toronto Art Student's League, founded in 1887 and a chief
contributor to the League's Calendar, 1ssuediyear1y from

1893 to 1904. Kelly was also a founding member in 1904

of the Graphic Arts Club.
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Cadéda's Diamond Jubilee was the first of many
works by thils artist and others including Rex Woods, H.B.
Goodridge, B. Stapletoﬁ and T.ﬁ. Mitch;i which were made
into prints for the Confedergtion Life Association's
calendar. There were forty-four cormissioned palntings in -
all, each recording a historical event in Canadian history_
such as First Parliament of Lower Canéda, a suéject
originally painted by Charles Huot and copled fonsthe
company by J.D. Kelly. Important historical information
was also included in the calendar, explainiﬁg;the significance
of the scene depicted. The calendar was stopped at the end

{
of 1958 when popularity for such items seemed to diminish.

In 19€5, Confederation Life commissiocned Rex Woods

to copy BObgrt Harris's Fathers off Confederat.on. The
company'; "offer to restore the painting to the nation"
was annognced in the House of Commons on June '20, 196C.
" The first exhibition of the art’' collection which is tased
on the paintings for the Calendar, took place in 1967 at
the Sir John A. Macdonald House in London, 'England. The
collection is presently}on display at the Confederation Life
Art Gallery and Archives of their 22§3nto head of‘fice.67

The ﬁoyal Bank of Canada Art Collection began 1in
1929. . Between 1929 and 1937, Assistant Manager G.W. MacKimmle
aéquired 300 historical prints for the.bank, which served
to decorate the new head office on St; James Stfeet in

Montreal. The works were purchased from major dealers of

the period including Kennedy and Co. in New York, Brown and
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Phillips in London, and Scott, in Montreal.\ The collection

includes Quebec historical prints such as An East View of
Y- £

Montreal in Canada"drawn on the spot " by ;%omas Pat;en

and engraved by P. Lanot. Considered to be one of the

first prints of Montreal, it 1s one of the twenty-eight
line engraved views of Canadian and American ciltles

published in Scenographia-Americana .by Thomas Jeffreys,

London 1762. Quebec, A view from Levis, an aquatint in

sepla engraving by James Peachy, (active 1r Canada 1781-

1785) four lithographs c. 1838 from Co%e Smith's book

Sketches in the Canadas, six aquatit etchings deplcting

-2
Yol

views of the continent by Fisher and Edy, from 17GE

>

and View of the Plerced Island one of Six Views of the Most

Remarkable Places of tne Gulf and River St. Lawrence drawn

by Captain\Hervey Smith, and printed ir Scenographia,

published bty T. Jeffreys London, 17¢02 are included among
other Quebec prints. This collectiop was presented for
the first’time in 1282 at the Quebec government's gallery
in Rockefeller Centre, by the Royal Bank. o

The collection also includes three valuable éléphantine

size engravings among others by J.J. Audubon, 184Q

lithographs by H.J. Warre, View of the Falls Montmorency,

1833, "Ice Pont - Between Quebec and Point Levi 1831 and

Jesult Berracks and Market Quebec 1826 by J.Cockburn, and

Passengers and Mail Crossing the River, an 1860 lithograph

Q
by Cornelius Krieghoff.S’ The collection also features 54

mezzotint portralts of British members of parliament 1in

v
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Lower Canada, British military and other impoﬂéant figures.

54

These include Sir George Simpson 1857 by S.)?earce; Lord
I /" /

%
Rodney 1788 by Gainsborough; Rt. Hon. Earl b Durham, Sir

William Grant, Mayor General George Murray 1841 among others

by Sir Thomas Lawrence, and Sir George Prevost 1818 among

others by Sir Joshua Reynolds.70

“In the years following 1937, little activitybtbok
place in relation to the bank's art collection. In thg
1950's however, Rojal Bank President Mure suggested that
paintipgs by the artists of Canada's ‘provinces be inatalled
in the executive dining room. Fred Bridgen's Quidil vidi

Cove, St. John's Nfld. and Franklin Arbuckle's Seascape

wifh City of Saint John, NB were included among others

in this project. The 350 historical prints were ins%alled

for the most part in Royal Bank offices in Place Ville-Marie,

Montréal, although a number have been transferred to the

executive floors in Royal Bank b?ildings across Canada

over the years. Due to reasons ;f insurance and securlty,

the prints were not distributed throughout bank branches,

The Royal Bank recognizes that the historical print collection

is an important[contribution to Canadian art. 1In addition

to the number ;nd rarity of some works, the collection

provides a visual record, documenting nature and 1life in

early Canada.71 ’
- ¥ith the compietion of Royal Bank Plaza, Toronto

in 1976, the bank made new art purchasgs, this time of

works by éongemporary Canadlan artists. The first three

e
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acquisitions included Trowakan, a painting by Rita Lentendre,
Mermald, a steel sculpture by Krystyna Sadowska, and
Reflection, a 21 x 50 ft. tapestry by Mariette Rousseau-
Vermette. A 1977 purchase included a painting by Gerhson

Iskowitz among many others. During the two years:, selections

*
were made by a few bank executlves from the Toronto Office
"in a most casual way".72 In Toronto, the Royal Bank has

also initiated Art venture, a program of Qrgfessionally
orgapized, Juried exhibitions with cash awards. The bank .
asked the directors of more than tweﬁty—five‘independent
art schools and college art programs in Ontario to
recommend the best works of thelir students for inclusion

in the exhibitions. Cash awards of $L00, $200 and $100
were to be given to the top three presentations each month
as selected by panels of profes;ionéls. gach exhibition

or series of exhibitions includes works in four general
categories: painting, sculpture,‘Morks,on paper and
experimental works.” 1In announciﬁg Artventure in 1978,
W.D.H. Gardiner, Vice-Chairman of the Royal Bank said;

"We recognized that students have no forum in wH!Qb to
display their work or earn reccognition. Through Artventure
we hope to provide Ontario's most talented young artists
with slgnificant exposure and credit for their work via

a series of professionally organized group exhib;tions in
our Upper Banking Hall."72 In 1983, Artventure exhibitions
were presented in Ontario art galleries, rather than Royal
Bank Plaza. The Macdonald Gallery hosted a series of

~
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exhibitions for that year. The jury responsible for
selecting 1983 artists and award winners 1included Sandy
Simpson of the S.L. Simpson Gallgry, Toronto, respected
artist and art educator Bruce Parsons and Ted Fraser,
curator of the Art Gallery of Windsor.

In 1978, the bank resumed their collecting activities
acquiring paintings, works on paper, sculpture and
tapestry, for Royal Bank buildings across Canada. By
1984, the';ollection included approximately 1,000 works.
J.A. Milburn, Royal Bank’executive in Montreal has selected
the art since 1978. Although he has had 1little experience
in the fleld of visual arts, Mr. Milburn works without
advisors or an art committee. Beverly Parker, an art
history graduate is the registrar for the collectioné
and 1s presently cataloguing ail Royal Bank art acquisi-

T4

tions including the historical prints. She also organized

the exhibition "Quebec Historical Prints" mentioned earlier.

Mr. Milburn's selections have included La Vielle Fepme

by Suzor-Cdté and Gatineau Farm by A.Y. Jackson, among

other paintings by Q.J}Pﬁillips, Robert Pilot, Cambell
AN L g
Tin %Qg, Adam Sheriff Scolt, John Little, Takao Tanabe and
AlleH\Sapp, as well as prints by Inuit artlists Teevee
3."\
Jamasee and Anna Noeh.75
\? Mr. Milburn's choice of perhaps more traditional
[RIR!
art @grks, relates to the bank's long time interest 1n
Canadilan cultural heritage. Together with the hlstorical

prinbﬁ\ often 'traditional' office decor, pleces of pewter
; b
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and pottery, antique grandfather clocks, tea caddies and
other early Canadlan artifacts, the paiﬁtings reflect this
interest. At the same time, the Royal Bank's wigh to
encourage aﬁ&v?ﬁﬁbort contemporary Canadian artist working

s
in all mediums, is demonstrated in projects such as

Artventure.76
The Canadian collection of Canada Packers Inc.,
was begun in the early 1940's by J.S. McLean, founder and
chief executive officer of the company. He had great
interest in artvéhd begun hils personal collection of
Canadian art soon after the cémpany was founded in 1927.
He was inspired to collect "Canadians" by his friend
Vincent Massey who had disposed o works by the "masters"
which he had inherited from his father énd grandfather

and replaced them with works of Canadlan artists. Th;s

was during the late twenties when discusslions of paintings
77

1

. in Canada were concerned largely with the Group of Seven.
By the 1940's, the 1dea of collecting contemporary
Canadian art for the office was still a most unusual one.

In an article for Canadian Art in 1952, entitled "On the

Pleasures of Collecting Palintings,"” J.S. Mclean explalned
how his collection developed and how 1t found 1ts way to
the office at Canada Packers. "I had not encugh room in my
own house to hang them all, so I began to think o% using
the wall space at the office. From Toronto, the project
widened to include several other offices of Canada Packers.

The experiment of hanging palntings at the office has
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proved an unqualified success. At the beginning there wefe
Jokes from some members about the "old man's new fad'.
"But the Jjokes were soon repléced by requests for
maore canvases from local managers who‘thought they had
been allotted less than their share. -If this recital
should suggest to some other businessman the idea of
purchasing Canadian paintings for his offlce, L'can assure
him he will find it é most gratifying experience. If on
no other ground the resulting increase in the esprit de
corp; of the office will in itself Justify the exper’uditur‘e."7‘8
| ~By.the 1940's paintings were belng bought
specifically by and for Canada Packers under J.S. Mclean's
direction. He was advised oﬁ the art acquisitions bv artists
and friends A.Y. Jackson, Pasaskeva Clark and by art dealer
and patron Douglas Duncan. Many of the paintings were
§urchased from exhibitions held at the Art Gallery of
Toronto and the Picture Loan Soclety of that city, which
exylains why Ontario paingers predeminate.79
In 1942, McLean commissioned Carl Schaefer to do
a series of paintings about the operations at Canada
Packers. "An underlying factor that may well have given
the Schaefer commission added impetus was the romanticiza- °
tion of the worker during the war years. The production
of goods had to be gegred up dfastically after the unemploy-
ment psychology of the Depression, and its was important
that the worker at home be landed, as well as servicemen and

80
women overseas."
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Schaefer produced six watercolours done on location

£

which were installed in the Toronto plént cafeteria. The
Schaefer commission was also a reflection of McLean's
attitude towards art and artists. He wrotie in 1952 that
"the modest collector desires not so much to collect as to
understand. He 1s aware, as are the artistis who produce
them, that the paintings which he owns .cannot perhaps be
ranked as masterpeices even of his own time, much less of
all time. But that does not subtract“fromihis pleasure
in acquiring them. He values them as the work‘of honest
» and serious and competent artists of his‘own country."81
There are now approximétely two hundred .and fifty
works 1n the Canada Packers Collection which includes
c1l paintings and works on‘paper datiqg from 1910 to the
early 1950'3: Artisfs include A.Y.Jackson, Paraskeva
Clark, David Milne, Emily Ca;;, Lawren Harris, A.J. Cassgn
and other members of the Group of Seven, thelr contempofaries
and ‘prominent artists of the 30's and 40's. Although as
mentiongd earlier, most of the works Mclean collected were
by Ontario artists, some of éhe "most.highly:prized items
are by Montreal artists incluéing works in order of éheiru
acqulsition by Louls Muhlstock, Anne Savage, Marian Scott;
Lilias Newton, Goodrldge Robértsp Loulse Gadbols, Stanley
Cosgrove and Paul—Emile‘Bor'duas."82
~ When J.S. McLean died in 1954, Canada Packers Inc.
acquired 192 of 300 works he had qollected‘personally.

$38 are in the Toronto office and plant, and 54 are
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installed in Winnipeg, Edﬁbntonﬁ St. John's and Vancouver
locaticons. 1In arletter to H.O.McCurry (then‘director |
of the National Gallery of Cénada), McLean expressed that
Jas“Canada Packeéé has been my chief interest; and as
the collection has been so.fundamentally built into Canada
Packers, my present view is that, if the senior offigés>>*”‘
wish to acquire them, that is the ﬁethod of'disposél which
would best please me:\\"83

»Frow 1954 until his retirement from Canada Packers
in 1982, W.F. McLean's, J.S.'s.son, assumed responsibilities
relating to the art cél&ection. He continded to buy WwoOrks
by contemporary Canadian artists, the last two purchases
bei%g works by Quebec artists Jean McEwen and Norman
Laliberté. During this time, 'some of the paintings from

the Canada Packera collection were exhibited in the Art

Gallery of Ontario's exhibition The J.S. McLean Collection

"of Canadian Painting in 1968 to 1969, and in a national -

circulating exhibi?ion entitled The Canada Packers Collection:

- Selected O1i]l Paintings and Works on Paper which opened at

the art gallery in Feb. 1982 and continued until May, 1982.
Presently, there are no immedlate plans for future
acquisitions, and the direction which the collection will

continue probably depends on the aims and objectives of .

"the president. At this time, the number of wprks In the

‘v .
collection is more than enough to cover the walls of the

various Qanada Packer's office.8u

-
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"Chapter II
,1950 ‘to the Present

Canadian Industries Limited
Lavalin Inc. ‘
Toffonto Dominion Bank
Steinberg Inc.
United Westburﬁe Industries
Teleglobe Canada
Bénk of Nova ScotHia .
Shé\; Canada Resourég§ ¢
géc;‘té d'electrolyse et ‘de chemie 41c;n (SECAL)
‘Petro-Canada ‘ . , ©

. Alcan

" Alr Canada = ~ .

From the early 1900's onward, corporate collecting.

Became increasingly popular. As attitudes changed so did
the natung of collecting activities which evolved to
ineclude outright purchases of existing art by contemporary

Canadian artists, and commissions which served to ehhance

. the modern corporate environment. As explained earlier,

\

the collections 1in Part 11, Chéptpr II were selected on
the basis of thelr accessibility both from the point of
view of the art works themselves and of the curators,

L}

advisors or others Involved with the‘collections. Other

4 61
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- @anadian collectibns aSSeTbled'by profess;onals in the
fleld w;re selected in the hope that contact or correspon-
dence with the experts in question would result in a more
significant.anaiysis.

The CIL art collection began_in 1962 with the
company's move to ité}new head offibe building, éIL House
in Mbnéreal, and to mérk their 100th year in business.

At the request.- of CIL execwfives, Dr. Evan Turner, then
director of the Montreal Museum of Fine Arts assembled a.
group of one hundred painti;gs. Forty were chosen to

form the basis of a contemporary Canadian collection, b& é
Jury whose members included Mr. Peter Allan, President of
CIL, Mr. W.T.D. Ross, yice president,, Mr. Alan Jarvis,

a well known supporter of the arts in Canada, Mr. Richard‘

. R |
B. Simmins, Director of Extension Services at the National

Gallery, and Evah Turner, Cﬁairman.85 k)

| One of the original goals of tpe collection was
"to maintain a representative collection of~contemporary
art and to inioqﬁorate artists who are representative of
the present scene. .A policy of acquisition and disposal
have been establi;hed to ensure that the collecti&ﬁ remains
'contemporary."86 In the original.collection, twenty
paintings were representational, to a greater or lesser
degree, and twenty were ﬁonhobjé%tive. Artists ranged
" from ﬁarold Beament, A.J._Césson, Jean-Paul Lemieﬁk, Arthur!

Lismer, and Goodridge 'Roberts to Jack Busq, Graham Coughtry,

Marcelle Ferron, Rita Letendre, and Jean McEwen among others..

\
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’v,ﬂ The company s poligy to maintain stich’ a balance is

N

reflected in an exhibition presented by the Montreal

o~ : Museum of Fine Arts 1in 1978,. Eainting from the CIL Art.

Art Collection In that yeér Russell Harper served as .

- n professional\art.adyisor to CIL.

Shortly after forming the collection, management

<«

Y decided that the art work should be made available to the

general public, ii the hope that this would bring a
\ ~ €«
greater aWareness of. the achievements of Canadian artists.”

v

. Over one hundred and ninety exhibitions have been held in
» P2
more than one hundred different cities and towns throughout
. \
Canada, including the smallest rural communities in mining,

i

and pulp and pager townsﬂ In 1982 CIL received an honorable

~ mention at the Financial Post Buslness in the Arts Award, .

- , . N
L 4 . -
] , for dnnovative support. -
- ‘ " In 1979, the company relocated its headguarters
v . : LK) ™ '
] in North York, Toronto. At the same time as the new

b#®i1ding was being designeds plans were being,madé to
" assemble a collection of,art especially for it. It would

- 1nclude commissiloned works for the board room, reception

©

areas, cafeteria, and public-spaces, ashwell as works on-

\ >

o paper for odther areas " The commissioning’process, "reaily
' stemmed from our wish to have, an intimate relationsﬂ%p

between the building on the one -hand, and the arb ]
#incorporated in it on the other hand. "87
‘ - N ' .
Artists were 1invited to look at the building plans

;
L Y
, .*\: ‘Jand/models‘and werg giveén samples of intérior fabricds;
4 s . K .

.
\ - : °
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colours and materials used. They were asked to submit \,\
A a ) .

ye ’ppoposaIS'fbr an art work in & space qiitmsnited for‘their v

\!
bartibular art form, keeping the criter}a in mind. Twelve . '

A\

directdr of Visyal Arts Ontario, gﬁth.an art committee of

o

i ’ B .
several company executlves.
\ ]

! -

) B pieces;weré chosen by William Boyle, then executive g. - ) S\
|
e - |
i+ In the four reception areéas are Angelo di Pettaff |
. ceramiq murai,.Karyn Morris's hard blown leaded glass ‘ {
panels, a g;opd configuration of laminated plywood and
white fiberglass by Don Proch and woven'tapestry panels by °
jdanna Staniszkis. In the cafeteria there are free standing
‘wooden.sculpturei by ‘Nubuo Kubota inspired by J;panese wood- . ;
cuts. o : ' N .

There has been som& discussion of the idea that ,
these‘éommissions,and others at CIL silen®®d the controversy
between 'art' gnd 'craft'. Every work, be it of wood,
glass, clay, 6£ fibre, is an ex;mple of the arﬁists'
imaginat;vg'use of medium and idea,.with the matefiaIS‘being .
a secondary conslderation, and selected because of}the original

. . /
88 The CIL collection in‘fofonto 1s alsh exceptional

idea.

in that it is the first instance in Canada of a corporation

commissioning so many large scale works in mediums otﬁer
. . %han painting. In March 1982,. the company 'received a

7 ¢

Financial Post Business'in the arts AQprd for this project.

.
\

In addition to the commissioned art, there are -, L S:;

"200 works on paper, collected by William'Boyle‘from across
. - Bl . ~ B

" ' the country, including limited edition etchings, lithograph

» e

)
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serigraphs, mixed media drawings and pastel on paper works

by artists such as Jack Cowin, Bob Evermon, Doc Proch, e

Katherine Surridge and Ken Lockhead among others. CIL's

investme%t in art was one percent of the éotal cost of

building: A figure used often 1n business, and previouslyv

by the federél government.80 -
The’art cgllection at Lavalin Inc. a Canad%an

- [
owned  and Montreal based engineering and cons)lting firm

/ :
began in ‘1966, due to the initiative of chief executive

ot

3

offiger Be}nard Lamarre. . He and his famiiy have had a

gréht intérest in art and have a collection of internatiocral ~
art in théir home. When Lamarre entered the Lavalin firm

in 1955,KQhere we;e four or'five works by grieghoff but

i

it wasn't until 1966 that the company began to acauire

! -

lworks by:living Canadian artists.
’ ";Thesg were selected 5y Lamarre in a more or less
‘casual way untilvl977, when the firm. asked Leo Rosshandler,‘
. deputy director.of the MMFA until 1976, to be the consultant
‘for thg‘collection. Altﬁough Mr. BOSshandlér has glven the
co;l;ction organization and direction he explains that
"Befna?d is the motivatof}ﬁﬁgwbuys with me, sometimes éloﬁe
here or when he 1s on a tripx In strict conformity with
corpq?ate structures...there's fuli accountability, with a
budgeé, ihsuﬂ§nce, etc. The éollec%ion was buii:\brigk-by
Srick and 1f we miss an artist in the collection, then we
.miss;him. We don't have“toljustify ourselvgs to the art v~101"l<i.""90

1

There are 400 contemporary worksmby Canadilan
i Y W
~

/ U S
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. . Y
artists, ninety pércent are paintings, fivé percent sculpture,
and the balance are works on paper and tapestries. Based
on the work of living artists, the focus in primagily.but
not entirely on works from the 50's and. 60's, as the
collectlon also includeé more recent wark from the 70's
and 80's. In front of 1130 Sherbrooke St W. where Lavalin
" 7 .

A\

‘has its head office, one seesoRbbert Russill's Totem a .tall

M 4

sculpture ma%e of B.C. wood. 1In thé lobby are works by
Micheling Beaucheﬁin, Cbafles Gaghop and a tapestry EJ
the Viennese artist Friedrich Hundeértwasser. Wérks by
artists from across Canada including Jack Busﬁ, Alex
Coivillga Ken Danby, Toni 6nley, Michael Snow are .

Y

installed in offices, necéption areas, and much of the .

space used by Lavalin employees. :

The company has also assembled a séparate collection
of contemporary Canédian graphic art works-entitled Prints'
and Plates. "The unusual graphics collecti&n comprises
not only a conslderable ﬁumbér of Canadian prints, but
also inclddeq/fhe very plates from which these prints were
pulled. Thus it is possible to view side by side the paper
“which bears the imprigt and the plates bearing the artistis

a1 *

carved or etched."” "The 1dea came-from Bernard," says

"Mr. Rosshandler. "He didn't Qant to collect multiples,

Just originals and thatoﬁas an original way of thinking.

Qhe artist for the only print and the plate which

w92

We pay

is scored against further use. The prints and. plates

)

have also been the subject of an exhibition orgahized by

Leo Rosshandler entitled Prints aé% Plates, 23 Quebec

1

.
.
’ ‘ ‘

p
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a3
Printmakers. -

Upon returning from its exhibition circuit, the
prints and plates will be hung on the the walls <y
of the Lavalin offices. They will provide

a cultural and aesthetic dimension to the work
place.. Lavalin employees will have direct
access to the best Canadian art has to offer.
An anecdote may be appropriate here;_ the
employees who assisted in preparing this
exhibition have been so affected bty the

prints tney saw being assembled that they

have decided %o acquire some for thelr

own homes. Art in the working environment

does indeed provide a culturally enriching
.experience. " C

The prints ,#nd plates in the Lavalin colilection

are only one part of the company's cngoing art program.

Lavalin sponsored showlngs of The Art of.Cinema Arimatlion

-

in 1382 at the Montreal Museum of Fine Arts where Lamarre
is a member of the executive ocmmittee and chalirman éf 1£s
Canadlan art acquisition committee. There have aléo‘

teen exhibirions at Man and His WorId, organized by Lec.

Rosshandler and funded by Lavalin, including Forum: Young

Quebec Abstract Painters:'reke:z>Quebec art's vision of

nature, in 1980 and Fire and Fi¥res: Quetec Ceramists and

Weavers in 1981.

New Image Alberta, a collection of paintings by

Alberta artists, was assembled by Valerie Greenfield, curator’

of the Art Gallery of the Alberta College of Art for a

I t

, clculating exhibition which opened at the gallery in October

|

1982. , \
. . s .
In the same year, Lavalin jolned with Fennell,\

Cochrane Assoc.ates Ltd. of Regima to form Fennell, Cgchrane,

~
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Lavalin. To mark the opening of thelr new offices at

3303 Hillside Street, Regina, an exhibition of twenty

works from the Lavalin Collection went on display for public

viewiné from ngruary 17-26, 1983, The paintings were

selected from various Lavalin offices -across the country.95
Lavalin's art éfogram.which includes "the building of

a substantial Canadian collection, and the sponsoring of

travelling exhibitions intended to acquaint all of Canada

n96 is an

with the work of artists from a glven province,
ongoing phenomenon. Each year, a sum is set aside by the
corporation to spend on the art program; expenditure 1s
based on a fraction of a percentage of {its totéi billings,
amounting to approximately $600,000 in 1982.97

The Toronto Dominion Bank collection of Canadian
art began in 19€2 when Pres}dent Allen Lambert asked
Martin Baldwin then director of the Art Gallery of Ontario,
to advise him on the acquisition of works by Canadian
artists of the twentieth century. Dr. Baldwin worked with
an informal committee of bank bersonnel under the chailrmanship
of the prqﬁident. During this perliod the bank ac¢quired
p2intings by Goodrldge Roberts, Lawren Harrils, A.Y.Jackson,

J.E.H. MacDonald, A.J.Casson, Marc-Aurele Fortin, Emily

AY

Carr and David Milne.

The focus of the collection changed in 1964 because
of the relocation of the bank headquarteré to the Toronto
gominion Centre iﬁ Toronto. Deslgned by architect Mies

V,?ég\dér Rohe, the centre provided "a modern building ideally

~

-

™
f”"\;;—\
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sulted to a contemporary collection."g8 Between 1964 and
1968, the year of Martin Baldwin's death, the bank
purchased works by artists including Paul Emile Borduas,
Jack Bush, Harold Town, Claude Tousignant, Guido Molinari,
Jean McEwen, Michael Snow, Gershon Iskowltz, Jean Dallaire,
Gordon Smith, Takao Tanabe and Paul Fournier.

At the same time, the bank began a print collection
"to ensure that the quality ofbart in all office and
reception areas of the new bank building were consistent
with that of the executilve f‘loor’s."99 Prints were also
Installed in major bank branches as a point of interest,
and where possible, in the more neutral areas where they
;ould exlst in their own right. This was made possible
with the help of architectural plans, installation
measurements and relevant instruct;ogs forwarded to the
branch élong with the art work. The bank was adgised by
Jules Heller, then Dean of the Faculty of Fine A;ts at
York Univérsity and an expert in the field of printmaking, .
‘and Mario Amayo, then Chief Curator of the Art Gallery
of Ontario, who introduced the committee to works by
artists such as Jack Chambers, Greg Curnoe, Gordon Rayner,
Jacques Hurtubise, Yves Gaucher, Kenneth Lockhead, and
Ivan Eyre.

~

In 1971, the bank's collecting activities wered

cdntinued at Pacific Centre in Vancouver, the first in a

series of major building developments, coinciding with

thelr expansion westward. It was decided that local artists

A3
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i
would b% supported whenever possible, and the bank sought

the a vice of Deris Shadbolt, curator of the Vancouver Art
Galle y; in selecting the work of young west coast artists.
Guided\ﬂy Mario Amaya, the committee chose sculptures by
Roy Kiyo%ka, Gary Lee-Nova, Gathle Falk and Glen Lewis,

and painting and prints by Tony Onley, Claude Breeze,
Michael Merris, Brian Fisher, Don Harvey, Allistalr Bell™

and others. The bank's selectlon of work by these reglonal
. S

v

artists received much attention. Vancouver Sun critic ‘
Joan Lowndes wrote;

Most of the 20 artistd represented had known

for weeks that their works had beén placed

in the Tower on approval. As they waited

for a final decision they fluctuated

between hope and skeptlcism, many saying

that the bank would never aéceggoanything

so' radical. But the bank did. '

By 1972; the size and level of activity in the’
collection suggested the need fqr curatorial personnel.
Arthur Emperatori, then curator of the Hart Eouse Collection,

5
was responsible for many aspects of the bank's collection
as well as acquiring original prints for the branches.
Since 1975 there has been a full-time curator to ensq&e'
proper maintenance and development of the collection.
Presently Pat James, an Art History graduate of Queen's
University, is responsible for the selection and distribd%ion
of the graphics and all custodial  matters.

For divisional offices, Edmonton, Calgary, Reglna
and Halifax, the bank has collécted works by local artists,

as well as by those from other parts of Canada. At times,
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‘earlier acqulisitions originally installed in the Toronto

Head (ffice were also shared, with the newer locations.

A hard-edge Takao Tanabe landscape Summer Cloud (1967),
purchased in 1968, and a later stained canvas by the artist

entitled The Land 29 1973, purchased tn 1376, were both

installed in Edmonton along with works,by Otto Rogers;
Art McKay, Lyndall Osborne, Gary Olson; Yves Gaucher,
David Bolduc among others. In Calgary are large paintings
by Ron Bloore, Bruce O*'Nelll, Sandy Haeseker, Barbara Roe
Hicklin, Ivan Eyre Jgd Joan Willsher-Martel. The divisional
heedquarters have comprehensive selgctions of work by
Alberta printmakers. A, 16 foot canvas by B1ll Perehudoff
1s Installed In the main branch in Regina, and in Saskatoon,
a - painting by Dorothy Knowles and prints by Derek Besant.
During this ti%e, the earller installations were
reveiwed, new works integrated and others redistributed 1in
order to update the collection and to provide a change
for the employees of the bank. In this period the Toronto
Dominion published an illustrated catalogue{yhich was
essentlially a record of their acquisitions during the past‘
fifteen years. Chairman Allen Lambert explains in the
Introduction that "the tas? of selecting the works for
reproduction has been difficult. Regrettably, but for
obvious reasons, the numbegﬂTs'Iimited. The selections
have been made primarily to illustrate the breadth and
balance of the collector, ... there are artiets whose work

we would like to have included but could not."+9L

L8
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He also explains how and why the bank developed their
collection and acknowledges the invaluable efforts of
. the professionals involved. "

The Toronfo Dominion aléo has a collection of
Inuit art,_developped to honour Canada's Cenntenial.
Once again it was Allan Lambert who engaged experts in
the fieid to form an advisory committee. Co-chalred by
M.F. Feheley and C.S. Band , two leading collectors of
Inuit art, the éroup included Géofge Swinton, author ,
of books on the subject and then professor at the
University of Manltoba, Mrs. Alma Houston whose husba%d
Jim had initiated the modern eskimo movement, Willlam
Larmour of the Departm;nt of‘Indian and Nérthern Affairs,
.Martin Beldwin, and several other'experts;\

Members of the committee travél;ing north and
across Canadal from 1965 to 1967, collected over 1,700
p¥eces. These included carvings in soapstoge and bone,
ivory miniatures and graphlcs covering the ﬁeriod 1340 to
1967. The Eskimo art was combined with the earller purchases
for use in the Head 0Offipe, Divisional 0ffices and Branches
across the country, and a full catalogue (pow out of print),
with an essay by George Swinton, was publi\shed.102

The Steinberg Inc. Art Collection bggan in 1972,
when the company renovated their corporate hgadquarters
in Alexis Nihon Plaza in Montreal. ¢36,000 Qas spent from
1972 Pg 1973 on the acquisition of a group of\grt works

- 1
for phe executive board room and several execugive offices.

\
Paintings were selected during this pericd by Sﬁfinberg

\
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President Mel Dobrin, homself an a%id‘cbllebtoroof Ganadian
art, with a personal collection of works by such artist.

~as Cornelius Krieghoff, J.W. Morrice, émily Carr, David .

R 1

k!

.Milne and’painters‘froﬁ the Group éf Seven. His selections
for the company, bought from Montreal-art;dealers Klinkh;f?
and Kastel'ingluded works by Haro;d Beament, F.S. Coburn, o
T.H.Garside, John Little, Arthur LLoy, H.J.Simpkins;
Emile Lemieuk, H.Leslie Sﬁith, John Walsh, Bruce Ledaip,ﬁ
. Kathleen Daly, Sam Borenstein, Alﬁert Cloutier, Henri \
Masson, Gordon Pfeiffer, and M.A.For;in. Mr. Dobin also
lent works from‘his:personal coilection for installation
in several executive office. These included paintings hy
the same éroup of artists. In 1978 an additional $l§,300
'was spent on works by Marcel Fectéau, Sam Eorenstéin and
Sténley Cosgrove for executive afeas of Miragie Mangn N
Offices, also owned by Ste;:berg Inc.103 |

‘ \In 1973, the idea of forming a contempora;y co%leé-
tion of Canadian Wworks on paber for the eompany was initiated
by H. Arnold\Speinberg. fAs opposea to the earliey purchases,
part of a.one—time project, tb? acquisition of contemporary
works would constitpte an ongoing art program. Mr: Steinbefg'
has expressed that these works would fulfill a different
need, that of Junilor employeeswand general office staff
who had geénerally speaking, seeg‘little of contemporary art.
A comprehensive collect%on of works on papeq@ rather than

a smaller group ,of expensive paintings, wouldwgetter serve

to fill'requirements for art in all Steinberg offices. At



Th
'théwéame time, the'COm;any's collecting activities would
be beneficial to artists and art,galleries in canada.?"
‘That Mr. Steinberg has a great interest in modern
and”conteﬁporaryrart, as well as being a knowledgeable and
‘reputable collector himseff, has been.the most important
factor in the development of tﬁis corporate collection.
His personal collection includes works by Plcasso, Braque,
Giaéometti, Matisse,‘Adolfé Gottlieb, Helen Frankenthaler,
Kenneth Noland; Jean-Paul Riopelle, Paul-Emile Borduas,
NYvés Gaucher, Guido Molinari, Rita Letendre. ‘Many of these
worksvhave been loaned to museums and$public art galleries
in North &merica,&ﬁd in Europe.105
- Subsequently he personally selé%ts all the art for
lthewcorpoya;e collection from Canadian art galleries or
from artists' studios. Over $350,000 has been spent
since on the Steinberg Inc. Art qulection-which includes -~

850 works. There are 46 paintings, including a major

‘canvas by Jack Buéh. Agpil Blue Rose, 1970, purchased in

i98l, while works on paper\make up the balance of the
. collection. Over 200 arti;ts are represented, with
;pproximately one half working In Quebec. This relates
to the fact that Steinberg is a Quebec-based corporation,
wishing naturaliy to'support the art?sts of the province.
Ahd, as Mr. Steinberg resides in Montreal, Quebec art 1s
most accessible to him. Artists from Ontario, western
Canada,.and the Maritimes are 4lso represented. Included

among many 1in the collection are Pierre Ayot, Ed Bartram,

Jack Bush, Louils Comtoils, René Derouin, Kosso Eloul, Chris
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Finn, fves Gauchér, Ronald Headland, Jacques Hurtubis ;
Flemming Jorgenson, Chrils Knudsen, Fernand Ledué;/Jean
McEwen, Shirley Ng, Tony Onley, William Perehudoff, Don
Proch, William Ronalé, Robeft Savoie, Sylvia Safdie,
Pierre-Léon Tetreault, D.C. Umholtz, Bill Vazan, Rqéert .
' Woclfe, Irene Whilttome and Russel\Yuristy.\

Work .in the varidbs printmaking techniques such "~

-
et

as etching, lithographyfﬁséfigraphy,'és well as drawings
and mixed media works make up the collection. They are
installed'in four locations 1n Quebec and two in Toronto.
Thef@ is no reference to a partiéular theme such as |
regionalism and*®* in the di;tribution of the works 1in
Steinberg offiée, employees have an opportunity to view
work b& artists from various parts of Canada. Future
plans in fact, 1include & major relocation and exchange of
works from all/sdivisions, with the idea of showing emﬁioy;es
" the entire collection over a perlod of time. Since 1981
Steinﬂerg has employed a part-time cu%ator, ?espthEBle
for carrying out sucﬁ projects,és well as the instaggiiézﬁ,
general maintenance and doéuméntation of the collecgion.
United Westburne Industries Ltd. begun buying
contemporary paiﬁtings and sculpture in 1974.° Once aghin
the initiative came Trom company exe;utives who had great
interest in art.’ Chairman of the Board John SCrymgeour
and his late partner Bill Atkinson hdd In fact bought works
for thé com?any prior to 1974, beginning the collectidn

with a group of 1late Impressionist’paintings, Rodin bronzes’

0
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and early 20th century sculpture. At the enid of 1976,

. . o
Mr. Scrymgeour and executive vice-president Sam Abramovitch

. «

alsd an art lover and collector, decided to make a more
formal commltment corporate art collecting and hired Karen
Wilkin, a well-known curator of contemporary art, who had-
spent most of the 70's as Chief Curator of " thg Edmonton
Art.Gallery, to advisenthem on the collection.106'

Over .one hundred pleces including paintings, works
on paper and six sculptures make up the Westburne Collection
which is installed in two Montreal locations, two in Toronto;
one in Calgary, one in Richmond B.C. and ‘soon Hamilton as
well. goth Wilkin and Abramovitch emphaslze.a persohal
approach to collecting at\WEStpurne and see 1t as being
"one of the few corporate collectlons in Canada with the [
idiosyncracies and biases‘of a private collection."l'07
Mr. Abramovitch, involved with Moﬁtreal's cultural avant-
garde since. the U0's has a special interest in/gﬁkbec art
which is well represented- in the Westburne Collection
by such artists as Charles Gagnon, Jean McEwen,,Yves Gaucher
and Ulysse Comtois. Karen Wilkin's knowledge of Toronto
pai#ters and Western Canadian artists, as well as her
modernist concerns in general, are reflected in her prefer-
ence for such artists aa Jack‘Bush, Gerson Iskouité, David
Bolduc: Dorothy Knowles, William Pérehudoff,icarol Sutton°
and hobert gxristie. Abstraction pervades, Wilkin explains,
because "there have been more outstanding abstract artists

in'ﬁanada (as- elsewhere) in recent year§?"108



. ‘ ’ oL . - - l °, SN
b 3 L4 q . ‘ .

B . ) ' ° t-:-".\ .
\ oo £ N e . .‘\ s RN 7,:{
9 . © - . . .

- y . . '~That=Westburne will puﬂghase several works by one

v ) artist, tracing development or change as thelr art wvolves

/

~. B and including works in various mediums, \also relates to. tha
. ./’ 'persona*l' ‘approach to c\ollecting'. h re\are not less than

\ » o, se‘;en works by Dorothy Kn\o\ﬁles for ’ex ole ;a\n“d_ these . ".:;
" date frem l97ll to' 1980 -David };o‘ldu s repr\esented by "

. ‘e 5 pieces, ain mediums including pencil collage and/
N ' c

(\ lithogre{phy, acrylic ‘and collage on canvaé: acrylic.on

‘e  paper and acrylic on canvas, dating from 1975 1981.

" In the catalogue, Selectfions from The Westburne

+

’

. "‘.
~ d \\ Collection, Karen Wilkin wites "I,t's int\e'[esting{that o

even ‘though the original intention wags to assemh&e a gyroup

>
3

}” o'f indivi'du,al],y superior ,w{é)rks,- he result of Westburne's v '

’ ]
\approach to col.lec'tin,g'is a good cross section of Canadian

? 0

g . , ! . P
. \painting in rrec‘ent years .° THere are conspicuous ommissions

. .. ~ A
. -and possibly capricious inclusions, which 1s part of what i
4 J ‘, A
i glves the collection individuality and character; however
A /- P

theycumulative effect o this group of pictures.by new ) -
{ .

". Canadian )artists, thel collea@ues and predecessors, igs to

-

F allow us to see the evol ion o34 major concern,s and notions

- of what painting can be. 09 ‘ j o !l

- T

Clearly, the Westburne %cquisitions are more

4 ¢ s - » ' |

¢ . inti‘mately bound with»important art concerns than with \’1,.

\ideas relating to art in the ocorporate environment f There

Ll

is little emphasis placed on educating the 7\ployees about

£ » . 4
. .o art other than exposing them to the works themselves J\ 0
e - > @ {
- ® There are no lectures, cultural%)rograms or employee arg

Pl
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. - art collec 1lons developed in the later 1970's and early
"1980's. Nevertheless, except for exhibitibns, tpe art

‘Worgs belong in the offices for the use.and pleasure

a -

committees, all of which beceme a part of many corporat

the empieyees, who have almost at this point in time

accegted‘even the*most abstract works as ,a happy par

of their working environmenz.lll

Teleglobe Canada Was ﬂjﬁit conceived in 1976. Prgsident”

and chilef efecutive officer. Jean Claude Delorme was a

"major force behind”the project. Qriginally more olved

.arts and busines

~

in the area of performing arts as first president of, ‘.
hJ : ’ '
Montreal opera, and a key figure in the development of -

[

Place des Delorme headed the five member jury of

r \

~and the Arts in Canada ard the Canadian Conference of the

Arts of the 1982 Financial Post Award for Bdsiness in the
Arts, at Roy Thompson Hall S ﬂk

r) .
. The original collection at Telegfobe consisted of -

\ ’
97 works chosen b}\three outside Jdvisdrs, Andrée Paradis,

Pierre Desjardins and Henri Barras who selected work, by

a v 14 s

Quebec and. Ontanlo artists 1ncluding Davdd Bolduc, Marius

Dubois and Graham Conpieni.112

Co—drdinator of Cultpral
Aéﬁivities, Noreen Corrigan, became resbonsiple*for‘the
art collection 1in 1981 and clearly outlined the propos%yé

of Teleglobe with regard to their art acduisitioné program

\ in a numger of intercompany letfers or memos Mn March 1982.

/

’

et

~

J

o,
" people choéen‘by the Council for Business \\1’ :

B

~

A
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fhe‘main objectives were to create\opportqnitieé for

!

J
I Ny
taff's work area

/ ) N .
ésp&byees to inerease thelir awareness and appreciation of

!
jthe visual arts in Canada, to enhante the s

./wiph paintingé, ¥rawings, prints and sculpture, and to

/ pgovide support and encourageme%t to young 5anadian artists
‘at the outset of their’career§ by buy%pg their w?rk.
art acqﬁisitions‘aééﬁselecteq by a

rolg and responsibilities of committee

Teleglobe

N )

/"scommittee and the
i 4
i

membérs have been outIgned by Ms. Corrigan. They are to

\ .
arrive at final decisions on the purchase, loan and rental
- \ .

i

!/
of works for the coMlection, based on the recommendations
L
aware of new trends

b

o

of the co-ordinator. Members should bé
in Canadian visual arts which wowld be piséussed in meetings

and lectures organized by the co-ordinaﬁop. They would
|

. . i ' .
also’participate in visits to art galleries, museums ,

/
ar¥ists' studios and workshops' and recommend an annual
\ .
lude ﬁhe maintenance of
tion qr the works, y

Other responsibilities inc
<' )
a

-~

[y

/ budget,

‘the collection, location and reloc
Hﬁsurance and registration, la?elling, st%rége, research on
»agt'and art;!%s as well as preparing exhiéitions of new /

Whether these taské, whicﬁ\in many cases

‘s responsibilitfﬁ

acquigitions.
require some professional expertise, are ih faet carried out
by committee d%mbers 1s unclear, and it seems fhat much

N

L}

of the curaterial work is the co-ordinatob!’
» “ )
The nine Teleglobe employées on the committiee presently

»
2

include an foicewfupervisor, a designer, a personal
staffing advisor, a policy and plahniﬁg,man ger; a supervisor
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4 : )
in network control, a legal advisop, a real estate and

facifities designer, a receptionist and the co-ordinator.

If necessary and whegn in line with budget provisions made

for this purpose, the committee may call upoﬁ the advice
of ocutside experts.

The co-ordinator, who acts as secretary and the

-
only permanent member, is responsible for commlittee records,

for submitting an annual budget, making fecommendatioqs

<

and proposals for the acquisition and loan of arrlfyrk
and ensuring that c9rporate policies are implemented iﬁ the
areas|of cultural and leisure activities. The ﬂrf Acquisition
Committee is responsible‘to éhe President and Chief
Ex;c;£ive Officer. " v
Therg are approximately 160 works by 100 Canadian
artists from across the country 1in the collection. As
there were previously more works by Qhebec and Ontario
argists, effofts in 1983 to 1984 have been on acquiring
art from Western C nada,ﬂand the Atlantic provinces. The

e

collection is initalled in Teleglobe Sanaﬂa offices 1ih
Quebec,‘bntario, the Atlantic Provinces and British Columbia.
Eaintings are also iocated satellite earth statioqs such
as the one in Lac Cowiehén, Van¢couver Island.

‘ The co-orééahtoruhas organized exhibitions of the

colléctiqﬁ, set up - by company employees on location.

Contemporary~Prints pgﬁQuebéc Aréists in December, 1982

and From Sea to Sea, Deégmber'83, which included work by

twenty-five artists from across Canada,,were'held.in Montreal)
’ « . , 4
o s .

o
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and thirteen pelces were shown in Toronto, January 1983

in an exhibition gntitled Selections from the Teleglobe

ar
Canada Collection.113

) Although the Bank of Nova Scotla's most immédiate
contribution to the visual arts in Canada is their
current contemporary Canadian collectipn, 19th and 20th
century pértraits of Bank Executives, engravings as early
Canada, as well landscape baintings$;nd waterco#ours,

were purchased by the bank beginning in 1832. /These

include Robert Field's portrait of William Lawson (1808~ ’

N P 4
1816) Robert Harris's portrait of Thomas Fystie (1875&;>

E. Wyley Grier\g portrait of Charles Archibald (1920) and

William Gish's Hon. Mather Byles Alman ovortrait (18€1- .
N -p

1862). Other works such as Beach at Palling, n.d. by

Edward Seago, a set of Halifax engravings from 176U-177f

by Richard Short, as well as Study of a Girl in a 1

Classical Landscape (1800) by John Russell, are alsd’p&r?

/

of‘fne Historic Art Colle¢tion which includes over 350
morks. Many remain in Halifax, home of the bank's first
head office, while others are installed in General Office

in Torqﬁto. Several of these works including ¥lelds'

William Lawson portralilt, and Edward Seago, English Landscape's

have been frequently lcaned to outside exhibitionsa~ such

as the Robert Field exhibltion organized by the Art Gallery
of Nova Scoti;;{iu
Separate from the Historlc Art Collection, 1s the

current Fine Art Collection developed in 1976 with the

) . a . R
. . .
. .
. 3
] <y
. ~
)
s ‘
.
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openiﬁg of Scotia Centfe in Calgary. A program was

initiated by the Bank

. to introduce coherency into the collecting of
fine artwork ‘to be displayed throughout the
system. Phaf§e I is designed to meet the
needs of corpqrate a#fairs, meetling rooms,
~and publicly accessible areas in.our Canadlan
regional office buildings; branches 1in these .
buildings are also belng consldered. Phase "
I will benefit other branches.

The artworks, combined with the individual architectural
de§ign of the buildings would contribute to a more
pléasant and stimulating environments for employees

-~

and visitors and the purchase of the works would help to

-

Five hundred paintings, works on paper; tapestries

]

'%nd”sculptures are Included 1n the collection. Filnal

po&icies regarding acquisitdons, display and conservation

are made by the Bank's fine art committee whose members

"include a varying number of top, level executives and SK

the president. -
The Bank identified fgur ardas of involvement in
the Fine ‘Art Program which include the acquisition, ;

display storage and care for the morks. . These responsibilities

are co-ordinated through therbank's archiVes. Corporate

archivist Mrs. J.E. Nokés, is trained in the field of *

the visual arts and also acts as advisor and cufator

3
S

fior the collection. ‘Qhe Bank Q{\fova Scotia 1s probably
one of the first corporate collectors in Canada to link

thelr art and archival onrograms. The liason supports their

2 '
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consideration of the fact that both require proper
documentation and conservation. It also suggests ﬁhat the
bank has reallzed an art collection's many v%}ues in
addition to 1its decorative element (which appe&ésmt&_ N
hé&e been a most important initiative) and these values
merit‘proper attention.

Essentially, guidelines for® the fiﬁe art colléctybn
dictate that artworks chosen would add and compliment th;

!

tectural surroundings, characteristic of each

In many cases tod, aﬁrégional emphasis and
a commitment to local art scenes becomes apparent.h For
example, the main branch interior in Brunswick S@uare,
New Brunswick is constructed of wood in a way suggestive
of both the careful woodwork of generations of ships
built %n the Maritimes and phé quality of wood d%ailable
to do it.116‘ At the same time, péneled partitions neay

an entrance in the bank featuring sailing images, becomes

a backdrop for Christopher Pratt's Untitled Tapestry, 1977. <

The Brunswick Square collection also includes such works

as Tom Forestall's Delaps Cove, Bruno Boback's Saint John

Harbour, William Kurelek's Soviet Ship UnLoading Cuban Goods

and .Edna ngr's Self 1s a Sea, among others.

Again in Vancouver Centre, built in 1977, special
mehasisﬁis placed on works by artist§ living and working
‘in British Columbia. The collection includes examples of
North West Coast Indians art .such aé Jimmy Johnny's 6

foot Totem Pole and Lucy's stone cut The Family Speaks of

iy



84

the Owl. WOrks'by Jack Shadbolt, Claude Breeze, Toni Onley,
E.J.Hughes\and gsn Wallace also in the collngion again
complemeht architectural characteristics as in'this case,‘
the ceiling, which features a forest of suspended glass
decorations. .

THe fine ért collections insWinnipeg (1979) and
Sask%;oon (1980) béth include the work of lééding Western
Canadian artists, "distinguished by their ability to

represe%t the Canadian laﬁdscape in 1ts natural, social
117
n

vy

and metaphysical vastness. The Winnlpeg collection

features the major painting Coulee 1976 by Ivan Eyre, as
well a;’works by such'artists as Ken Lochhead, Takao
Tanabe, Gordon Smlth, Otto Rogers, Nicwglas Houghton, Derek
Besant, Alexéndra Haeseker, and William Perehudoff. In
Saskatoon, works by David Denyse, Med?ie MacPhee, Ian
Serr and R.Wayne Eastcott, on canvas and on paper are
'%ncluded amoné numerous other artists from Western Canada.
écptia Place in Edmonton, completeg in 1982, features
ney\ﬁgrk by Barbaré Bélachey, David Bolduc, Judy CGouiln and
David Pugh.

The Bank of Nova Scotia regularly loans works
from the fine art collection for exhibition in public art
galleries and museuﬁs.4.Most recently, works by Ivan Eyre,
berek Besant, Alexandria ﬁaeseker, and Jack Chambers have
been loaned. In 1982 a painting by Ulysee Comtoils was shown

i

in his retrospective at the Musée d'art contemporain in
!

Montréal. A work by William Kurelek wgs part of the

exhibition Kurelek's Vision of Canada, the 1§83 show

3
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organized by Jéan Murray of the Robert McLaughlin Gallery
in Oshawa. The two-year circulating exhibition. will have
been on view in fourQeen.communitie; in ten éanadian
pro&inces.

The major 1nitia,tive for the Shell Canada Art
Collection which bffan if&1976; was the bulldlng of Shell
Centre in Calgary. An employee Degcor and Art Committee,
appointed early 1in that year, worked along with architects
and decorators initially to ensure that the centte would
become a pleasant place to work in. As a natural extension
of office landscaping, the purchase‘of art works followed,
an art acquisition budget was provided and the committee
enlarged to include eleven members.118

One thousand Shell emplo&ges were invited to respond
to a questionnaire deéigned to determine 'their art
preferencés. The result was a'strong bias in favour of
represenfational work. Guidelines for the collection which
included the Durchasevof Canadian art by both established
and younger liviﬁg artists were provided, and it was
decided too that help from outside sources would be
invaluable. The committee's .decision to maintain a balance
between the purchase of .representational and abstract works,
came as a result of the often opposing views on the part
. of Shell employees -and professionals tralned and working in
the field of the visual arts. ~In addition to employee

N

members and an in-house art advisor, others involved on _

P

 w

. several occasions with the art collection included

»
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préfessionals from the Art Department of the Glenbow Alperta
Institute, the Edmonton Art Gallery, tﬁe Winnilpeg Art
Gallery, and the Cana&ﬁan Arctic Producerg Limited.119
In a report to the president, Art Committeé
' Chairman Basil Shammas wrote in 1981 that over $400,000
waé spent on the acaulsition of over 860 works of arﬁm
and $300,000 on administration and gxhibition of the
collection. In addition to paintings, the collection
includes works on papér in various mediums, and a few
pleces of sculptgre. Work by wgst Coast artists, art&gts
from Eastern Canada gpd a large éollection of aft from
Alberta, features the country's established and iesser

o
known. artists such as Barbara Balachey, Claude Breeze, Robert
Chriétie, Yves Gaucher, Lise Gervals, David Bolduc, Graham
Coughtry, Edna Myers, Wi#lliam Perehudoff, Bill Lobchuk and
oghers. o - ) y \

The initial idea of improving the work envirqnment

and stimulating intérest in the visual arts among Shell
employees, also.inciuded sharing the Snell,Collect;on with
the general puﬁlic. By 1978 the Shell‘égnada Gallery was
established on the Mezzanlne of Shell Centre, for the
purpose of presenting parts of the éompany éollection as

~. ,
exhibitions. Five years as. an Art Collector was assembled

for viewing for Shell employees and for the Calgary public
in recognition of the company's fifth anniversary as an
art dollector. The exhibition was also made available to

residents of Red Deer, Alberta in October and in November =

- .

»
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*1981. Approxiﬁately L00 employees visited the Shell Canada
Ggllery on a regular monthly basis and 300 Shell empioyees
“;;dftheir guests turned out for thé‘bpening of the Montreal

Artists exhibition in late November of 1980.

There have also been ougside circulating exhibitions
of the collection, organized by public.art institqti;ns
such as Jhe Edmonton Art Gallery. wAnd, as part of Alberta's
75th anniversary celebration, an exhibition of works on
paper frgp the co}lection'was organizedlby Alberta Culture
and toured nine'Alberta‘cities and towns durlng the
centennial celebration. Shgll president, J.M. McLeod wrote
that "although our art would nonmaliy'be hung throughout
cur Calgary offices, it should, to the greatest extent
possible, be made available *for viewing by the public.
We hopgd that 1t Qould;the;eby stimulate additional interest
which.would ultimately accrue to the benefit of ‘our ’

artists and to the Canidian public generally."120

o

In 1983, Shell anhounced the completion of "THe

Shell Canada Collection." Having met its original objeckive,

J e

further acquisitions would be ;limited to specific selection
to "round out™ particular aspects of the collection. The .

company alsc announced its intention to close the Shell /
‘ /
Canada Gallery which had hosted over twenty-five

exhibitions.121

The art collection at Secal, in Montreal, was
begun in 1979, prompted by an 1nterest.in art on the

part of top executive members and the renovation of the

LAY

€
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company's offices. It was decided that since Secal was a
Canadian company, their collection would be O%f of Canadian
art,and as the parent company Alcan was a progressive,
modern concern, 1t seemed appropriate to concentrate on
contemporary art, encouraging as it werelfthe creative
energy of the art of the times,‘.lh22

J

Practically speaking, contemporary art'was also .

selected bectause of the unavailability of important‘works

by masters of traditional and historical Canadian art such
as Krieghoff, Morrice and Tom Thomsoh, és well as the
.extfh—ordinary high prices. By concentrating on the"
outstandiﬁg artists of the present, one could select works
of the highest quality at a time when tﬂey are most
accessible at the lowest prices. Rather than geography,
subject or style, the main criteria for the collection,
was to select 'ohtstanding', auality works of art. The

focus was, on the 'best of the newer artilists' and their

work 1s set in context by the art of more well-known artists

123

~

who have also influenced the younger group. The plan

was to eventually buy more than one work by each artist

and include the difﬁerent mediums in which they have worked

'so as to document their progression. The collection ) ‘

was to be a selective group of works chosen the same way . \\q/A*J

a museum mighé choose them.l‘?Ll ( ‘ ’ \
| A five member art selection committee was appointed,

chaired by W.A.Redman, chief administrative officer and

vice~president  of Secal. A mandate and guidelines were
-

+
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«“ . g ‘
drafted, and Karen Wilkin was selected to advise on the °
collection in collaberation with Arts and Communications
Counselors of Toronto. }n her ongocing position as advisor.
for the Westburne Collebtion, Ms . Wilkin remaine in‘contact .
mita‘vice;preaiﬁept Sam Abramovitch alone. At Sécal she
had to .take into considérationithe”tastes and opinions
of others on the committee. -The choice of works 1included ..
in both coliections althouéh many overlap, irldicate the
difference incurred by the two policles of selection

Secal also emphasized the idea that the collection S
woulddbenefit the employees by enhanclng and enriching |
their environment. The employees piay.an important role
in re1ation to the collection by being part of the art : :
commlttee. Members are chosen for their expressed interest ) T
in art. The committee was reeponsible Eor approving the ‘
works presented to them by the art advisors. At Westburne
on the other hand, littie emphasis 1is placed on establishingo
'a working relationship between the artqprofessiomal amd
the employee. Ms. Wilkin's responsibilities there include. -
ée}ecting art for the collection and organiziné exhibitions
of the work. Her position:at Secal érom Oct. 1980.tof
June 1981 appears to have been a most challenging one as
the committee had 1little or no experience with.contemporary
art. In order for them to understand what this professional
wanted to achieve in terms of an important and worthwhile

art collection, the committee needed more than a simple

‘presentation of the individual art works. They had to be
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of art

presented) with the idea of art Ltself. 1e5 L

One way in which Secal introduced the art’ works to

. % .
,all company employees was by. installing new acquisitions\J

in large conferencé rooms or other open spaces. upn these o
occasions, employees were able to chooese the work which’
would hang in their office or surroundimg area " Interested
participants would complete forms by indicating their

first and second choices from the works on exhibit £
drawing wag held to determine the distribution of the art
yorks " The response to.the exhibitlons, known.as 'vernissage'
was not unlike one occurring in an art gallery or museum o
situation Everyone received an invitation, but those

who actually attended and participated were employees i .

‘ involved with, the art committee, those who had. heard about‘
’vernissage', from other staff members, or those wheo workedfﬁ
on the floqr where‘the exhibition was held. ~Some people ,

were intimidated by the situation as they were experiencing

contemporary ‘works of art for the first time Others became

“so- involved with the ldea of the exhibition that they wanted.

to choose from the. larger works-already installed in
other qreas of the building. :

A catalogue was writt®h by Karen #ilkin for .the
. November 1980 exhibition‘Vernissage: our‘corporate collection.

»
She explained the concerns of the modernists, included

7

4

short biographies on the artists and their work and offered

a. good word of advice about how to approach the new works

3

& . ."’D

.
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it means approaching each wdng of art the
\ «  way Tyow would a new acquaintance, without

| ., preconceptions of_what 1t sholild look like ,or -
} be like. If you allow a gécturb to make itself .
\f known to you, “over a _perlod of time, like a
¢ - new.acquaintance*youﬁyill almost certainly

> find many things which will surprise you, °
\ interest you and give you pleasure, and the .
acquaint?nce, in time will become a friend.126

\

'Theﬁe are‘approximatéey 100 art works in the Secal

\

include Jean McEwen's Cellure Noiré 1959, Ulysse Comtois's La

collectién. Paintings by artlsts from across Canada

% CO8te Flurile, 1979, Jack Bush's Allargendo 1979, Jogeph

Drapell's Fire Dance'1975; ﬂhuglas Hayne's Emerald Sbreech,
] .
1979, Dorothy Knowle's Road to the North, 1979, 'and an

Onley's Valley Farm, from the ean&y 70's. Mixed medlia works

on canvas and on paper include Pink and White Spaces 1979

by Robert Christie, Orion Passage 1979 by Paul Fournier,

From the Equinox Series No. 2, 1979 by Katja Jacobs, Contre

Jour Series No. 5 1979 by Peter Krausz, and House in the
Country n.d. by Goodridge Roberts, among others. Collage,

such as Seals of Time V' 1976 by John Fox, Standard Time 1977

by David Bolduc and Lake Window # 5 1979 by Allan Wood

a;e also included in the collection.;/unglas Bentham's

Cascade 1979-80 an aluminium sculpture made specially for

its location in Secal.offices, was the first work in this

medium to be included 1in the collection of contemporary art.
SinFe the winter of 1981 and due to budget restraints,

Secal has not made any new acquisitions. Anne Lafoche, who

i1s currently managing the collection has'%}pressed however'

that the company considers their art programvéo be an

2



\(;E}hibitions"across Canada and abroad.

. a2z

\oﬁgoing one.’ In order Fo remain vis&ble and active 1in th;*
stual arts, and to demonstrate ‘thelr support.énd‘encouragement,
Secal contilrues to loan works from the collection for .
127

In 1980 fetro—Canada began collecting art with
the ldea of embellishing thef} new headquarters in Calgary.
Aloag with many othgr corporate collectogs,‘this p6mpany
-expressed that having an art collection contributed to
fheir 1mage as a good patron of Canadilan art. f%ey have
emphasized that their support is extended towards art
galleries in Canada too as they purchase works from dealers
across the country.

The collection includes 800 painting and works
on paper by living artists from all parts of Canada. As
of October 1982, Ontario was represented by 60 artists,
Alberta by 50, British Columbia by 35, Séskatchewan by 28,

Quebec by 18, and the Maritime provinces by 25 artists.

" Works by 12 Inuilt artists from Holman Island, Baker Lake,

Cape Dorset and Belcher Island and other areas are also

included in the Petro Canada collection. Although the focus

’
1s on contemporary art paintings by Lorne Bouchard,
A.J.Casson, A.Y.Jackson, J.E.H.MacDonald, Robert Pilot and
Goodridge Roberts have been acquired by Petro Canada.‘ The
majority of worfs, representing new and current developments
in Canadian' art, are ;& artists such as David Alexander,
David Bolduc, Ken Christopher,'Lynn Donoghue, John K. Esler,

@

Chris Finn, Betty Goodwin, Jaeques Hurtubise, Cornelia
'3
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Johnson, Chris Knudsen, Ken Lochhead, Landop MacKenzie,
AJean McEwen, Joanna Nash, Ton£ Onley, Don Proch, Gordon
Rayner, Micha!; Snow,.Serge Tousignant, David Umholtz,'*
Arthur Verner, foyce Wieland and Russel Ydristy among
many others. -

The art works are selectédzgor their inherent
value 3 individual pleces, and not necessarily. to trace
ﬁhe development in a particular artists career, nor to
follow a definite theme. Curator of the Petro-Canada
collection Art Historiaq Monigque Westra, 1s responsible
for selecting the ;rt works. Filnal acquisition decisions
are however, subject to approval by an art committee
coﬁprisgd of several executive members. In order for the
curator to assemble a worthwhile and important collectilon
of quality works, she must successfully"guide and advise
the committee on grt purchéses.

There is(a definite concern for the i1dea of educating
the general staff\at;Petzpédéﬁada about art/and for
stimulating their interest 1in the company collection. The
curator has sét up exhibitions of thel art works, initially
in various open spaces of the office and more recently,
in an area designated as an art gallery at Petro-Canada.
Works are displayed as they would be in a museum, more
dénsely hung as compared to the sparseness of corporate
inétallations, and museum tybe labels are included to

provide relevant information. Employee response was very

positive, and in addition to 'art seminars' organized by
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the curator, the exhibitions did in fact encourage great

interest in the corporate collection.128 The .genePal public

A
was also invited to view the art works and exhibitiong et
1A ’
in the art gallery are advertlsgd by Petré-Canada in

’
the press.

The Alcan collection began in 1983 with the idea
of embellishing the new world headquarters in Montreat.
Further 1mpetus'was given by executive members who had

also initiated the 1dea of forming an art collection for

éecal, a branch of Alcaff, in 1979.,; This compgny"unlike
many others in this study, has a collection which does not
focus on contemporary Canadian art, but includes works

by artists from across the globe, and from many different
periods.

All Alcan subsidiaries were asked to choose a work
of art from thelr region, and donate it to Ehe new buillding
in Montreal. No ;pecifications were glven regarding subject
matter, medium or period and the cholce and quality of the
work depended on the executives responsible in each reglon.
The lnterests were broad and phe selections were representative
of art forms 1inherent to each country or each culture,

The result was an eclectic collectlon, 1ncluding works 1n
various medlums ranging from paintings,works on paper,
antique and modern sculpture, masks, carvings, ceramics

and tapestries.

The art 1s grouped according to region, in relation

to the elght floors of Maison Alcan. Art from the United
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States and Can!da inciuding Terra Nova 1983, engraved doors
of anedifed' aluminium and stained pine by Luclé Laporte
and Joseph Marcel, Dorothy Knowles's o0il on canvas Road to
the North, 1979 and Robert Rauschenberg's 1983 print Hot
Shot is installed on the sixth floor. - Lépin Ameridgn and ’

Carribean Art, as seen in Coca Chewer c. 800-1200 A.D. a

precolumbian sculpture, attributed to the capable culture

of Southern Columbia and Bernard Stanley Ho’eé“s Ritual

Revival Ceremony 1983 an oil on canvas from Kingston
Jamaica. On the fourth floor, thred portraits in T)
lithography, by Kathe Kollwitz of Germany, tapestry in

mixed fabries - Les Femmes, Les Enfants, Le Chevalier

by Joanna Wynnykiw of France, and La Digue 1983, an oil
painting on canvas by George Laporte of France, are included
among others to represent Europe. Art from the Far East

is installed on the third floor including Ko-omote: Noh

ﬂggg, a Japanese mask by Selryu Okita of Hiroshima,
Magnolia, a 1964 watercolour by Horin Fukue]i of Yonezawa
City, Japan, a Korean Double Chest c¢. 1860 of pear wood »
with iron fittings, and a Kakiemon Ware colour vase with
patterns of chrysanthemum, produced by Kakiemon Sakaida
XIII. On the second floor, desiﬁnated foer art from
Australia and New Zealand, 1s a bark painting by Thompson

Utlgirri Narcanorlike, of Australia entitled Kadulmi the

Kangaroo of the Ubar, among other works. The first floor

features the art of Africa and includes carved, painted

and beaded masks of the Bobo culture, Dogon Culture and
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Yoruba Culture, two 1983 watercolours by Gordon Vorster of

South Africa, a gotton wall hanging frem the Ivory Coast,
2

and carved wood panels depicting Danse Villageolse and

Conseil de Justice on either side from Africa 1960 i .

Historicall& important works are dIplayed in the
north corridor of each floor. Speclal cases, simpleband‘
unobtrusive, have been\designed to blend in with the
environment, while conservingland protecting the more
valuable or fragile pleces. Large plain niches 1in the
stairJell will also provide a sﬁace for art works.

For the ground floor plaza and reception areas,
Alcan commissloned works of Canadlan art, plaging an
emphasis on tﬁe more primitive mgdes. Included here 1s

‘Norman Laliberté's Banner of Canada 1983 in wool and mixed SR

textiles, and Tony Hunt's Sun Mask, Kwagithotribe 1983, :,ﬁa

in painted red cedar and copper. Wlth a budgeét supplement,

additional works will be purchased for the Canadian part . .- .

o+

of the collection. Cw Y e
~ o f’ﬂt
A e ©
- Alcan employes a part-time curator for the colleotion ;.
e B
which presently includes seventy-five art works. Joanne 1;;;t3“
= M w
Mead, an art history graduate and freelance art consultant, .

worked along with architects and designers for Maison Alcan.
One gets a feeling that the space was indeed designed with‘ ‘ f
art works in mind and the environment and overall effectf,\ 'fv »1
1s a warm and tranqull one with little reference to the \

.-

image of an office space.
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Employees seem to appreclate the environment in
general, and the art works specificaily. The response has
been posltive since the eaqliest gnstallations were made,
as opposed to the often negative reactions of employees to
contemporary canadian art works. The public too, has shown
great interest in this unique collection; and Alcan
unlike m;ny other corporations will offer guided tours of
the art collection as well as an extensive catalogue.129

Air Canada's relocation in 1983 to the new
headquarters bullding - Place Air Canada, 1in Montreal,
was the major initilatlve for beginning the collectlion of
contemporary Canadian art. As the corporation had been

’

giving serious thought to this i1dea since 1982, art works
were an important conslderation when designing and decorating
the interior space. The smaller, intlmate areas are

particularly ﬁell-suited to the works on paper, whlle large

palntings are easlly 1nstalled in the more open areas.

‘The wall background throughout 1s intentlonally neutral

SO as hot to interfere with the art.

During fhe‘late 1970's Alr Canada had acquilred a
number of art works, selected by secretaries for the executive
offices. Many of these were prints purchased through La
Ggilde Graphique in Montreal} by such artilsts as Norman .
Laliberﬁé and Kittie Bruneau. From 1979 to 1983 Air Canada
borrowed paintings from the Canada Council Art Bank. .-

. !
Thls experlence was an important one which encouraged

Air Canada execut;ves to realize that having a corporate

s

collectlion meant more than simply installing works for

decorative purposes.

Since 1983, Air Canada has employed a full time
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curator. Thérése Dion, who had workég at the Art Bank
for a number éf years, 1s responsible for tLe selectién,‘ P
installation, conservation and documentation of this
corporate collection. Experience and knowledge in the
field of contemporary Canadian art, in addition to her
familiarity with current trends and innovative galleries,:
has en;bled this curator to select quality works by
promising ‘young -artists. Once the selectlons ﬁgve been
made they are presented to a jury, comprised of two vice
preslidents and an executive secretary. Most pleces have
in fact been approved by the jury although on occasion their
lack of experlence with contemporary art left them feeling
slightly uneasy about certain works.

A most 1mmedilate part-of Ailr Canada's policy for
the collection 1s that the employees be content with the
art in the office and develop a very general understénding
of perhaps unfamiliar trends. The curator plans to organize
discussions and lectures about the artists apd the variety
of mediums they employ and to present works from the
collection as exhibitions on locatlon at Place Air Canada.
Seveﬁpy new print acquisi%ions were installed temporarily
for the opening of the new building.

Presently‘thgre are over 300 works on paper
including limited edition prints, drawings, paintings,
mixed media, and photographs, 5 paintings on canvas, and
1 sculpture. These are beiqg installed throughout Alr Canada

office space. The art is framed with careful attention paid
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to conservation needs, and will soon be accompanied by
simple museum-type labels including relevant informatlon
about the work and origins of the artist. AN

As a crown corporation, Air Canada has always
been particularly concerned with the idea_  of encouraging

L]

and supporting young Canadlan ;rtists. The contract wifh
the Art Bank reflects thls Interest which 1s now carried ..
over to the corporate collection where the focus 1s on. new
work by emerging Canadlan artists. Although oéher
collectors have expressed similiar aims, these are rarely
carried out to the same extent as they have been at Alr
Canada. Several examples among many include a rare mixed
-media on paper by installation artist David Moore, Topology

1l and 2, a work in ink on haﬁd made paper by John Heward,

an oll and pastel on paper by Paola Ridolfl; L'attente and

1l'apres-midil, two works in charcoal, pastel and chalk on
Japanese paper by Peter Krausz, and Betty Davidson's White
Wedding - circa 1928, a small mixed media wo?k in which the
brides stand out in relief due to the numerous layers of
painted white fabric creating their forms. The collbction\
also includes work by Ola Van Schqonovap, David Alexander,

‘ Catherinr Perehudoff, Suzanne Dubuc, Frgncine $1monin, Robert
Savole, B1ll Laing, Joey Morgan, Eiizabeth(Angalectpk among
several Inuit artists. The curator is presently gathering
information and details for a compieteledited catalogue of

the Air Canada collection:l3o ' ‘ '

*

L9
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Corporate Art collecting in Canada has evolved
éonsianr§gly since 1ts origins in the .1840's. The

collections are no longer a rarety but have become for

.many an integral part or extenslion of the corporate scheme

)

of things. Generally speaking, there 1is an increased
awareness and ‘wider recognition of art as 1mportant

to the culpurally enriched soclety, and thls attitude has
perhaps contrlbuted 1in part to tﬁé development of corporate
art collectiné."The initlatives and reasons for purchasing

works of art for tﬁ; office have also changed. Until

. the 1950's (with the exception of the Canada Packers

collection in the 30's) most corporate art acqulsitions
were historical in nature and served to illustrate because

of the promotional value of the works, specific corporate

-

. interests. But by the 1960's works by contemporary Canadian

artists came to be apprecilated in and for themselves.

The motivating factors which have prompted
corp?rations to céllect art are not only important
iﬂitiatives, but also~contanue in many cases to have a long
term effect on the direction and quaiity of the collection.
The examination of selected corporate collectlons has
revealed that the interest and solid commitment on the

part of top leVel management 1s crucial to the success

of the collection. In these cases the person or persons
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‘responsible often have a,genuine appreciation for and
knowledge about art.. 4
| To them, the corporate art coilection'ii a means

of achleving a variety of‘ends. Practically speaking, it
serves a decorative function by enhancing the workilng
environment and financiélly, the art works are carriled
on the books as depreclable assets. By collecting
contemporary works of art, employees on all levels and
the general public who may frequent the hullding during
the working hours are glven the opportunity to experlence
the art of their time. Having an art collection also
enables corﬁorations to extend financial support to the
artistic community. In return the patrons are viewed
favourably bx‘the public they serve because of thls
activity. N

The corporate commitment to art continues ideally
in the selection and maintenance 6f the collection. Tﬁer
degree of professionalism in whigh this 1§fcarr1eé out,
agaln relates to the continuing interest of the proJect'§
motivating force. The serious collecténuhas in most cases
opted for true professionalism and the expertise of a
qualified curator or advisor to assemble and haintain the
art works. |

,
The corporation that has qigggn to engage a

professional, trained in the fleld of visual arts 1is the .

one who subsequently acquires impoftant and quality works

N

of art for the collection. This corporation is also in'a
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‘r

- ) ‘ e
b;tter position to deal with problems:of 1nstallation,
&

-

codﬁervatiqn"and‘xEneral mainteﬁance, all of whicﬁ are

an ilmportant part of corporate collecting. |
The continuing interest of top level mdnagement

is an essentlal component of long term efforts to introduce

art in the working environment and true professionalism

among corporate curators is important to the successful

growth and development of corporate art collecting 1n

the future. While general economic condiﬁions have and

continue to set the pace for most corporate collectors,

pther factors such as financial and public relations

benefits aée perhaps less important in relation to the

future of this form of art patronage.

Since the 1840's, corporate art collecting‘has
continued to provide a necessary source of fine art
patronage to artists and the art community in Canada.
" At the séme time, tpe corpofate collectors who may
Indeed have a genuine love and appreciation for art,
and who have recognized the many values inherent to

their collection, have also been rewarded for thelr efforts.
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s
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'and finally the purchase of the work. Over $6,000,000.00
was committed for the acquisition of more than 500 works by .
artists from across Canada. The program however was
abandoned in 1979, due to budget restrictlions.

90Leo Rosshandler, gquoted in Lawrence Sabbath,

"Ordinary Lamarre builds impressive corporate collection"”
The Gazette, 31 July, 1982.Sec. D..p. 7.
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91 Leo Rosshandler, Prints and Platés, 23 Quebec
Printmakers Montreal: Design Service Lavalin Inc. n.d.),

p. 4.

92 L.eo Rosshandler, quoted in Lawrence Sabbath, op.cit.
<

93 Prints and Plates, 23 Quebec Printmakers was first
presented at Man and His %World in June 1§82. The exhibition
travelled to.Calgary, Toronto, Halifax, Ottawa, Hull, ’

Winnipeg and Moncton. From 1981-82 this collection or
selections-from it were also seen in New York at the Maison
de Quebec and at the Boston Public Library. The catalogue
written by Leo Rosshandler includes examples of intaglio,
etching, the rellef process, lithography and serigraphy
as well as blographiles of th artists represented 1in the
exhibition.

94

95

Leo Rosshandler, Prints and Plates, p. 5.

Denise Bail, "Some Companies Still in Art Market”

The Leader Post Saskatchewan, Regilna, 17 February 1983,n.p.
96

assembled by Valerie Greenfield for Lavalin Inc. Alberta
College of Art Gallery October 1992, b. 3.

Bernard- Lamarre, quoted in New Image Alberta,

97 "Some Companies still in Art Market™
;n addition to information gathered from sources mentioned
above, a personal interview with Leo Rosshandler,

Montreal, 1983 was most valuable to the section on the
Lavalin collection.

98 Allen Lambert, Introduction to The Toronto Dominion
Bank Collection of Canadian Art, n.d. n.p.

99 Teoronto Dominion Bank, "Corporate Profile" The
Canadian Collection. ’

100 Joan Lowndes, quoted in "Coroorafe Profile".

101 Allen Lambert, Introductlon to the Toronto Dominion>

Bank Collection of Canadian Art, n.d.
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In 1972, a selection from the Eskimo Collection
was the subject of an exhibiltion 1n San Franclisco at

the M.H. de Young Memorial Museum. (Exhibition Chairman
Budd Feheley's selection of 198 sculptures and 128 prints
was based on the quality of the works and their"ability

102

to travel. Restoration specialist John Peters was called
in to inspect the collection, turn in condition revorts

and make any necessary repairs). In 197L, twenty-five
sculptures were shown at the Toronto Dominion Bank‘in
London, Ontario and in 1978, sixty carvings and thirty
prints from the collection were installed by Pat James for
an exhibition éntitled The Art of the Inuit - Tradition

and Innovation. This show was held at the Toronto Dominion

Centre (on the fifty-fifth floor, which serves as a gallery
space open to the public for continuing exhibition of works
from the collection). .

103 Personal interview with Bernice QOuellete, secretary
to Mel Dobrin, Steinberg Inc., Montreal, 15 March 1984,

104 Personal Iinterview with H. Arnold Steinberg, Montreal,

15 March 1984. '

105 1p14. .

106 Personal interview with Sam Abramoﬁitch,lMontreal,
April 1983.

107

Karen Wllkin, Selections from the Westburne Collection,
(Edmonton: The Edmonton Art Gallery 1982), p. 15.
108

Karen Wilkin, p. 18.

109 yaren Wilkin, pp. 20-21.

110 Personal interview with Karen Wilkin, Toronto, 6

April 19R3.

11 The Westburne Collection and individual works from

1t, have been loaned on many occasions to outside exhibitions.
«~elections from the Westburne Collection, curated by Karen
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, .
Wilkin for the Edmonton Art Gallery, began in July 1982

and was shown 1n seven museums and art galleries across
Canada. Westburne has also donated art and purchasé funds
to the Edmonton gallery. Individual work loaned for
exhibition include Spanish Light 1976 for David Bolduc:
Recent Work, a circulating exhibition~organizedrby the

Sir George Williams Art Galleries in.1979; Algonquin -
Reflection I, 1978 by K.M. Graham for The Heritage of
Jack Bush: A Tribute, a circﬁlating exhlbition organized
by the Robert McLaughlin Gallery in 1981, Striped Tower’
1967 by Jack Bush, shown at the 1968 exhibitlon Noland,
Olitski, Louls, Stella 2at Scarborough College, University
of Toronto; and A Tangle of Roses 1976 by Dorothy Knowles
exhibited in 14 Canadians: A Critic's Choice, at the
Smithsonian Institute in 1977.

112 Personal interview with Noreen Corrigan, Montreal,
March 1984. ot

113 5p14,

114 Personal interview with Jane Nokes, Toronto, 6
April 1983.

115

Bank of Nova Scotla, The Bank of Nova Scotia Fine
Art Collection, Calgary Scotia Centre, 1976 (Bank of Nova
Scotia 1976) introduction n.p.

116

Arnold Edinborough, "Banking on the Visual“Arts"
Canadian Banker and ICB Review Vol. 89 No. 5 (October 1982),

p. 53.

117 Bank of Nova Scotia, The Bank of Nova Scotia Fine
Art Collection, Saskatchewan, 1980 (Bank of Nova Scotia,
1980) introduction, n.p.

118

D.G. Lamb, Preface to The Shell Canada Art Collection
3
(Shell Canada Resources Ltd., 1980), n.p. ‘

119 1444, ' C.
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el
120 5y, MacLeod (Introductory Note) to Five Years as
‘ .an Art Collector (Shell Canada Resources, 1981), n.p.
: 121 She1l Information Service, 26 September -1983.
. 122 Karen Wilkin, Vernissage, Our Corporate Collection
-(Montreal: Société d'elgctrolyse et de chimie Alcan ltée,
1980)9 pp. 2-3. ' ' ) ' \
. \ ’
123 1b1d, p. 3.
128 1\a, p. 2-b. .
» 125 Personal interviéw wilth Karen Wilkin, Toronto,
6 April 1983.
- 126 ' :
Karen Wilkin, Vernisggge, p. 6.
) v 127 Personal interview with Anne Lardche, Montreal,
2 January 1983. % '
N 128 .t

A1l information for the section on the Petro>

Canada Art Collection came from a personal interview

T with curator Monique Westra, Mgntreai‘ﬁ;;ch 1983, and an
inventory list provided by her. 7

”’—-\\\ 129 Personal interview with Joanne Meade, Montreal,

October 1983.

-

f 130 Pgrsonal inteﬁview with Thérése Dion; Mcntreal,
/' : December 1983. - -
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.,Appendix I

The 1is£s of thé nameé of the artists represented
in thirteen cbrporate collections_are transcribed here
as a research tool. They were providéd during the course.
of the reéeareh in_1984 and alfhough the titles of the works,
date, medium, size and date of ggquisition are not gi{en,

‘they éerv% as a chécklist to 1identify the artists collec%ed.
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CANADA PACKER'S COLLECTION

. ARTISTS
Alfsen, John : S . Lewis, Wyndham
‘Atkins, Caven Co - Lismer, Arthur
Bennett, J. v L Lukeman, Edward )
Bergman, H.E. . L Macdonald, J.E.H. .,
Binning, B.C. l .Macleod, Pegl Nichol

. Brittain, Miller , "L Macnamara, Gordon
Britterlin . © - .~ Mason, Rayfmand
Brooker, Bertram ' McEwen, D.

. Brooks, Leonard , : ] ' Mclaughlin, Isobel
Bush, Jack ‘ o Milne, David
Carmichael, Frank - . Panton, L.A.C.
Carr, Emily . e , Plaskett, Joseph
Casson, A.J. : . - Rivera, Dilego
Clark, Paraskeva - T Roberts, Goodridge
Comfort, Charles . Savage, Anne
Cogrove, S. ’ Schaefer, Carl
Comtols, U. ® © Scott, h.

Courtice, RK.. . .. Stewart, James
Ero, Reno _ Surrey, Philip
Flynn, Bernard ? e . ‘Thomson, Tom
Fogt, Mimi ' - ‘ : .Varley, F.H.

Forster, M. ) ) v .+ ~ Wilson, York
Goldsmith, Sydney ‘ et

Harris, Lawren

Haworth, B. Cogill

Haworth, Peter .

Hewton, R.S. ° :

Holgate, E. ‘ ' : §
Housser, Yvonne

Humphrey, Jack

Jackson, A.Y. —

Kettle, H.G.’ ‘ , h ©
Killins, A.G. . : .
Kuutsco : « . e

Lemleux, Jean-Paul E
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Adams, Glenn
Allen, Ralph
Bellefleur, Léon
Blom, Wim '
Bloore, Ronald
Bobak, Bruno
Boyle, John
Breeze, Claude
Brown, D.P. °

- Calserman-Roth, Ghitta

Chakl, Yehouda
Colville, Alex
Connolly, Reynald
Coughtry, Graham
Danby, Kenneth
Debassige, Blake
Dumas, Antoine
Eyre, Ivan
Ferron, Marcelle
Fisher, Brian
Fox, John

Girard, Claude *

‘Green, Art

Harris, Lawren P.
Harrison, Ted

Haynes, Douglas e
Hayward, Chris
Hughes, E.J.
Humphrey, Jack
Hurtublse, Jgcques
Hushlak, @erald
Iskowltz, Gershon:
Jarvis, Donald
Juneau, Denis’
Kurelek, William
Landsley, Patrick
‘Lemieux, Jean-Paul
Letendre, Rita
Lindner, Ernest
Lochhead, Kenneth
Macdonald, Jock
Mack,ean, Vickie

‘0=I-L Art Collection

Marshall, Roz

Mayrs, David

Mcewen, Jean
Molinari, ,Guildo
Morriseau, Norval
Nakamura, Kazuo
Nocoll, Marion
Cnley, Toni
Pellan, Alfred .
Pfeifer, Bodo

Pflug, Christiane
Phillips, Myfanwy
Pratt, Christopher
Rayner, Gordon ‘
Riopelle, Jean-Paul
Roberts, Goodridge

<

- Rock, Geoffrey

Rogers, Otto
Romanow, Willis
Samila, David
Scott, Loulse

‘. Shadbold, Jack

Slipper, Gary
Smith, Gordon
Smith, Jori
Snow, Michael -
Spickett, Ronald
Surrey, Phillp

MTanobe, Miyuki

Taylor, Brian
Tousignant, .Claude
Town, Harold
Urquhart, Tony
Villeneuve, Arthur
Wainwright, Barry
Warkov, Esther
Wildman,- Sally
Wilson, R. York

5
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Lavalin Collection

Artists

" Altkens, Peter

Alleyn, Edmund
Ardequin, C.J.
Arman, Fernandez
Ayotte, Léo

Axan, Cayu
Baillargé, Frangoils
Baker, Colin
Barbeau, Marcel
Beament, Tib
Beauchemin, Micheline
Beaudoin, Lucle
Beaulieu, Paul
Béland, Luc
Béliveau, Paul
Bellefleur, Léon
Belley, Irénée
Bercovitch, Myrna
Bergeron, Suzanne
Blackwood, Dawid
Blain, Dominique
Bloore, R.L. (Ronald)
Bobak, Bruno

Babak, Molly Lamb
Bolisvert, Guy
Bolsvert, Gilles
Bolduc, David
Borduas, Paul-Emile
Bouchard, Simone M.
Boogaerts, Pierre
Bougle, Louls-Pilerre
Brandtner, Fritz
Breeze, Claude
Bruneau, Kittie
Bureau, Henri

Bush, Jack
Cantiene, Graham
Cantin, Roger
Cardinal, Marcelin
Caron, Paul

Carr, Emily
Cavalll, Roger
Chaki, Yehuda
Charbonneau, Monique
Cicansky, Vic

Cloutler, Paul
Colville, Alex
Comtols, Louls
Comtois, Ulysse
Corbeil, Wilfrid
Corbett, P.
Cornet, Lucilenne
Cosgrove, 3tanley
Cousineau, Sylvaln P.
Cowin, Jack
Craven, David
Dallalre, Jean
Danby, Ken
Daoust, Carl
Daudelin, Charles
De Clausade, Paul
De Foy Suzor-Cote, Marc-Auréle
De La Dordogne, Georges
Delfosse, Georges
Demers, Denis
Derouin, René
Desnoyers, Frangois
De Tonnancour, Jacques
Donaldson, Marjory
Dumouchel, Albert
Dupuis, Luce
Dyonnet, Edmond
Eppele, Gérard
Eyre, Ivan
Falk, Gathile :%
Felst, David
Feito, Luis
Ferron, Marcelle
Ferron, Monlgue
_Florucci, Vittorio .
Flancer, Ludwig
Fortin, Marc-Auréle
Pournelle, André e
Fox, John
FPrench, Michael
. Gagnon, Charles
fagnon, Renée
Gaucher, Yves
Gauthier, Christiane
Gauvreau, Plerre




Lavalin Collection ~ Artists (cont'd)

Gervais, Lise
Gheerbrant, Gllles
Gigueére, Roland
Gingras, G.E.
Gingras, Micheline
Gladu, Gllles
Gnass, Peter
Godwin, Ted
Goodwin, Betty
Gordon, Russell -
Goulet, Claude
Gray, Jack

Grier, Eldon

Guitet, James.

Haeseker, Alexandra
Hall, John

Hamel, Théophile
Haworth, Bob Cogill
Heward, John
Heward, Prudence
Heyvaert, Pilerre
Horvat, Miljenko
Houde, Frangois

Hundertwasser, Friedrich

Hurtubise, Jacgues
Iskowltz, Gerson

Jackson, Alexander Young

Jaque, Loule
Jasmin, André

Laviolette, Claude
Leduc, Fernand
Leduec, Ozias
Legaré, Joseph
Leger, F.

Lemieux, Jean-Paul '
Lemire, Christiane
Lemonde, Serge .
Lemoyne, Serge

Leroux-Buillaume, Janine

Le Sauteur, Claude
Letendre, Rita
Lingsay, Doreen
Liftle, John
Lochhead, Ken

Lui, Andrew

Lyman, John
Macleod, Pegi Nicol

.Maltais, Marcelle-

Masson, ‘Henri
Mag, Maybel
Meads, Arthur
Menses, Jan
Merola, Mario

> Milburn, Marilyn

Mill, Richard
Molinari, Buido

' Mongeau, J.B.

Montpetit, Guy

Jauran (Rodolphe de Repentigny)

Jones, Kent '

Johnstone, John Young

Juneau, Denls «
Keller, Terry
Kipping, Brian
Klasen, Peter
Klunder, Harold
Knudsen, Chris
Kurelec, William
Lach, Freidlene
Lafleur, Pilerre
Landori, Eva
Landry, Lise
Langloils, Denis
Laporte,s Lucie
Larose, Ludger
Lau, Tin Yunm

Morin, Jean-Plerre
Moreau, Danielle
Mousseau, Jean-Paul
Myers, Edna .
McEwen, Jean

McKay, Art

Nadeau, Marc-Antoilne
Nair, Indira

Ness, Herbert

Onley, Toni
Overfield, Richard
Pellan, Alfred )
Pelletier, Louis
Pepper, Beverley
Perchudoff, Willlam
Perrigard, Hal Ross
Pfelffer, Gordon
Philippon, Denise
Piche, Reynald

- o v
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Lavalin Collection - Artists (cont'd)

. Picher, Claude

% Plamondon, Antoine S.

Poissant, Gillbert -
Pratt, Christopher ‘

>. Pratt, Mary

Pratte, Fernande
Prévost, Antoine
Pugh, Dave
Rajotte, Yvds
Redgrave, Fellicity
Reppen, Jack
*Redsch, Kina
Richard, René .
Riopelle, Jean-Paul
Ristvedt-Handerek, Milly .
Roberts, Goodrldge-

Robin, Gillles :
Roblin, Richard

Rogers, Otto L
Rousseau, Albert
Rousseau-Vermette, Marlette
Roussil, Robert

Rusk, Sue K .
Safdie, Sylvia ' i
Savole, Robert
Savole, Roméo

Saxe, Henry ™
Sgott, Henry ’ \
Scott, Robert
Segal, Seymour
Seize, Yves-Louls .
Shadbolt, Jack _
Simpkins, Henry
Simonin, PFrancine
Smith, Jeremy

Smith, Jori

{Smith, Nancy

Snow, Michael
Sorensen, David
Spalding, Jeffrey
$parkdhl, Rudy
Squires, Gerry
Staniszkls, Joanna
Talt, Sylvia

Talbot, Michele
Tanobe, sMiyuki

S

Tarmowska, Barbara
Tatossian, Armand
Tatin, Robert
Tetreault, Pierre-Léon
Texlecor, Paul
Thauberger; David
Tombs, Robert

- Tounissoux, Frangoilse
Toupin, Fernand

Todgigpant, Claude
Tousignant, Serge

™ Town, Harold g

Tremble, Léo-Paul
Tremblay, Richard May -
Trepanler, Josette ’
Trudeau, Yves

Urquhart, Tony
Vaillancourt, Armand

Van Schoonhoven, 0Oia
Vermette, Claude ,
Villengquve, Arthur :
Werthelmer, Esther
Whittome, Irene
Wyczolkowskil, Lesek -~
Wyse, Alex .
Zerafa, Ronald
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Bank of Nova Scotia Fine Art Collection

Ayot, Plerre
Bartram, Ed

Bobak, Bruno
‘Ballachey, Barbara
Bolduc, David
Besant, Derek
Breeze, Claude
Colville, Alex
Comtols, Ulysee
Denyse, David
Eyre, Ivan
Eastcott,; R. Wayne -
Forrestall, Tom
Gouin, Judy
Humphrey, Jack
Hayward, Chris .
-Hughes, E.J. .
Haeseker, Alexander
Harvey, Donald
Heywood, J.C. -
Hoskinson, Cathrin
Hurtubise, Jacques
Haughton, Nicholas
Haynes, Doug
Jarvis, Don \
Knowles, Dorothy
Kurelek, William
Knudsen, Chris
Laing, Bill
Lochhead, Kenneth
Lapointe, Frank
Bobak, Molly Lamb
Livey, Lorna

Lucy

Mayor, Robin
Myers, Edna °
McEwen, Jean
MacPhee, Medrie
Myren, Ron

McCall, Ann
-Manning, Jo

Onley, Toni
Osborne, Lyndal

Artists

Ouchi, -Eugene
O'Neil, Bruce
Porter, Ed

Pratt, Christopher
Pelham, Richard
Pugh, David
Perehudoff, William
Palchinski, John
Pitseoluk

Rawlyk, Mary .
Riopelle, Jean-Paul
Rogers, Otto
Roberts, William
Shadbolt, Jack
Smith, Gordon
Smith, Jeremy

Serr, Jan -
Shines, Jerry
Stugdee, Vivian
Tetreault, Plerre
de Tonnancoux, Jacques
Tanabe, Takao
Tamasauskas, Otis

‘Turner, Richard

Tousignant, Claude
Wallace, Ken
Wise, Jack .
Young, Robert



o

Petro-Canada Art Céilection

Artists

*Adaskin, Gordon
Aleekuk, Agnes
Alexander, David
Altwerger, Sandra
Andrews, Stephen
Andrews, Sybil
Anguhadluaq, Luke
Arts, Alexis
Ballachey, Barbara
Barnie, William
Barry, A. Meredith

."Bartram, Ed

Bates, Maxwell
Baxter, Iain
Beardy, Jackson
Beatty, John W.
Bergeron, Fernand
Besant, Derek
Best, Stephen
Bieler, André
Blackwood, David
Boehrnsen, Sylvia
Bolduc, David
Bouchard, Lorne
Breeze, Claude
Bribant, .Gene
Brink, Anat
Brown, Norman
Buller, David
Bush, Jack
Bushman, Leo
Butler, Skella
Campbell, Colleen

Cardinal-Schubert, Joane

,Casson, Alfred Joseph
Charlie, Frank
Chopra, Chander
Christie, Robert
Christooher, Ken
Cicansky, Victor
Coleman, John

Cook, Louilse

Cook, Walter
Coughtry,._Graham

Cowin, dJdack
Cowley, Reta
Crockford, Duncan
Crouch, Lynn
Curnoe, Greg
Dabinett, Diana
Dalby, Robert
Danci, Max
Davidson, Reg
Davidson, Robert
Debassige, Blake
De Heush, Luclo
Dempsey, Bob
Dennils, Eva
Denyse, David
Derouln, René
Devine, William Andrew
Devlin, Joyce
Dick, Beau

Dlck, Simon
Donoghue, Lynn
Droham, Walter
Drum, Sydney
Dumanowskl, Stephanie
Dymond, Erfc
Eason, Dliane S. (Dyen)
Enns, Maureen
Esler, John K.
Ewart, Peter
Fafard, Joe

Falk, Gathie
Faraquhar, Susan
Ferris, Kefry
Finn, Christopher
Foo-Fat, Dulcle
Ford, Susan
Forrestall, Tom
Forsyth, V.
Fouquet, Monique
Game, Robert
Gamble, Erik
Gissing, Roland
Glyde, H.D.
Godwin, Ted
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Petro~Canada Art Collection - Arpists.(cont'd)

Goodwiln, Betty
Gorris, Susan
Graham, Kay
Gouin, Judy

Grandmaison, O.N. (Rick)

Haeseker, Alexandra

Halnes, Frederick S.

Hambleton, Jack B.
Harbuz, Ann
Harrison, Ted
Hassan, Jamelie
Hay, Gilbert
«Healy, Julia
Heine, Harry
Henderson, Bill
Henderson, James
Henderson, Mark
Herold, Hans
Heywood, J. Carl
Hicklin, Barbara
Holland, Patricia
Holman, Don
Hopklns, Tom
Horne, Francis
Hurtubise, Jacques
Hutchlinson, Leonard
Ide, John

Irwin, Borck
Iskowiltz, Gershon
Jackson, A.Y.
Janvier, Alex
Johnson, Cornelia

Johnston, Frances-Anne

Kakegamiec, Josh
Kalvak, Helen
Kavik, Davidee
Keeley, Shelagh
Kenojuak

Kerr, Illingsworth
Kigusiuq, Janet
Kingmeata
Kinnear, John
Kipping, Brilan
Klunder, Harold
Knowles, Dorothy
Knudsen, Chris
Koonark, Moses
Kuananee, Timothy
Laing, Willlam J.

Lamm, E.R.
Lapointe, Frank
Lawley, Douglas
Laycock, Brent
Legris, Peter
Lavasseur, Suzelle
Lobchuk, Bill
Lochhead, Ken

Lucy

MacDaqnald, J.E.H.
Mackenzie, Cynthla
Mackenzie, Hugh
Mackenzie, Landon
MacPhee, Medrie
Malkin, Melvyn
Manning, Jo
Martin, 'Tan
Martin, Ron

" Matthews, Michael

Melynchuk, W.
Merekith, John
Merkur, Sharon
Michener, Robert
Mitchell, Charles
Mitchell, Connle
Mitchell, Janet
Morin, Madeleine
Morrisseau, Norval
Moulding, Allan
Mowatt, Ken
Mulcaster, ‘'Winona
Murray, Bruce
McCargar, W.C.
McCarthy, Doris
McDougall, Clark.
McEwen, Jean
McGeorge, Pauline
McInnes, Harvey
McInnis, R.F.M.
McKay, Art
McVeigh, Don
Nanogak, Agnes
Nash, Joanna
Nelson, Frank
Nicoll, Marion
Norrls, Joe
Oberheide, Heldl
Ohoveluk, Mona
Oklaga, Frangols
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Petro-Canada Art Collection

' Olson, Gary

Onley, Tonil ¢

Oonark, Jessie

Osborne, Lyndal
Oudendag, Egbert
Parsons, Willlam
Patterson, Richard-
Paul, Tim ‘
Perehudoff, Catherine.
Perehudoff, Rebecca Jean
Perehudoeff, William
Perreault, Wilf

Perrot, Stanford
Phillips, W.J.

Pilot, Robert

Pitseolak

Plangg, Werner
Plaskett, Joseph

Poole, Leslie
Poznanski, Helga Roht

Pratt, Christopher
Pratt, Mary
Proch, Don
Pugh, Dave

Rabena, Glen

Rausch, Darrel A.
Ray, Gail

Rayner, Gordon

Reld, Barbatra
Ripplinger, Henry
Ritchie, Bill
Roberts, W. Goodridge
Robinson, Clifford F.
Rédriguez, Lupe
Rogers, Otto
Rutherford, Erica
Sapp, Allen
Sarafinchan, Lillian
Scherman, Tony
_Schwarz, Judith
“Serr, Jan

Shadbolt, Jack
Shepherd, Reginald ~
Shives, Arnold
Shostak, Peter
Shuebrook Ron
Smith, Gotdon

< Artists (Cont'd)

W

Smith, Russell

Snow, John

Spickett, Ron e
Stevenson, William Leroy
Szilva, Joseph

Tait, Norman ~
Tamasauskas, Otis , ’
Tan, Yin ‘
'Tanabe, Takao

Tascona, Tony

Tatossian, A.

Thauberger, David
Thronsbury

- Thorpe, L. ¢
Tombs, Robert .
Tousignant, Serge
Townsend, Martha *
Trudeau, Angus .
Turner, Jack D. . R
Umholtz, David

Verner, Arthur a
Wainio, Carol »
Watanabe, Jane

Wieland, Jqyce

Wiitasalo, Shirley

Williams, Colin

Williams, Saul
Willsher-Martell, Joan

Winton, Jan

Yong, Vivianne

Wood, Karl E.

Wood, Robert E.

Wright, Don

Yuristy, Russell

Zaun, Jutta Neumann

Zednlk, Jane

i » A W wwn A
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Power Corporation of Canada Fine Arts Collection

]

Artists

' ~
Audubon, J,J. Lismer, Arthur
Beatty, J.W. MacDonald, J.E.H.
Bellefleur, Leon Mackle, Stella Cox
Barduas, ‘Paul-Emile ° Maillol, Aristide
Bouchara Lorne Manzu, Glacomo
Brymner, William ‘ Martin, T.Mower
Carr, Emily’ Milne, David
Casson, A.J. Minguzzl, Luclano
Coburn, F.S. : Moore, Henry
Colville, Alex Morrice, James 1ilson
Cosgrove, Stanley 0'Brien, Luclus
Cresswell, W.N. . Phinney, Robert
Cullen, Maurice " Pillot, R.W.
Dallaire, Jean Remington, Frederick
Dawson, Montague Renoir, Pilerre Auguste
Delfosse, George - Riopelle, Jean-Paul
Eaton, Wyatt Riordon, Eric
Fazzlni, Pericle . Roberts, Goodrldge
Fitzgerald L.L. Robinson, Albert-H.
Fortin, M.A. Rodin, Auguste
Fox, John "~ 'Rouault, Georges
Gagnon, Clarence Russell, Horne G.
Garside, Thomas Sandham, H.
Grandmaison, Nicholas de Scott, Adam Sherriff
Greco, Emilio . Scott, Henry
Harrlis, Lawren Sisley, A.
Hébert, Phillippe Smyth, Coke
Hennessey, Frank Charles . Surrey, Philip
Hewton, R.S. ) . Suzor-Coté, Marc Auréle de Foy
Holdstock. A.Y. . Thomson, Tom :
Holgate, Edwin Todd, Robert C.
Humphrey, Jack Utrillo, Maurlce de
Hunter, W.S. . West, Benjamin

Jackson, A.Y. Whitefield, E.
Johnston, Franz ’ .

Joseph, Guinta

Jouvancourt, Hugues de'

-Kane, Paul

Kauba, C.

Brieghoff, Cornelius .

Larose, Ludger £ -
" Lemleux, Jean-Paul :
Little, John ' " o °

: . t ‘
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Royal Bank Historical Print Collection

Audubon, J.
Andrews, G.
Beechey, W.
Bardwell, T.
Brierly, W.
Beaufoy, B.
Burns, M.
Bennett, W.
Bouchette, W. .
Bartlett, W.
Bellin, M.
Cook, N.
Clark, W.
Condy, N.
Cockburn, J.
Dove, T.
Dillon, R.
Dowman, J.
Durrie, G.
Duncan, J.
Eager, W.
Fisher, G.
Fildes, L.
Faden, V.
Guerin, T.
Gainsborough, T.
Gordon, G.
Holland, S.
Houston, R.
Hoppner, J.
Hamilton, H.
Higglns, V.
Hickman, W.
Krieghoff, C.
Killany, A.
Karoly, A.
Kasimir, L.
Kol&gper, A.
Lawrence, T.
Luscombe, H.
Lycleton, W.
Leizelt, B.
Murray, J.
Notman, W.
Nash, J.

O'Brien
Penny, C.
Paxton; R.
Parkyns, G.
Peachy, V.
Purser, V¥.
Patten, T.
Pickersgill
Patterson, A.
Romney, J.
Ruseel, S.
Smyth’, C.
Stuart, C.
Sproule, R.
Scmak, H.
Shepherd, T.
\Strong, H.
'Short, R.
Semdley
Schetky, J.
Scully, K.
Tweedie, W.
Turner, J.
Vernon, H.
Warre, H.
Walton, C.
Walsh, E. .
.VWest, B.
Walker, R.
Williams, C.
Whitefield, E.

- Due to the unavailibility of complete inventory lists,
and because some prints remain anonymous, this\list is

incomplete.




r Sécal Collection

Artists

Adair, Maréot
Bentham, Douglas
Besant, Derek
Bolduec, David,

. Bush, Jack
Caiserman-Roth, Ghltta
Cameron, Alex
Christile, Robert
Clarke, Ann
Comtois, Ulysse
Cowley, Reta
Donoghue, Lynn
‘Drapell, Joseph
Dumouchel, Albert
Feist, Harold
Fournier, Paul
Fox, John

Gagnon, Charles
Gagnon, Pnina
Gamble,‘Eric
Gaucher, Yves
Gauvreau, Pierre
Graham, K.M.
Haynes, Douglas
Hopkins, Elizabeth
Jacobs, Katja
Jaque, Louils
Juneau, Denis
Klunder, Harocld
."Knowles, Dorothy
Kraugz, Peter .Thomas
Lemieux, Jean-Paul
Lochhead, Kenneth
Marshall, Rox
Masson, Henri
McEwen, Jean
Mead, Ray

Mill, Richard
Mitchell, Jahet
Morin, Michel
O'Neil; Bruce:
Onley, Toni
Perehudoff, William
Plotek, Leopold
Poole, Leslie =
Ramirez, Gerardo:
Riopelle, Jean-Paul -

N

Roberts, Goodridge

> Scherman, Tony

Scott, Robert
Smith, Gordon
Solomon, Danlel

Surridge, Kdtherine -

- Sutton, Carol.

Tanabe, Takao
Tremblé, Leo Paul
Villeneuve, Arthur
Walker, Joy
Wallace, Ken

Wood, Alan

~
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Shell 'Canada Art

s . 140

Collectlion

. Artists

Bachinskl, Walter 5
Ballachey, Barbara
Barbeau, Marcel
Bell, Leland
Bergeron, Fernand
Bolduc, David
Bolt, Ronald
Bowles, Rowell
Breeze, Claude
Bruneau, Kittie
Camping, Simon
Cheniler, Richard
~Christie, Robert
Christopher, Ken
Climo, Lindee
Coughtry, Graham
Dalby, Robert
Davis, Wayne
Deacon, Peter
Dickson, Jennifer
Donaldson, Marjorile
Donoghue, Lynn
Drum, %gdney ©
Esler, Ken
Epp, Ed
Evermon, Bob
Ford Susan
Foulds, Don
Gaucher, Yves
Gervails, Lise
Gordon, Russell
Hammond, Charlotte
Hardy, Greg
Harrison, Allan
Higdon, Cliff
Hutchison, Leonard
Jacobs, Katja
Janvier, Alex
Kahn, Isabel
Kerwin, Claire
Dottman, Donald
Kupcznskl, Stanley
Lafreniere, Robert
Laycock, Brent
Lindzon, Rose

Lobchuck, Bill

Lochhead,- Kenneth '
Mackie, Helen

Marois, Laureat

May, Margaret

MecCall, Ann

McKee, John

McVeigh, Don

Mulcaster, Wyona

Myers, Edna ° :

Newman, Brian

Oberhelde, Heidl

0'Neill, Bruce

Parker, William

Perehudoff, WIlllam
Perrault, William !
Plaskett, Joe

Pugh, Dave

Rathle, Elalne
Rayner, Gordon
Reeder, Joseph
Rheaume, Jeanne
Ringress, Charles >
Ristvedt-Henderek, M11lly
Rogers, Otto

Rosl, Fred
Scaeffer, Carl
Scott, Susan
Siebner, Herbert
Smith, Jori

Snow, John

Sutton, Carol
Tahedl, Ernestie
Tetreault, Plerre '
Thlerfelder, Vivian
Tondino, Gentille
Turner,. . John D.
Tymoshenko, Fred
Umholtz, David

Van Wyk, Dirk '
Vickers, Roy
Washburn, Lawrence
Webb, Ken

Williams, David
Woolnough, Hilda

-—
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Altwerger, Sandra
Ayot, Pilerre
AkulukJuk
Alikatuktuk
Anguhadlug
Arseneault, Claude
Guttman Bailn, Freda
Barry, A.M,
Bartram, Ed
Boogaerts, Pierre
Bealy, Allan‘
Beament, Tib

Beef, Jo

Bell, Allistair
Belley, Irenee
BenJaming Antony
"“Black, Sam

Blouin, Helene .
Bougle, Louls Piebre
Brilansky, Rita
Bruneau, Kittile
Bonet, Jordi

Bush, Jack
Bigelow, Robert
Birt,.Christopher
Bolsvert, Gilles
Borensteln, Sam
Beament, Harold,
Bouchard, Denilse
Bergeron, André
Boisvert, Louls
Calserman Roth, Ghitta
Cameron, Alex
Cloutier, Claire
Colton, Mamie
Cornet, Lucienne
Comtols, Louls
Condon, Wanda

" Cowin, Jack . °
Cosgrove, Stanley
Coburn, F.S.
Cloutier, Albert

. Calado, Carloes
D'Allegrat; Frangols
Derouin, Rene
Desaulniers, Louls
Dickson, Jenifer

Artlsts

ot

-~

Steinberg Inc. Art Collect?on )

Dickenstein, Barbara

Dumouchel, Albert .
Desjardins, Benolt
Daly, Kathleen
Dupond, Elisabeth
Dutkewych, Andrew
Dery, Frangols
Dupont, Michel.
Eloul, Kosso
Esler, John K.
Fecteau,' Marcel \
Forcier, Denis
Fortier, Michel
Finn, Christopher
Fortin, M.A. :
Gagnon, Pnina
Gaucher, Yves
Genush, Luba
Gersovitz, S.V.
Gouin, Judy
Gllbert, Jean Plerre
Garside,  Thomas
Harvey, Donald
Headland, Ronald

. Heywood, J.C.

Holman, Donald
Hudson, Sysan
Hunt, Katherine
Hurtubise, Jacques
Horvat, Miljenko
Jaque, Louis
Jacob, Alain
James, Geoffrey
Jamasie, Teevee
Jorgensen, Flemming
Josephee

Kerwin, Clalire
Knudsen, Christisan
Kowalsky, R.A.
Kuiper’, Lid1l
Karplk

Kalvak

Kigusiuk

- Kudluarlik

Kukiiyaut ,
Lacroix, Richard

3>
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The Steinberg Inc. Art Collection - Artists (Cont3d)

" . Lake, Suzy

Laing, Shayna

Laliberte, Norman
Landori, Eva

Leathers, Winston
Leclair, Michel .
Leroux-Guillaume, Janine
Leduc, Serge
Leduc, Fernand
Letendre, Rita
Lobchuck, Bill~
Lussier, Paul
Little, John
Lloy, Arthur

" Lemieux, Emile

Ledain, Bruce
Lemoine, Serge
Lindsay, Doreen
Laing, B1i1ll
Ladouceur, Cucile
Laporte, Lucle
Lavoie, Raymond
McCall, Ann
McEwen, Jean
Makl, Shella
Manning, Jo
Marcoe, Leonard
g;rois, Laureat
ers, Edna
Mapgulins, Shanie
Morelli, Francgois
Mahady, W.E.
Masson, Henri
May-Brind, L.
Maher, Cluny ) <
Nadeau, Marc Antoine
Nolte, Gunter
Ng, Shirley
Nouakeel
Ondaat]Je, Kim
Onley, Toni
Ouchi, Eugene
Pellan, Alfred
Perehudoff, William
Phillips, Don
Pichet, Roland
Piddingtom; Helen
Porter, EA - . ‘
Pratt, Christopher

@

o

Pelzer, Craig

Proch, Don

Pitsuillak

Plotek, Leopold

Pilot, R.W. .
Pfeiffer, Gordon

Paquin, Dominique .
Prescott, Yves

Riopelle, Jean Paul

Rubinovitech, Danielle Blanchard

Raab, George

‘Ronald, William

Rodriguez, Lupe
Safdie, Sylvia
Sanders, Benlta
Savole, Robert
Simons, Lucie
Simpkins, H.J.
Smith, Gordon

.Skelly, Elizabeth

Smuttyloy Allan
Stelnhouse, Toble Davis
Snow, John )
Swartzman, Roslyn
Schumacher, Alma

Smith, H. Leslie
Sutherland, Joan
Simonin, Francine
Sebellos, Helen

Taira )

Tascona, Tony
Tetreault, Plerre Leon
Tousignant, Claude
Tousigant, Serge .
Thauberger, David

Tombs, Robert

Tookoome

Umholtz, D-C.

Vazan, Billl

Vilder, Roger »

Van der Helde, Bé

Wales, Shirley

Walker, -Robert

Whittome, Irene

‘Wolfe, Robert

Wong, Anna
Walsh, John

» Webb, Kenn"
"Young, Robert

Yuristy, Russell

T
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‘Teleglobe Canada Art Colleétion

Artists

Beauvals, Francine

Bellefleur, Philippe Lacelln

Benic, Lorrailne
Besant, Derek Michael
Blackwood, Davild
Boldue, David

olt, Ron
Bourbonnais, Luc
Cantieni, Graham
Cass, Robin
Cloutler, Paul
Comtols, Louls
Coutellier, Francis
Couvreur, Daniel
Delorme, Marcel
Drainville, Sylvie
Dubois, Marius
Dumas, Antolne
Duncan, Margaret Waywell
Esler, John K.
Ferron, Marcelle
Forget, C.

Gagnon, Pnina
Gauvrleau, Pierre
Gerin, Denyse
Godin, Raymonde
Gouln, Judy
Hamasakl, Kazuo
Hopper, Christlne Ross
Horvat, Miljenko
Houghton, Nicholas .
Hurtublse, Jacques
‘Jaque, Louils
Jarnuszklewlcz, Jacek
Jorgensen, Flemmling
Lacroix, Paul
Lacroix, Richard
Lagace, Mlchel
Laliberte, Normand
Lanthier, Jean °
Laporte, Luclie
Leblanc, France
Leclerc, Clément
Leclerc, Giséle

Letendre,. Rita
Lindzon, Rose
Lussier, Paul
Mah, William
Malenfant, Nicole
Marois, Laureat
McCall, Ann
Merkur, Sharon
Milburn, Marilyn
Mill, Richard
Moses, Chérie
Mulcaster, Wynona
Munro, Ross
Nadeau, Marc-Antoine
Nerenberg, Arona
Onley, Tonl o
Piche, Reynald
Poirier, Claude
Puley, Lorayne

" Rajotte, Yves

Richard, Danielle
Richard, Héleéne Roy
Robert, Louise
Ross, Graeme

Roy, Mario
St-Amour, Pierre
Saxe, Henry
Scherman, Anthony
Scott, Loulse
Segal, Sheila
Soulikias, Paul
Stelnhouse, Tobie
Tanabe, Takao
Tarondo, Daniel .
Tlengo, Luigil
Toupin, Fernand
Tousignant, Claude
Trudel, Héleéne
Vazan, Bill

e e\ e e o e g
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Toronto Dominion Bank Collection of Canadlian Art

Adams, Jane

Allen, George ° -

Allen, Ralph
llsop, Judith
twerger, Sandra

t

" Ambroise, Jean
"+ Anderson, John

Andrew, David
Apostqll, Eve
Archambeau, Robert
Ayot, Plerre . .
Bain, Freda Guttamn
Baker, Art

Barry Anne Meredith
Bartram, Ed

Bates, Pat Martin
Beament, Tib
Beeton, William
Beland, Luc

Bell, Alistalr
Benjamin, Anthony
Bergeron, Fernand
Bervoets, Hendrilkus
Besant, Derek
Betinville, Henry
Bieler, Andre
Bieler, Ted
Bienvenue, Marcella
Bikkers, Rydolf
BIackwood, David
Boisvert, Gilles
Bolt, Ron,

Bonet, Jordil
Boning, Jan

Bougie, Pierre
Bourguignon, Michel
Boyd, James

Boyle, John

Brayer, Yves

"Bruce, Robert

Bruneau, Kittie
Buyers, Jane
Balzar, Joan
Beatty, John William
Bellefleur, Léon
Benazon, Opura
Bloore, Ronald -

O

Artists

) <

Bobak, Bruno

Bolduc, David

Borduas, Paul-Emile

Breegze, Claude

¢ Brooks,. Leonard

Brown, D.P.

Bush, Jack

Carr, Emily

Cattell, Ray
& Casson, A.d.
Chambers, Jack
-Clapp, W.H.
Clark, Paraskeva
Coburn, .F.S. .
Collier,” Alan Caswell
Colville, Alex
Curnoe, Greg
Cain, Wendy
Caiserman-Roth, GHitta
Cameron, Alex
Campbell, David
Cantieni, Graham
Cetin, Anton
Charbonneau, Monilqgue
Charette, John
Cloverson, Ian
Compernol, Lucle®f
Coupey, Pierre
Dalllaire, Jean
Drapell, Josef
Daglish, Peter
D'Allegret, Frangois
Danby, Ken
Davis, Richard
Deacon, Peter
Derouin, Rene
Desaulnier, Louis
Desrosler, Normand
Deutsch, *Peter

Devlin, Joyce .
Dickson, Jennifer KN\\\\
Donnelly, K. Coburn

Drém, Sydney
Duck, Adele '/
Dugas, Marc
Duman, Antoine °

Dumouchel, Albert
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The Torontc Dominion Bank Collection of Canadian Art-Artists

v ‘ 145

(Cont'd)

Dunsmore, Henry
Durr, Pat
Etrog, Sorel
Ewen, Paterson
Eyre, Ivan
Fastcott, Wayne
Eckert, Ron
Eloul, Kosso
Epstein, Max
Elser, John K.
Evermon, Bob

1

" Falk, Gathile ”
JFilipovic, Augustin

Fisher, Brian

‘Fitzgerald, Lionel Lemoine

Forster, Michael
Fortin, Marc Aurele
Fournier, Paul

Fox, John

Franck’, Albert
Frick, Joan
Fairhead, Pat
Faminow, Rolly
Featherston,”Willlam

" Feldman, Paul

Ferron, Marcelle
Field, Saul
Finn, Christopher
Fortier, Michel
Foster, Velma
Foulger, Richard
Funabashi, Zenji
Gaucher, Yves
Gervals, Lise
Godwin, Ted
Goulet, Claude’
Graham, K.M.
Griffith, Julius
Gagnon, Charles
Gagnon, Pnina
Game, Bob

Gecin, Sin%qp
Genush, Luba
Gersovitz, Sarah
Gibbs, Len

Gifford, Brent
Giguere, Roland
Gilbert, Ian
Gladstone, ,Gerald
Goodwiln, Betty
Gouin, Judy
Guerin, Gus
Guillaume, Janine' Leroux
Haeseker, Alexandra
Harris, Lawren
Haworth, Bob Cogill
Haworth, Peter
Hodgson, Tom PO
Horne, Mercedes

Houston, Donald MacKay
Hughes, E.J.

Humphrey, Jack

Hurtubise, Jacques

Hague, Libby

Hall, Barbara

Harder, Rolf
Harrison, Michael
Harvey, Donald
Hayano, Kelichi
Hayden, Michael

Heller, Jules v

de Heusch, Ludio
Heywood, Cark
Holman, Don
Holmes, Reg
Hoskinsin, Cathrin
Hovadic, Jaroslav
Howlin, John
Howorth, E.J.
Hudson, Susan -

., Hunt, Katherine

Iskowitz, Gershon

lkeda, Msauo

Jackson, Alexander Young
Jarvis, Donald

Jickling, Jim

Jorgensen, Flemming
James, Cecil

Janvier, Alex

Jague, Louils

Joel, Jack
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The Torontq Dominion Bank Collection of Canadian Art

Artists -(cont'd)

Jones, Myrna
Kingissepp, AndPes
Kiyooka, Roy
Knowles, Dorothy
#obayashi, Reimi
Korner, John
Kahn, Anita
Kiyooka, Harry
Klunder, Harold
Knox-Leet, Wendy
Koeneker, Deborah
Kurelek, William
Kyba, Angeline
Lacroix, Richard
Lee-Nova, Gary
Lemieux, Jean-Paul
Letendre, Rita
Lewis, Glenn”.
Lin, Chien Shih
Lindzon, Rose
Lismer, Arthur
Lochhead, Kenneth
Lorcini, Gino J
Ladocha, Jiri
Lafrenlere, Roger
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