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Abstract

Arnaud Maggé$ad a decadetong career during which he produced important work in both
commercial and fine art. In his early years he worked as a graphic designer and illustrator. In
the late 1960s he pursued commercial photography. Maggs then transitioned to fimetag

early 1970s, producing work frequently positioned within the context of conceptual art. Maggs
and others often portrayed his shift to fine art as a dramatic and transformative reinvention,
resulting in limited acknowledgment of his early commeraiatk and only cursory

investigation of its impact on his subsequent artistic production. This dissertation maintains
GKIFGO al33aQa @Aadadt FyR 02y OSLIidzr £ fFy3dza 3Sa
his career, and argues for a more compeakive understanding of Canada's visual culture by
bridging the gap between fine and applied art histories.

Biographyhelpsto reveal a range of influences and experiences that may otherwise
NEYFAY O2yOSItSR o0dzi 02y {INJodang, Diogiaphicd detailIA y 3 | y
especially detail that traces professional experiences and work histdrglps to unsettle
LISNOSLIiA2ya 2F | NUAAGAO 3ISYyAdza o6& 2FFSNAYy3I |
develops through interconnectedfiuences, life experiences, and work histoffarough a close
examination of Maggs's biography and emphasis on his commexpalience, this
RA&GASNIIFGA2Y KAIKEAIKGA GKS AYyGSNDO2yySOGAz2ya
traditional biases in art history. In order to expand biographical and contextual details, |
conducted a series of interviews with people who knewl arorked with Maggs. This oral
history unsettles the mythology around his career narrative. What emerges instead is a picture

of an artist whose formal and conceptual languages evolved over decasdeasiof
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profound influence his early careers had on his artistic production in order to illumimgate

motivationsandoffer a counternarrative to published accounts of his career trajectory.
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Introduction
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qualities of everyday objects and an interest in collecting. As a young boy, £3§52012)

and his family lived just west of Montreal in Strathmore, Quefm@wv Dorva), which at the

time wasin the country. At age four, he would eagerly await visits fromdRepcorn Mar,

who came weekly to sell his goods to the communityl975 Maggs compiled a list of
GAYUGSNNStFGSRe AYyTFtEdzSyOSa A ifis list fojoRed Bya ixigf] ® ¢ KS

descriptioy a1 S RNR @GS | Y2302NOeOtS g9 AARSOFINE Fftf ¢
0dz2 2y SoQ ¢KS (2L 2F GUKS &aARSOFNJI gla | 3t aa
gKAGS 'l BHRHEa S Y LIKUaldetads ofzhg matokc$cle and sidecar reflsbis

early recognition of the power of design and presentatiibnvas &ss about the popcorn itself

and more about the minimalist white packagifdaggs was drawn to the little bags sold by the

Popcorn Man as aesthetic objecidnsebagsmade upone of his first collectiondinting at

the importance of both collecting and theseof repetition to his creative output in design and
Aff£dzaONI A2y LIK20G23aINFLKeEZ FYR FAYS NI | S f
open the popcorn and eat it. There were rows of white paper popcorn bags in my bedroom on

ada KSt X gKAOK Yeé YZalKIWNA A ydzf R & NA KINGBA @idzi 20F (0 K

aesthetic experience reflects the interconnections between design and art that shaped his way

11 NYIFdzR al 33as at SNE2Y It W2 dzNY | £ 075y 3FTA VL AFyST R diitSpRE 4 Tdzyb L3k
Library and Archives Canada (LAC), Ottawa, RF988, R7959.37-3-E, vol. 839.

2w20SNI 9YNRIKGS a5Sardya 2y Hokler Srassingdl, nd. § (uBa8IguS§ 6 S A G K 1 N
2012), 45.
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Foster points to a photographic history for this instinct, asserting that a thread extends from
the work of Al&ksandr Rodchenk¢1891¢1956)and the montages of John Heartfiglti891c
1968)* Maggs was a collectpand an archival impulsis evident in his workForhim, that
inclination was informed by his interest in design and form, the frameworks of conceptual art,
and the influence of his partner, Spring Hurlbut, who herself engages with historical objects and
content in her artmakinga | 3 Jp&rSbaal and found collections provided material to use in
both his commercial and artistic work, but they also shaped thematic frameworks for his art
projects. His propensity for collecting extended from his childhood fascination with the Popcorn
Manto develop into a defining characteristic of both the man and the artist.
Maggs delightean the small details and humouwf found objects and design ephemera
andpredictably gained renowfor his personal collection. In January 196&nadian Homes
and Gardengfig. 0.1) includedhishome in an issue about achieving personal stgled the
August 7, 1965 edition @tar Weeklyfig. 0.2) showcasedishome and collection in a story
tittekdd ¢ KS 2 SANR YR 2 2y RSNFdzZ | 2 dfelégidteFestlinhid | dzR a |
AKFLS 2F GUKS KdzYly KSFRX al 33aQa 02ftftSOGA2Yy A
GAOGK 'y SYLKIFIaira 2y fSOGGSNF2NyYa taz2z FSIFGddz2NBR

G2YyRSNFdzf ¢ 2062S00a | LILIS| NBsillatioy atttee THied Sngahk LK 2 ( 2 3

3 bid.
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Roomsrestaurant whichl will discuss further ishapter 2,&Commercial Photograptg/Both of

0KSaS INIAOftSa y2i0S (KI{d al33aQa 02tfSOUGA2yYy S

showing everythingat once,Maggs rotatechis collection whichpointsto hiskeen sense of

space his esteem fothe relationship between design and order, amd eye fompresentation.

Canadian Homemagazine included Mag@ddouse and collection in its March 1966 issue, for

which Maggs himself supplied the photograpBsiaphasizing the importance of curating a

collectionheSELJ I AYSRY aLG AayQi GKS RSO2NFGAY3I YI G

GKSY® X, 2dz KI @S (G2 (1y26 6KIFIG A&d 2NAIAYLFES YR
Collecting also connectegitha 3334 Q& Ay GSNBad Ay Ofl aaAiaTAaol

rules and parameterdje used his camera to create, define, and manipulate collections, even

GAGK KAa LRNINXYXAGadP aL Syecz2ze OkUHBf 2BHUZAYImMPER I

Fftgrea 0SSy | oAl 2F | O2fttSO02N® ! gRE(°g@s L QO

His approach to portraiture connexwith his interest in shapegndwith his knowledge oéarly

studies of human physiognomandtraditions ofphotographictypologies Curator MaiaMari

{dziyAl YI1Sa Iy AYLRNIIFIyd O2yySOlAz2ys FT2N Aya

sixteenthcentury physiognomy studiesf German artist Albrecht Durer (14q1528). She

FAaSNIa>x a5NNBNRA ¢ &1 fohtallR&ndl ik pi@iller (AR (L2K @adl AT

O2y OSLIiA2Y 2F Y2Rdz I NJ FNI YSg2Nl & F2N) 0KS KdzYl

5 Quoted by James Purdie and Keith Branscombe, untitled arGaleadian Home@viarch 1966): 11.

6GailFishe¢ @ f 2NE a! yIFd2Ye 2F | t 2 NI NPhotd Qommyhicgl(FAILSSRIAX.S 6 6 A (G K
"Maiaa I NA {dziyA{1Z at 2NINIAGA o6& ! NYI dzR -MariBa@@kdmaud y t KAT ALJ
Maggs: Works, 1976.999(Toronto: Power Plant, 1999c@ n @ 5 NNBENRAa y I YS | LIS NE Ay @I
Fo2dzi Ay TtdzSyOSa Ay 2yS 2F al 33aQa LISNA2YIlIf y2dSo02214ay
5460.



a I 3 Jrda@es in works such &g Portrait Studiesl976;78 (1976;78) alsofollow
photographic traditions related to human physiognomy and classification. Maggslsaytie
influence of nineteentkcentury criminologist Alphonse Bertillon (184%14), whose mug
shots established a system of identification and classificatiahusedboth a frontal view and
I LINBFAES 21F HHOK HRdHOYHIOUYa Kt FY Wi 2 Y L T2A)
my mind went back to Alphonse Bertillon, the Paris police official who set up a system of
ARSYUATFEAYT LIS213 $& PYRRL I THIENBR BHREQI YR LN
Developed for the judicial system in France, the Bertiff@thod (ertillonage was a racialized
instrument of classification and surveillantand the inherentd SGSNRA (2 ea2y al 33 & Qa4
portraitscame acrossi L & 0 KA &-ddLIKER2 OA G% SNRY & 210FheRBertllany SU A Y S &
method informedhis systematic approach to portraiturdaut, unlikeit and other nineteenth
OSy dzNEB I LILINRI OKSa G2 NI OzanaRticy apprdakhSvasm@tRe > al 3
about surveillanceRather, it wasa reaction againghe soft, flattering lightinghat has
historically dominatedn LJ2 NII NI A 4 dzZNBS® G LQR al & waARStAIKIAYy T
hel a8 SNISR® &.dzi L FStdG FTNRY Yé SELSNAYSyGa GK

0KS fAIKGAY3T AGaStEFo L Bdzald 6l yadSR G2 0SS &l N

8/ KFNISa ! ® {{dFAyol Ol dAwmaullMaRgs!Identificsdtigred!Jdsde DaaRBrisebasI a £ A Y
OhaGdidlglY brGA2ytrt DFEFfEtSNE 2F /FYIRIFIE HAMHOZ MMH® LY IR
identification led to photographic documentation of body parts such as noses and ears. Interestingly, Maggs was

also facinated by ears. While they remain unpublished, he took closeup photographs of many ears over the

course of his career.

W KFEgy aAOKStt {YAOGKI & tApeBure23lrBpring2P1B)Y&83. . NA ST | A&a(2NR ¢
10 Comments and reactions o Canadian Photographers at N@B77) were recorded by gallery attendants;
KFEFYRNAGGSY y23S o0& {ddlyyS 5A0FANB 2y abC. tK2G2 DIff¢
.2E OTZI-AM @4gTI 9.
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al 3334Q4a I LIINERIF OK (2 L3 NI NkehtirgzStsHiswgfiss KA Y
often connected to that othe photographerAugust Sandef1876;1964) for example, who
produced an exhaustive series of portraits of German workers in the early twentieth century
Maggsincluded Sander ohislist of influences, and he saw his workAngust Sander:
Photographs of an Epoch, 190459 a travelling exhibition that was mounted at the National
Gallery of Canadia 19822 Writer and curatorPhilip Monknotesthat Maggsshares with
{1 yYRSN) al GFE2y2YAO dzNHS (2 02ttt SOG ATheR OF (G153
accumulation of photographic portraits produces a visual arghavaurpose that also connects
Maggs tathe work of German conceptual photographers Bernd and Hilla BeBleend Becher
(1931¢2007)studiedpainting andtypography and Hill§1934;2015)photography Through
their prolific and systematic images of industrial structures and as prominent teachers in
Dusseldorf, the Bechers contributed to an understanding of German photography as sober and
analytical. Their work is frequently characterized as methodiedlabjective, with archival
intent. It is often taken upvithin the context ofboth documentary traditionsstemming from

photographerssuch aEugéne Atgef1857%1927)and Sander, and conceptualistha 33 a4 Qa

g} 33a3 &t SNBreGebter 3\1982rddtther Mptebook, Maggeggedd SSAy 3 G KS G862y RSNF
SEKAOAGAZYE |y R KIIG § yRRRANYST Al $hiat i I0dgEREENIREK rags8, Nilan Sekula, and

Ute Eskildserl NJ/ I dzR al 3 3qI 3Ny [d2R3 a.l 23294 Z ¢  dzy LI, BACYOttand, R7982 (1 S0 22 | =
6403.

Bt KAfALI a2y 12 a[ AFSQa ¢ NIAM&AE MaggsAWorksa B98I (Torohtd Badver |+ y R { dzii
Plant, 1999), 21.

YD2NR2Y | dzZAKS&as F2NJAyadlyoSz FaaSNia GKFG adKS . SOKSNJ
use of archival structure, but through their attempt to create a compositional system that suppresses the

individuality of authorial expressivii @ ¢ T D2 NR2Yy |1 dZAKSazx aDIFYS CIFOSY 52dz3f !l a
t K232 3N} LKA @rt JougnslBbNib. & ReXRNIEI Eor an expanded discussion of how the Bechers were

differently positioned in the European and American contexts (in the United States they were frequently aligned

GAGK O2y OSLJidz £ I NIOX aSS { ( $thd Aft alik ArBIIEBandpatiorios NI/ I G A &S
t K232 3INF LK@ TheyasOPiANE SHEWE Artists Ysing Photography,cli®&®, ed. Douglas Fogle

(Minneapolis: Walker Art Center, 2003),88.



grid-based taxonomic portraits relate to the nav@nonical architectural typologies of the
Becherswhosesystematic photographs of industrial structures in Germany are also viewed as
acts of preservation. Tim Griffin suggests thatitheork highlights a tradition in photography
that capitalizes on the potential for indifferent documentation and preservation through
photographs®®*Ly Hnny > al 33a LRAIylIyGte NBTFfSOGSR 2y
SEA&GSYO0Sz¢ y2iAy3 GKIG aAy it (GK2a$sS LA OGdNB
LISNOSyYy G 2F (KS 119%92ddolléction dfBeriaRi®agdis ayfvdokstage also
shaped by the medium itselivhich | will discuss further @K I LJGSNJ nX a5SaA3dyay3
/| 2y OSLIidzt t AdYdE

al 33aQa8 R20dzyYSyidl A2y 2F LI LISNI SLIKSYSNI SE
evidence of existence. Engaging with histdmgphotographic collections of found material
in works such ablotification xiii(1996)and¢ N @ Af RSa Sy ¥fryida RIya Q.
(1994)1 offer both documentation and space for imaginative projection. In so doing, they
invite the viewer into the works, extendirfgrther stillthe potential for portraiture Whether of
human subjects or paper ephemera, his multipleage portraits are an extension of his
interest in collecting and archiving and, as such, his artworks challenge the conventions of
portraiture.ly’ OK I LJG SNJ p X & CNEP Yaddieksbe waysil Bhictina 38N &2 | £ f
portraits, whether they capture human subjects or paper eptera expand the possibilities for

portraiture.

B5¢AY DNRFFAYIZ aCldzZ Gé ¢2gSNBRY ¢KS [S3IIF 08 27FAntdnKS LYLI &aa.
Paper(September/October 1998): 50.

Bydzz2 iSR Ay .Sy t2NIA&AT 490ARSYOS 25FS @ EtAKAISY/TIONSYLIK S NJ 2! yNJ/SH
Art on Paped 2, no. 5 (May/June 2008): 66.



Maggs had a decaddsng career during which he produced important work in both
commercial and fine art. In his early years he worked as a graphic designer and illustrator. In
the late 1960s Maggs pursued commercial photography, workibgtimeditorial fashion and
portraiture. It was in 1973t the age oforty-seven that hedecided to focus on fine art.
Significantly, it is thiparticularmomentof change that has become the persistent crux of his
career narrativethe shift to fine artwas often positioned by Maggs as a dramatic and
transformative reinventionpandthis shiftis frequently underscored in the literature on his work
and practicet’ The result igshat there has beerimited acknowledgment of his early
commercial work, an@dnly cursory investigation of its impact on the nature and forms of his
subsequent artistic productiolhe tendency of scholars to overlotiie intersection of art and
RSAA3IYy Ay al 33 a Qliistofichl Ni&s&s Miat KffemdistodnBdénieinporalyJi
commercial creative production a narrow focus that limits, and even undermines, an
understanding of art.

Fine art is associated with conceptual and intellectual exploration angsptession,
unbound by expectations of utilifyvhereas he applied arts are typically understood as art
forms driven by decoration and functionalifffhere is a lot of overlap betweehe fine and
applied arts Considesculpture, architecture, and craft, which have each been situatele

discourses and practices of fine art and appliedadike. Likewise, many of the disciplines that

17 See, for example, Josée DrouirNA 4 S62A a3 a! Ny I dzR al 33 aAMnavdVebdgNI A G 2F | 2
Identificaton6 h G G g+ Y bl dA2yt+f DFEttSNE 2F /FYIRIFIZ HAMHOZ HTT &
introduction (with Rachel Verbin) tarnaud MaggsbyDoma Popescu, Maislari Sutnik, and Sophle Hackett

Ol GdAyaSyke2NRyG2Y {GSARtk{O2GAF0lYy | tK2{({6SBMNhhatke t NAT S
Gv YR !'Z¢ MMH® {2YSGAYSasx fdK2dzaAK Ad A& | O01ly2sfSR3ISR
G2 FAYS FNIAalG A& fS8a SELXAOAGSO® {SST F2NI AyaidlyodoSz {dz



often sit beneath the umbrella of applied arts are also referred to as deSigke, for example,

graphic design, fashion, industria product design, and interior desig@ommercial artwhich
includesdesign, illustration, and photography, among others, is often connected to advertising,

and is anchored in business and driven by market afttisough the terms design and designer

are used in a range of fields, in the context of this papeMaggs| use them interchangeably

with graphic design and grag designerGraphic design, which is commonly defined as a

framework for organizing images and type for the purpose of visual communication in a specific
context, is a problensolving process. It involves aesthetic and technological considerations, as

well as a numbeof practical concerns, such as client directives, budgetary restrictions, and

time constraintsNevertheless, stscholar and designer Jorge Frascara insists, graphic design

also relates to social responsibility and the impact of visual communicatior iarthironment

and on peopleé’ Graphic desigis an interdisciplinary practice where artistic, technological,

YR S@Sy LJaeOK2ft23A0Ft O2yOSNya 2@SNII LJP CNI &
GN} yaOSyRa (GKS NBIFfY 2F SaldKSGiA0azé H6KAOKZI |
critique of graphic design that is not limited simply to style, but instead involves both critical

and social analysi$.Such is true ofine art as well however And, although botliine art and
graphicdesign operate as commodities within the commercial realm, there is a distinction

(0]

(0p))

G§6SSy GKSY® !'a b2NXIY t20GSN) KFra y2a8SRx al

(0p))
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O2YyOSNYSR LINAYFNAE@E ¢ XAMitKoughk SANI LINRO6f SY

BW2NHEHS CNIF AO0FN}ZI aDNI LIKAO 5Desigh Stydes: Theofyand RésBarcB iNGrgpRi©O A | £ {
Design, A Readeed. Audrey Bennett (New York: Princeton Architectural Press, 2006), 28.

19 1bid.

h 2NXFY t2030§SNE 4L aDdsignsasizned. yIExNColés YCambNdgd MAlaKdELondoyi: The MIT

Press and Whitechapel Gallery, 2007), 29. Originally publishéthasis a Designer.ondon: Studio Vista/New

York: Van Nostrand Reinhold, 1969); revised and extended (London: Hyphen Press, 1989/2003).



generalizatiort and one that neither accounts for the eginiven autonomy of designers such

as Paul Rand (19424966) for examplenor the pressure on artists from dealers to produce

work that sellst t 2 G G S NI ahigRigh®&thay d\désigey does not maintain explicit

creative contro] whichsignals some of the tensistetween commercial and fine art practices,

and reveals how the role dlfie designer is potentially at odds with that of the artisis Milton

Glaser (19282020), a key designer at tigominent New York Citipased studio Push Pin,
FAaSNIa>x aRSAAIYSNE INB LI I OSR a2YSgKSNBE o0Sig

GKA&a Ol dzaSa | ftAFSHEAYS 2F O2yFtAO0OUAY3 ARS

P

Ly
Thereis a stubborn blind spot in critical writing about the importance of design in art
{OK2fFNJ YR ONRGAO ' tSE /2tS8a aasSNlia GkKFdG adi
AYFSNAZNSOGRI BRI @R AAGAEA OKIKih adeyetted frdrShiepdstole A Iy y 2
AyaArdakida GKIG O2dzZ R ©o0S6 3If S| yBaigniwNtBRick | y 2 LISY

%

t 28y 2N) SOK2Sa (KS&S aSyidAySyisaR Saaya 3y SINSE (K | GRS 1
KER 'y AYyFSNAZNR(GE O2YLX SE 6KSy AG#OoegpeSa G2
0KS aKATFTOAY3I aAIYAFAOFYOS YR LINRYAYSYyOS 27F
grea 2F OGKAY1Ay3 LISNaRAaAG FyR (GKS &ltdimtey/ OS 27F LI
NERNB&da GKAa 101 2F RAIFIf23dz2S GKNRdaAK Yeé Ay @S

creativepractices directlyinformed his artmaking, and also how this persistent tension

AgAf G2y DflFaSNE a5 8dla \"okNewYRrk: OYedobkPdzas(i20) 263 gfiginally delivered
as talk at“the 45th Annual Convention of the New York State Art Teachers Association.

21 £ SE [/ 2t S&Art Morih$/a34 @¢reh 201 ()8

23 |bid.

2wA O]l t2ey2NE a&! Rasigrand Aktall.(AfexSColesN@amtiti§ghl,BA, ardd Yondon: MIT Press and
Whitechapel Gallery, 2007), 94. Originally publisheldam23 (May 2005).
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between fine and commercial art practeshaped hisareer narrative’® In order to do this, |

look closely ahisbiographyg A 1t K a2 LISOAFAO SYLIKI aA aExamifingated 34 Qa
various personal and professional influences on his career trajectory reveals new insights about

his motivations. Moreover, my emphasis on his commercial work history foregrounds the
significance othat work in his artisticdevelopment, which helps to disrugte notions of

artistic genius that have dominated art historical narratives, particularly those with a

monographic focud.ater in this introduction will expand on th significance fobiography

further asl outline my methodological approach and the structure of this paper.

On the occasion of an exhibition at the Power Plant in 1898ijpMonk assertedd K & & 6 S

Qx
~
No
o

Z#R y2G 0S &adz2NLINAASR o0& (KS O02KSOWBMIDS 2F a

pul;
(s}
O«

a ARSR (2 0S5 |y I 2Rditdodgh Mankhiglylights exerhplesioidgherY | y & ¢
photographers and artists who transitioned from commercial to artistic practices, including

Irving Penn (19132009), Richard Avedon (1922004), and Andy Warhol (1928987), his text

T asthemajorityda YIF Ay dFAya Fy SYLKI a2RMy pdjgct mwedeB & Qa | NJ
f221a Ofz2asSteée i GKS AYyGSNBASOGA2ya 2F RSaiAidy
order to more thoroughly illuminate how commercial work elicited the coherent body of work

he produced as an artist.

BC2NJ YSTI GOFNBSNI yIFNNIGAPSéE NRB@vsldpienthave ileénaconteptualizédli A & G Q&
and written about in texts, both scholarly and general, by scholars, curators, critics, and even the artist him

herself.

a2yl G[ATSQEA ¢NIYOS&Xé wHnod

28 |bid.
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Curatorssuch asvonk have contributed the bulk of writing on Maggsthe context of
specific exhibitionsThe result is a number of careful examinations of both his artistic practice
and specific works of art that effectively contextualize his photographic output and influences
according to the history of photography.&a y 20 SRX a2y 12X F2NJ Ayaidl yoS:
desire to collect and categorize people parallels the work of Sander, and Sutnik connects
a | 3 3 & chasedhNdodraphic work with the etmitectural typologies of the BechetBoth
Monk and Sutnilalso linka I 3338 Q& G E2y 2 YA Ol With thdfleti@ntly@id G2 & G N
based, informational presentatiatiat ischaracteristic of conceptual af@urator Catherine
Bédard makes these same connections to German typological and conceptual traditions, but
AaKS aasSNla dKFad adeLktz23e FOO2NRAYy3 (2 al 33a
This explains its framing within a grid, whose minieralis woven through with an eminently
human and sensuous content, yet shown with all the appearance of documentary
202SOVPAPRIRIPEYF 1 Sa Yy AYLERNIIY(G 20aSNBhGA2Y |
mym &0 SNRE GKSAA&RLISAIOMNIQAGT IR AaBNISR2NY I K G al 332
bridges between modernism and conceptual art, while using photography to create dialogues
0SU6SSY YSY2NRSas I NOK asBcsedhen2 K12 ® OK & NJ- ¥ Ra QISR LI

succinct summation of the literature on Maggs, which often both implicitly and explicitly

2/ GKSNAYS . SRIFENRXZ d&! NV IAdmud Mdg@Notes capisaRisy ArnabdMaggs dndd | ¢ Ay

wdza a St ¢ YSTASNBE o0t NAayYy {SNWAOSa Odz (idzNBfttSa RS fQl Yol
30 Doina Popescu, introduction #rnaud Maggsby Popescu, Sutnik, and Hackettd = 1j dz2 G SR Ay ! yy S [}
Works/New Works: When Contemporary Photographic Artworks Held by Canadian Public Institutions Change after

| 0O08aaA2yEé oYl A05NRA (KSAAAS WeSNE2Y ! YAOSNRAGES HamnO
MENR {dziyAlY éGal 33404 NI A4 SYOSRRSR Ay GKS Y2RSNYAAD
a2t QOAYy3AT Iy AaadzsS GKIG A& NAOKfe@ NBaz2f @SR Ay KAa LK2{G?2
have programmaticallg @2 f SR ' yR G 1Sy 2y | RAEFBANBY (datO2NIDEHLX @z f 0 &
al33aze mT1O
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addresses the quality of interplay in his practice: between modernism and conceptualism,
ddzo 2S00 FyR &0GNXzOG dzNB = 3}tys R poinorateosliévewabhts € | Yy R 2
repeating in the context of a study related to his graphic design and conceptual art output, as
what is revealed in the literature is a portrait of a maker who is at once formally and
conceptually rigorous.

¢ KNRdz3K2dzi al 333aQa I NIAAGAO OFNBSNE KAia O2
historical and art historical references. In the most recent exhibition catalogue, produced to

O2AYOARS gA0GK al333aQa NBOSALI 2F (KSkeft O20G At

(@]]

explores the complex and layered historical references and influences relatedAdténdNadar
series (2012) in particular. The work comprises a series epsehaits of Maggs dressed in
costume as Pierrot, which, as the title suggests, wereedafter a series of nineteentbentury
portraits byNadar (Gasparéélix Tournachon()182(0;1910) and Adrien Tournach@h825;
1903)2 F / KIF NX S& 5 S0 dzNI dz | aAfter N&laliblRcélabratiodof the O SG G |
FNIAadQa FoAfAdGe G2 Ay idSNLINBThe éxplick coddedtighd S NLINS (i
Maggs makes to the history of photography are particularly poigresit was the last series
completed before his death.
The exhibition catalogue prepared to accompaagntification(May 4;September 16,
HAMHO |G GKS DblridA2yltf DFEESNE 2F /FylFRI LINROJA
career and output. In addition to reproductions of a significant number of works by the drtist,

includesa text by Josée DrouiBrisebois, an interview with Maggs conducted by Charles

bSé6 22NJlazéeé myod

JIFdzR al 33a ¢F1Sa FAmaudzNBOgsiid t A SNNER G .

Z X

2 2
Ggdz a
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Stainback, and a chronology prepared by Rihannon Ythloughthe emphasis certainly

NBYIAya 2y al 33aQa | NIUAAGAO 2dziLiziz {dGFAyol O]
Gl fdzr6fS AyaAraKad Ayda2 al33aQa ySGg2N] 2F 02y
chronology indentification2 F F SN& | GAYStAYyS 2F al33aQa fAFS
when and where he worked as a desig#er.

What remains scarce in the literature on Maggs, however, is an extended and explicit
discussion of the influence his commercial practice had on his ways of workirg seeing
photographicallyas anartistt Y2y 3 GKS SEOSLIiA2ya Aa deNI G2 NJ L
essay that accompanietirnaud Maggs: Numberworkan exhibition mounted ahe
Macdonald Stewart Art Centre in Guelph in 1989. The work Maggs created during this period
moved away from the serial portraits he waeviouslymaking to foas on numbesand
letterforms. Highlighting the consistent ongoing emphasis on repetition and classification in his
LIN} OGAOS: WSY{ySNI LRaAGAZ2Yya al33aQa ydzYo SNB 2 N
experience and his photographic portra#sOutside of the curatorial contex, y & ! NJ/ I dzR
al 333y . FHOW AlE0 UYWRRSAAIYSNI w2oSNII ¢2Yo0a YI {8
early careers and his artistic expressi@iffering a chronological overview bisvaried careers
FYR LRAYGA 2F GNIyaadAz2yI ¢2Y0a RNIga FaGdSyaa
RSaA3ay OFNBSNI FYR FAYS NI FLILNRFOKSa Ay LI NI
FNRY (GKS FLIINBEAYFGS Wy2diy 2dn miyksA ad 2 yW3i A@IE S @t &

seeds of exuberant expression, whether manifested in line, tone, colour, texture or shape

33|t is worth noting that the chronology illentificationhas an autobiographical quality, suggesting the need for
more exhaustive research.
34 |ngrid JenknerArnaud Maggs NumberworKSuelph, ON: Macdonald Stewart Art Centre, 1986)27
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lettering, typography or illustratiom that led finally, and surprisingly, to his current more
OSNXB o NI f aSNR I 5 Sindkagylimteiviedvsicihducied dy2MidhagléMitchell and
Robert Enrighfor Canadian Ar{2010) andBorder Crossing2012) respectively help to signal
the importance of design to Maggs as an arifst.
Absent almost entirely from the literature on Maggs, thouglre a close examination
and discussion of the technologies and processes involved in his design eaictefthe
overlapping and productive period of experimentation between his commercial photography
career and his move to fine aithis is unsurprising given theckof materialmore broadlyon
Canadian graphic design history. While designers, scholars, and critics have been expanding the
literature on graphic design in the United Statesl Bitain, its Canadian history is
underrepresentedIn the mid to late 1970s there were growing calls for a recognition that
design differed from art and needed its own history. As Robin Kinross outlirretO5 text
that grappled with what a history of design should look Jikées S& A Iy 6+ & RAFTFSNBY
ordinary life and to baised(not put in museums), and it needed to be studied not as a series of
Aaz2flFGSR 20602S00Ga odzi Fa |y I O0AGtwasénx1983tfat A 1a o
t KAf ALY A #isterySBEEadHrDesigrasfirst published That textbook (now called
aS33aQ | Aad2 NER)had BeerDdVisedIEnd ©publi$hédiselgral times aver
offered the first comprehensive overview of the history of design that extended beyond the

nineteenth and twentieth centuries. Kinross, along with otherss densistently pointed to the

BWw2O0SNI ¢2Y043 a! NYISARRDAL OB (FaMiitei d0go): 82 Ly | X €
Ba A OKF St aA i OKSCanhatiandAr2d, Nd: 3Y20R0): &4BInT¢ w20 SNI 9 Y NARIKGX a5Saa
LYGSNIBASS oA i BorderiCiossidg®l, no.|2 @aha/August 2012),8Y.

Yw20AY YAYNRAAS &5SaA3y GraphiciDash®: Ristory{indte MLtiKg, T2BNJetd. RSy G A (& X
{FN} 58 .2yRO YR /FGKSNRAYS RS {YSG o6[2YR2YyY hOOFarzyl

Designerdy the Society of lllustrators, Artists, and Designers, 1985.
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need for more writing about design. In particular hasfavoured the notion of design criticism
over design history, insisting that what was abseonf the field was scrutiny®
A number of authors and publishers have risen to the challeag® 334 Q | Aa (2 NB 2
Graphic Desighas since been followed by a significant number of textbooks, monographs, and
edited volumes on design histaty Yl y& 2F gKAOK &SS] G2€Takeff 3II L
for example Susan Doyle, Jaleen Grove, and Whitney Sherman, whissary of Illustration
(2019) brings together a range of contributors who examine the global history of illustration
specifically, includings sociocultural relevance and impatd its overlaps with graphic
designOr5 | AR WdzZNEX ¢gK2 Llzia GKS F20dza 2y (KS aez
history inGraphic Design Before Graphic Designers: The Printer as Designer and Craftsman,
1700;1914(2006).ConsideralsoBriar Levitwho in Baseline Shift: Untold Stories of Women in
Graphic Design Histo(021)redresses the dearth of material on woman designers in the
acceptedcanon ofdesign historyAdditionally, a number of publications offer more focused
views of particular periodin design historyMid-century Modern Graphic Desiga012) by
Theo Inglisfor instance, is richly illustrated overview of American design production in the
mid-twentieth century specifically. Maggs gets the briefebimentionsin a capion where
Ly3ftaAa 2dzifAySa az2y23aNryY ! NI {GdzZRA2aQ NBEFGAzZ2
New Yorkbased Monogram Art Studios had a contract to design record sleeves for
Columbia during the early Fifties. They also created gai@sotion material for several
pharmaceutical companies. Monogram often designed the Columbia covers themselves

in-house, without crediting a specific designer, but often they commissioned an artist
from a large pool of freelance graphic designers and illustrators, such as Ronald Clyne,

381bid., 19.

39 Some select examples: Johanna Drucker and Emily McMarajhic Design History: A Critical Gui@eston:
Pearson, 2013); Stephen EskilsGnaphic Design: A New Histgiyew Haven, CT: Yale University Press, 2019);
Steven Heller, edTeaching Graphic Design Histew York: Allworth Press, 2019); Richard H@lisphic
Design in the Twentieth Century: A Concise Highdew York: Thames & Hudson, 2021).
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Rudolph de Harak, Art Seiden, Arnaud Maggs, George Lois and Erfé€ Yahn.
L ¢gAff FRRNBaa (KAA& LISHAOKPRRIGHHhieesgdan®a OF NBSNJ
LffdzZAGNF GA2Y DE

Thepastthirty years have also seen an increase in publications addredesign theory
and criticismlIn the realm of theory, foexample! dzR NB & .D&sigy SuidliésQTheory and
Research in Graphic DesignReaded H nnc 0 | Y R | Sdrafhic DésigdvTaedbyP y 3 Q &
Readings from the Fie{@009) are volumes of essays tledplorethe fundamentals of graphic
design theory. Insisting on graphic design as a reseatieinted practice, Bennett asserts that
oDesign Studieaffirms that graphic designers are producers of interdisciplinary knowledge and
y2i 2dzad @Aadz t  (NF y &t ladsfolEemigder inlthe GhtéxiStifisi Qa 1y 2
project, which seeks to examirel 333 Qa4 AYISNO2¢ V¥ 80 KB IRokINE A& NAS a
Closeseries,comprisingfive edited volumes of critical writing on graphic design, the first of
which was published in 1994 and the last in 208ands design criticisidVith a largely
Western focug the United States and Britain in particularii KS @2t dzySa FAY a2
Y2aid LINR@20IF GABS | yR O2YL‘Mevkrheless, dbeeih@ShEirty Ay RS a
years after Kinross called for critical scrutiny and a writtestory ofdesign, the editors of

Graphic Design in the WritingJdzo f A A KSR Ay Hnamn O2YLX SGS 6AGK |

40Theo InglisMid-century Modern Graphic Desighondon: Batsford, 2019), 92.

41 Audrey Bennett, introduction t®esign Studies: Theory and Research in Graphic Design: A féadéfork:
Princeton Architectural Press, 2006), 21.

42 Michael Bierut, William Drenttel, and Steven Heller, eds., forewoldbtuking Closer 5: Critical Writings on
Graphic DesigfNew York: Allworth Press, 2006), vii. See also similar compilations, sDelsiga Culture: An
Anthology of Writing from the AIGA Journal of Graphic Dedlgw York: American Institute of Graphic Arts/
Allworth Press, 1997). It is important to note that a cadre of prominent British and American designers, writers,
and critics define this literature. Bierut, Drenttel, Heller, Jessica Helfand, Ellen LupdoRjck Poynor, for

example, appear repeatedly in collected volumes as editors and writers.
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earlier essaystillidentifythey SSR F2NJ I gNAGGISY NBO2NR® GCAYI €

GKAA 0221 | WNBIRSNEQ:¢ GKSe& O2yGSYyRX aGaél a F2N.
discursive potential of graphic design, and to argue that its history needs not only to be

exhibitedl YR Af f dzZaG N} GSRXZ odzi I f a2 EtDBiRait@§BWh Yy R RS
of the literature ofdesign history since the 1980s in Britain and the United States, the written

record remains young and ripe for expansion.

By comparisonCanadiardesign history literature remairsven morecursory and
underdeveloped As design historiarBrian Donnelly pointsout Y & [ 2 OF G Ay 3 DNJ LIKA C
History in Canada

the relativve lack of dqsign studies in gana@de§ign institutions hefe never Sastablished,

ONRBIFIRfeée ARS2f23A0IFf Ofl AYa NXB3IINRAY3I UGKAaA

was so often the case elsewhere and in other fields (such as literature or art). Canada, in
other words, has never meritea chapter in Megg$'

/' FylFRIFEQA& 3ANI LIKAO RSaA Bfelyia jodrnnd, MiBgadhesaambse®@y LJdzo f
theses and doctoral dissertatioridonnelly, for example, explores the ndntury period in

/' FyFRAFY 3ANILKAO RSAAIAY AY aalCadadaal®EOa8y A avYyY D
and the Changing Definition of Modernignwherein he assertsthat RS & LA S A d&a LINBa

major industry in Canada, and its we#tablished status as a field of study at universies

AN LIKAO RSaAday Ay [/ FYIFRIF KlFa y2i 0*SSatwoO2 Y LINS K

43 Sara De Bondt and Catherine de Smet, égsaphic Design: History in the Writing, 188811 (London:

Occasional Papers, 2014), 5.

4 NRLFY 52yySttes a[ 20F Ay 3JolMlof Iedigh Histdhg noFy(Wintek 20062 NB Ay [/ |
285.

s NAlFY 52yySttez aal aa

a2 RS NY A & ¥e¥e6sDadd thafChaBging Bedinktianyof Ay [/ S
a2RSNYyAayYé oYlFaasSNna i Sé)\

4 /I NISG2y ! YyAOSNBAGES MpdT
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part overview of design history in Canada publishedpplied Artanagazine, Will Novosedlik
outlines dual influences o@anadiarmodern graphic design in particular. dmphasizeshat
itsdevelopmentg & | YOK2NBR AyAGALFIfte Ay GKS SARSEALINEI
Crafts movement, which heaysdominated approaches tG@anadiardesign for four decade¥.
Despite this early interest in a decorative aesthetic informed by Morris and his characteristic
emphasis on craftsmanship and handwork, Novosedlik points to the growing appeal of
European Bauhaus teachinfgs designersn the 1940s and beyondi / 2 Y G N>} NB G2 GKS
Morriseanideal of recovering the past to create a better present, the Bauhaus goal of breaking
with the past to build a new future appealed to a nation that wanted to forget the hardships of
RS LINE & a A 24YHisloyeRiewsakldEgsés these influences and motivations and offers
select examples of design work psactitioners who includeCarl Dai1912;1967)t whose
work | will address later in relation to MaggsTheo Dimsor§1930;2012) Allan Fleming
(1929;1977) Burton Krame(b. 1932) and Jim Donoahu@ 9342022 b 2 g2 aSRf A 1 Q& 2
is brief andas a resulthe mentions only a few key players.

Despite a strong reputation in the industry, as | will demonstratehiampter 1,Maggs is
absent fromb 2 @2 4 QRfviev] aQ & the case in thecent documentary filnDesign
Canada(2019) directed by Greg Durrell, whicisotraces/ | Y RIF Q&4 RSaeA 3y KA a2
modernist period. Using archival footage and a series of interviews with prom@emadian

designersvho workedin the midcentury period DurrelQ fim underscore the significance of

design in shaping Canadian identiycknowledging therhnited space and time afforded by the

“2 Aff b2@2aSREA]lI d&h dzRppled RENHOAIAMarch/ApNAIDE):BE 3 ¢ LG © M3
“7bid., 32.
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FAEY F2NXIF OGS 5d2NNBtf SELX FAYEAY &' yF2Nldzy+ 45t &
75 minutes go, it wilhllow us to focus on the flag, CN, CBC, Expo67 and ghijnare major
0 2 LIR®A sceréity of literature on Canadian graphic design creates a challdregeframing
the work of Maggs, as well as that of others who have been excluded frowmdrénedylimited
materialthat is availabl® / I Yy RIF Qa4 3INF LIKAO RSaAdIy KAAUZ2NBZ
outside the field, including art historians and curators. Maggs cabeetsilyslotted intothe
existing framework for understanding graphic design production in this country and beyond,
GKAOK KStLA (2 SELXIFAY Ay LI NI (GKS degdsSNBE LY 2
creative industries and his later career as a fine artist.

As a point of comparison, a similar emphasis on artistic output versus design production
has definedhe literature on American artist Edward Ruscha (b. 1981 recently Ruscha,
who is considered a canonical conceptual artist, is often invoked in discussions about the
GRSIFRLIYE 2N aF YFGSdzZNE | LILINFaeDEANRGIO2Y DS LR 8§46
on photography, conceptual art exhibits litiiotographicseltO2 y 8 OA 2 dzay Saazé bl y
gNAGSa A-FhotoglaphSrgd ¥ SR G A Yy I A G ac8ledBeribusphdidgrafhiNiy Y & 2
a snapsholike amateurism and nonchalance that would raise the hackles of any earnest
LINE T S &&Thbshti-dhebagraphy stance that has come to define the photographic

approaches of conceptual artists, particularly in North American writing on the subject, is

48 Greg Durrell, email message to author, June 6, 2017.

9SS F2NJAyadlyOoSs WSTFT 21tttz aalNjJa 2F LYRAFFSNBYyOSY
Reconsidering the Object of Art, 198975 ed. Ann Goldstein and Anne Rorimer (Los Angeles: Museum of

Contemporary Art, 1995), 2487; also published ifihe Last Picture Show: Artists Using Photography,19&2,

ed. Douglas FogiMinneapolis: Walker Art Center, 2003),¢32.

Sop | yOe C2 2 (HSK2 it KNI LI/ ST&LAst Pickuyé Si@73afirsSprblished ikrtforum 15

(September 1976): 464. Emphasis in the original.
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supported by claims made lBusch&K A Ya St Td Gt K2{i23INF LIKéQa 2dzad |
AD.Colemanin1978 L QY y 2 G | LIK2BuRcaadr Migh Rowell asserts that £
despite the many statements he has made that minimize the importance of photography in and
02 KAA @62N] 32 a0KS LIK2023aNI LIKSNDa WwWgl e 2F GKAY
F2NXdz F GA2Y  Z%In Wehadok dd & nuinbebdf desigeiated rolesincluding
paintingFor Sale signs, doing layout work for an advertising ageang,personalizing ceramic
gifts for Sunset House, and in 1965 he began doing layoussrflmrum magazinewhere he
workedfor a few years as a graphic designesing the nam@Eddie Russi&? It was in 1962,
while he was still working as a designer, that Ruscha began crdatiegtysix Gasoline
Stations which was published the following yedhiswas the first of several photobooks,
includingEvery Building on the Sunset S{Ap66), that he would design and produce over the
following decade.
l f 6 K2dAK wdza OKIF Q& RSaA3ay o6F O]l IANRBdzyR Kl & y?2
connections between art and design in hierk have been explored in more detail, the
literature on his workas with Magggends to emphasize his art care&tevertheless, over the

A 2N

LI &G O2dzLX S 2F RSOFRSa:z E KA 0 Aith @&sigh indudigyS SEI Y

Cotton Puffs, Qips, Smoke and Mirrors: The Drawings of Ed Rusdhiah was mounted at the

11 @50 / 2f SYFYyS aLQY b2i wWklLdstP&turBhow, R22adlignalMpubligh&dNibiie Ay C2 3
New York TimesSeptember 10, 1972.

22a NBAG w2gSft - Ld/s2 {iv2y] St dzfyTRa >a AWWNE N& YCottok Buffs @lgsg Ay 3a 2 7F
Smoke and Mirrors: The Drawings offidschgNew York/Gottingen: Whitney Museum of American Art/Harry N.
Abrams/Steidl, 2004), 11.

BaAO0OKFSE 522f S@&53 &9 RPridt4BNR & (BeptenibedDiktbber1994) 2R v (i = &
https://link.gale.com/apps/doc/A16464948/AONE?u=anon~d901ab04&sid=googleScholar&xid=eal8e401
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Whitney Museum of American Art in 2004Similarly, an exhibition titledEd Ruscha: Standard
(2012¢13), at the Los Angeles County Museum of Axghlightedhis connection to graphic
design, cinema, and urban histoiMost recently,Ed Ruscha / Now Thea major retrospective
Y2dzyGSR o0& (KS adzaSdzy 2F a2RSNYy ! NI -Ay DbSg , 2
disciplinary approach to artmakirt§.

Cornelia Butlestresses the collision of various categories, methodologies, and
investigationst including graphic design in his early work. Andgswithw 2 g St £ Qa | &a S NI
GKIFd wdzaOKIF Qa LIK23G23aIN) LKeé aKlFLISR KAa ¢glé 2F a
0KSaS aGRALFf SOPK XSt [MR@SRG AMXKISH A 2W0aAdéd | & alk eAy3
0K2dzZaAK (0KSe& ¢gSNBE adlAyaszsé gKAOK aKS O2yySoOia
career’” Reinforcingurther stilli KS Ay ¥t dzZSy 0S 27F wdzi OKI Qais LINR R dzO
WSYYATFTSNI vdzA 01 Qa . | O] G2¢ccyRS rnkithiddigtiEs . 2 NRY
commercial art practicevas fundamental to shapingoth the materialand conceptual
frameworks for his artworkiHer dissertatiortakes an irdepth lookat the design procedures
associated with the commercial art drawing board draav thoseand other commercial art
techniquesA Y F 2 NY SR wdzaHe&k T Q& |j dBY O a OR®LI 28 SR LINE OSRd
drawing board, including layout, projection drawing, and type design, as well as commercial art
techniques of replication, scaling, andspadzLJ f | & 2 dz{i = ¢. And dik Osists Bi& het | A y &

GdzaSR YR NBAY@SYGSR GKSaS O2YYSNODAFE | NLa YS

54 Margit Rowell ed, Cotton Puffs, @ips, Smoke and Mirrors: The Drawings oRtdchgNew York/Gottingen:
Whitney Museum of American Art/Harry N. Abrams/Steidl, 2004).

55 Christophe Cherix, Ana Torok, and Kiko AeiRuscha / Now Then: A Retrospediiew York: Museum of
Modern Art, 2023).

%6/ 2NY St Al . dzif SNE &L gennfs28.A 2y al y>é Ay w2eStft=
57 1bid.
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LJ2 & ( ¢ [°NBlleh INitoh &nd Jennifer Tobias likewise explore the design prodbsses

AKFLISR wdza QK IN® R dzDF WIR y AtheiecBriribuBon o dzéEsl Ruscha / Now

Thencatalogue Situating his work in relation to design history and practice, Lupton and Tobias

FOly26f SRIS y2i 2yte GKIG dLINRRdzONekWRegy 6& 9RRA

AaKlFexé odzi faz2 GKS@&@ Ayairald GKFEG RSar3Iy LINIF O
¢tKSaS |yl feasSa parficularylesd KO- dREenge Zdddmonly held

ideas about deskilling and amateurism as intimately linked to conceptual prastided O K | Q &

LINF OGAOS KSft LA (2 aA i dzsitSffera codeRtaatdetail@sodiine  y R | LI

modes of production and dissemination that characterize canonical conceptual art. These

modes frequently operate within the conventions of graphic desigeiuding, for examplean

emphasis on the grid, informational systems such as text, hadise of mass marketing

LJdzo f AAKAY3 adGNI G§S3IASE adzOK | a G amSomeexddme ¥ 2 NX I

examplesof conceptual artthe concept isexpressed only as design. Consjder instance,

w2 0 S NI Closedsaldy(1869),comprisingthree invitations to gallery shows in

Amsterdam, Turin, and Los Angelés which arexhibition announcement was designed and

printed that statedsimply:oDuring the exhibition the gallery will be closé@losed Gallery

2FFSNBE || adzO0Ay Ol SEF YLX § 2 TNeReékibitighyaddh & A Iy A TFA

scholarship are contributing to a+examination of canonical understandings and

interpretations of conceptual adndits origins but attentionto the significance of degn in

G. | Otc yié2 GGtKKS5 SRNE 3aAdy>3 |, I2NINRNR 9! Ry
7 § NJ @HRR ATBrék BaddiA&tdIREsEha AN6w Then

BWSYYATFTSNI 9Af
99 f f Sy [dzLdiz2y
226.
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this context remains scar@@ With examining these connections between art and design in the

work of Ruscha and Barry, among others, an understanding emerges that helps counter

prevailing narratives around conceptual art, the relationship between commercial and fine art
practices, and theirespective careeras artists Likewiseinvestigatingthe disciplinary
AYGSNASOGA2y A Ay al 33aQa O NB S Ndotiomya &itc@ i 2 NB |y
component of conceptual art production, but also a signifidastorA y al 334aQa 2g¢y | N

exploration and development.

Maggs was tkkown for his disciplined, rigorous approach to image malangl, hisvisual and

conceptual languages were shaped by his decades of creative practice in commercial art.

Frequently positioned within the context of conceptual art, Wrksreveal a synthesis of

strategies from each stage of his career. His explorations of the grid, portraiture, and collecting
informed his key thematic investigationghichincluded systems and classification, time,

memory, and deathMaggs himsel§aidi K & ¢ SOSNBIKAYy3I L KIFIR R2yS |
LIK 2 G 2 3 NI LIK $whidh ih Knany Wwagsd; givenithe minimal material related directly to

his design practice, functions as a call to agttormore thoroughly assess what his design

60 See Alexander Alberro and Sabeth Buchmann, édsafter Conceptual A(Cambridge, MA: Generali
Foundation/MIT Press, 2006); Grant Arnold and Karen Henry, Ted§fic: Conceptual Art in Canada, 186880
(Vancouver: Douglas & Mcintyre, 201R)js Camnitzer, Jane Farver, and Rachel Weisbal Conceptualism:
Points of Origin, 195@4980s(New York: Queens Museum of Art, 1999); Heather Dokuments of Doubt: The
Photographic Conditions of Conceptual (Minneapolis: University of Minnesota Press, 20Fg)gle, The Last
Picture Shows I AR W2 a St A (X CorReynpbBhdrd2989 tothBBrespath AlExander Y
Dumbadze (Newark: John Wiley & Sons, 2013);85%ve MeltzerSystems We Have Loved: Conceptual Art,
Affect, and the Antihumanist Tu(&hicago: University of Chicago Press, 2013); Catherine Morris and Vincent
Bonin, eds.MaterializingSix Years_ucy R. Lippard and the Emergence of ConceptugCambridge, MA: MIT
Press, 2012); Michael Newman and Jon Bird, &isnriting Conceptual A(tondon: Reaktion Books, 1999);
Matthew S. Witkovsky, edLight Years: Conceptual Art and the Photograph, ¢2847(New Haven, CT: Yale
University Press, 2011).

19y NAIKG>X a5Sardya 2y [ATFSZTé nco
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practice offeredo his photographyPhotographer Paul Orenstewas young and just starting

out in the fieldwhen heassisted Maggs in the 1970s. Orenstein insists,thaf 2 NRSNJ 4 (i 2

understand himl think you need to understand the graphic designer and the commercial

LIK20323INFLIKSNI G €tSlFad SljdAtte G2 GKS TFTAYS NI
The intersection of disciplines enl- 3 Jp@aliée is key to his artistic exploratigras

such, these discourses and his related practices need to be examined together. Doing so offers

a more robust picture of Maggs by disrupting some of the commonly repeated published

accounts of his career trajectory abg reinforcinghis standingas a significant contributor to

design and commercial photography in Canada. MegeNE al 3343 Qa Ydzf GAFI OSG ¢

to the impactthat commercial practice had on shaping his artistic explorations, land

extension, his practice underscores the signifi@nc2 ¥ G KS | LILJX ASR | NI a G2

In my view, this helps to dismantle modernist notions of the artist as genius, which has tended

to frame the narrative about Magg8cknowledging the interconnections betwedis early

creative practice and the development of his formal and conceptual strategies as araks«ist

helps to extend an understanding of conceptual art more broadly. Design, as Maggs shows us, is

critical to conceptual art output. Likewise, examining the disciplinary intersecticmd ird 3 a Q a

practice offers examples of hotlve conceptual art syntax often viewed as systematic,

objective, and cold offers a powerful framework for engaging with evocative and emotive

content.

62 Paul Orenstein, discussion with author, August 9, 2017.
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Ly 2NRSNJ (G2 LINPOGARS (GKA& yS¢g fSya 2y al 33aQa
archive,usingboth existing materialfoundin various repositories and interview transcripts

that | created. My project has involved archival reseancbeveral locationsThe Estate of

Arnaud Maggs maintains fine art photographs and records related to his photographic

production including grant applications, correspondence with curators and institutions, and

hanging schemes for his artworks, along with photograplocumentation and other related

materials Thesehaved SSy KSt LJFdzf Ay akKlFLAYy3 | @GASg 2F al
his activites innavigating the arts funding and gallery worlds. Curatorial records at the National
Gallery of Canada, including correspondence, images, planning notes, and articles and reviews,
KIS FdzNOHKSNJ AffdzYAYylFiGSR al 33aQarshidliA&dGA O LINT
institutions. Library and Archives Canada (LAC) hioiddsNB f | § SR 620K G2 al 33a
photographic production and his design cargérs material forms a signdant part of the

body of work on which my research is focused. The destated holdings include final design

and illustration work in print, but alsexamples oprocess work that demonstrate how he

created the images, modified them, and prepared themgoblication This research was

further supported by holdings in fonds connected to those who knew Mdgmgsexample,he

Marjorie Harris fondsheld by McMaster University, includes fashion spreads fiom Of S| y Qa
magazine as well as notes related ®rilwork.Thea | Of Sligitdl@mEhive likewise offered
invaluablevisual examples connected to my researeioreover,the tables of contents and
mastheadgduringthe time whenMaggswascontributing to the magazinavere equally
illuminating,corroborating or clarifying dates armoviding insight into the range of writers,

editors, designers, and art directors he worked wiimilarly, the Advertising & Design Club of
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Canada (ADCC; previougig! NIIi 5ANBOG2NBEQ /fdzo 2F ¢2NRyd20 Y
pastawardg A Y Y SNE S KA OK KSfLISR G2 Of I NAFeé RIFIGS&a |
collaborators while hevasworkingin designrand commercial photographyrheADCigital
archivealsoprovided valuableinformation aboutthe accolades Maggs received for his work
and further insight into his years of overlapping practice.

A historical approach one that emphasizes the significance of materialitframes
my project. Acknowledging materiality asserts a view of artworks or designs as objects. The
materials used ithe making ofanobject, the modes of display and dissemination, and the
processes and technologies involved at each oféhstages are significant to understanding
the purposes, reception, and interpretation of the object. The materiality of art and design
objects has particular relevance to my considerationd&oft LINP OS&aaSa dziSR Ay a
and commercial photographwork and the wayn whichthis work relates to ways of seeing in
hissubsequent artistic careeScholars Elizabeth Edwards and Janice Hart, whose edited
volumePhotographs Objects Histories: On the Materiality of Imagé&&R NS &daSa (G KS a2 0
of photographs, have influenced my methodological position here. Theirsbantehas been
AKFLISR AY LINIG o6& F aYFOGSNREFE GdzNYyé Ay Fyi KNP
GSNXY Al faaRdaNy € CaSe NLAKSHI 20RO G LIK23G23INF LKA K
YSIyAy3a +ta AYF3ISEA FyR YSEyAy3a a 202S0dGa¢

F2NXYIFGAGS SEtSYSyid Ay GKS dzy RSNEGdwsidsandBHart2 ¥ LIK 2

63 Elizabeth Edwards and Janice Hart eldbgtographs Objects Histories: On the Materiality of Imdtjesv York:
Routledge, 2004), 3.

64bid., 2, 15. Similarly, Sandra Dudley locates the renewed interest in material culture studies and theory in
anthropology in the 1980s and 1990s through the work of scholars such as Susan Pearce, Daniel Miller, and lan
Hodder, whose writing on material ture has contributed to the rise of objefdcused studies; Introduction to
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point to Roland Barthes, who famously argued in his discussion of the imadbearederent
OKFEG aGKS LK20G23INFY LK oStz2y3a G2 GkKIG OflFaa 27
separated without destroying them both: the windowpane and the lands@&pkikewisethey
identify in the materiality of photographs two interrelated forms: the plasticity of the image
(which relates to technical and physical characteristics) and the presentational form of the
object (as a cabinet card or a gelatin silver print, for exanf§lBpth the plasticity of the image
and the presentational form of the artwork are significant considerations in the development of
al 33aQa oteéea 2F ¢2NJAYy3I YR aSSAy3ao

As | have pointed out elsewhere, curator Geoffrey N. Swinney calls for recognition of the
museum register i KS aR2O0dzySyida |yR GSEGdzZ £ LINI OGAOSa
NBEO2NR (KS OF NESNJ i NI 2S5 Qa2 both & warkin@totl aodaz 3 NI LIK A S
museumobjecf’{ gAY Yy Se&Qa I y3Adza IS AYLE AOAGEE | Oly26ft S
Ydza Sdzy® ¢ SEldz £ YI GSNRI (aBoiktyeorfds#R AQ/i@ al 334Qa y
particularly significant to my analysis. Textual records related to #t@halRlm BoardQ & { G A f f
Photography Division artthe Canadian Museum of Contemporary PhotogragPMCPt now

held by the National Gallery of Canadaor example, which include correspondence and

exhibition noteswere important to my researctthis material provides contextual detail about

The Thing about Museums: Objects and Experience, Representation and Contesat®andra Dudley, Amy Jane

Barnes, Jennifer Binnie, Julia Petrov, and Jennifer Wallate York: Routledge, 2012)8l

65 Roland BarthesCamera Lucida: Reflections on Photograpians. Richard Howard (New York: Hill and Wang,

1981), 6. See also Edwards and Hane Thing about Museum®; although they do not quote Barthes directly,

they do cite Barthes and this analogy.

66 Edwards and Harf he Thing about Museums3.

DS2FFNBE bd {sAyySezr a2KIFG 52 28 Yy2g¢g Fo2dzi 2KFdG 2SS Y
Dudley et al.The Thing about Museulis om® { SS [ fa2 /Ao2fl X ahtR 22N)]akbSsg
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al33aQa AyalAaddziazylf NBflFIGA2yaKALAT a4 6Stf
photographers more broadly at the timghenMaggs was working.

G!'y dziK2NR&a yIYSZé aAOKSt C2dzO0I dzf GX I NBHdzS a
it performs a certain role with regard to narrative discourse, assuring a classificatory
Fdzy OFa2NB2 OSNE KS Ayaraida KIFIG FRAKEON dAdl KQ&NI A a
emphasis on the author as construction has been instrumental in centrally positioning
jdzSadA2ya 2F |dziK2NARAKALI Ay NI KA&adG2NROIf &aoK
capacity of the museum register and his call to view the regatea museum object, for
SEFYLX Sz RSY2yaiaN}GS |y SEGSy indiskescet the atiodzO | dzf
asconstructprovides an important initial framewory which to address thé&ransitionsin
al 33 & Q afrord dedl@& dddcommercial photographer to artistor, perhaps, Artist
and the waythey havebeen positioned in the literature. TH®dy ofwritingsabout a given
artist or artwork is likewise a valuable object of study in the examination of narrative function
andthe constructio? ¥ (G KS I NIAadGed 'a L KFE@S adaA3ISaitSRI
positioned as the crux of his career narrative, which in large part has been written by curators
in the context of exhibitions related to his art practice as a photographesudls, my
RA&ZASNIIFIGA2Y O2yaARSNB (GKS fAOGSNYGIAzNB 2y al 313

work on which | will focus.

BaAOKSt C2dzOF dzf 6 a2 KIG L& ReftheticdzivatiBodlKnd Epistéinogloggd W2 & dzS + @
James D. Faubion (New York: New Press, 1998), 210.
891bid., 221.
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Scholar Kevin Moore, whose dissertation and subsequent book focused on the shaping
or framing of photographer Jacquétenri Lartigug€1894;1986)as an artist, also underscores
authorship as a construction. Moore asserts:
[ F NI AIdzS A& | OAF dzND | u§ RA K})’nAH]ielmlSha@dya VGAKS KAa
phgtog[apher whosAe(v)\ YI 3 SNE ,é I a ONXB SR 2,dzu aARS | NI 1
ZUKENMLINSEOdzNE2NE 02 Y2RSNY LIK2023INI LKez |
smuggled into another for the purpose of bolstering the idea of a distinct photographic
tradition for art photography in Americé.
| Ad addzRes $KAOK SEIlFIYAySa (KS KAAG2NROLIE O2yi
and the shaping of Lartigue as an artist, highlights the significant impact John Szarkowski had in
developing the canon of modern photograpluyring his tenure as curator and director of
photography at the Museum of Modern Art (MoMA) in New Y8rkloore acknowledges other
precedents for this kind of study, whichs he assertsare necessitated by a tendentythe
KAald2NR 2F LK2G23INIF LKeE (2 dRAHe oh@&iSNI will /1R 5 Adyasid
alddzRe 27T ¢ A Y(B4EEs2) witd{ikdzt artigud, lwss framed by Szarkowski as a
G LINR YA UATYR 1 SoyAMadgsdéa 2 2 NS OF £ £ a | (Eugeyeliger y (2 a2
whichd 2 dzZ3KiG G2 SYLKI&ATS 1 G3SiQa AyidSyaazy G2 Ol

GASNY L Odzf | &) BELINREH &SRy &e { TNy 26a19A YR al NRAI

VYSPGAY a2 NEdilLatieQBMaSpy c 0Y LY @GSy dAz2y 2F |y ! NIA&AdGeE ot K5
2002), 31. See also Kevin Moadacques Henri Lartigue: The Invention of an Afishceton, NJ: Princeton

' YAGSNEAGE tNBaadx wnnnod !'ff GKS NBEFSNByOSa YIRS KSNB:
N¢KS GOGNFyaF2N¥YEFGA2YE 27T [ F NIAJdzS GKIG az22NB SELX 2NBa

LIK2323INF LKA OAGSR o0& ({1 -NJ[Zéél)\ gSNBE GF1Syo !'a adzOKsz {
work. By contrast, interpretatiga 2 F al 334Qa ¢2N] KIFLILISYSR 02y (iSYLR2NIyS2
itself.

2g22NBsY 4WyQRdz§a NI ATdzSZ¢é opod

73 |bid.

74 bid., 3%36.
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az2z2NBQa8 LINRP2SOU SElFIYAySa 0620K (KS aKAAaG2NR
structured his dissertation (and book) around the concepts of formation and transformation,
resultinginatweldr NIi | NNJ y3ISYSyiod aé AyGaSylGiazy G2 O2ya
transformationt or transition, as | prefer to call it to fine artistborrows fromthat
methodological approach Havesimilarlystructured my dissertatiomstwo distinct parts part
1> One a Designer, Always an Artist: Redefining the Mythology of#lagnd part 2, 6Once a
Designer, Always a Designer: Commercial Practice and ConceptuakRr&xia. NS Qa FNI YS g 2
offers a useful guide for analysis of key motivations involved in transformation of the reception
and interpretation of the artist. For my own project, | address both formationteauaksition
within the contexts of design, conceptual art, and photography in Canada. Dooftpsoa
framework within which to emphasize the artist as narrative construction, while also insisting
on the nature othe2 FSNI I LJ 6 S 6SSy GKS RAAOALI AySa (KSY&
wSO23ayAlTAy3a GKIFG GKAA RAA&ASNIFGAZ2Y Attt 0S8
practice, it is important to acknowledge my own biases and subjectiviliespite blurred
boundaries between life and work, and art and desigand the everevolving definitions of
thosepracticest | nevertheless find myself acutely aware of the tensions that @xisty own
life and workbetween the fine and applied arts. As a graphic designer and a professor in the
photography and illustration departments at Sheridan College, | inhabit various roles as a maker
and educator. In these roles | often experience the conflicts and intersediitmgeen theory
and practice, as well as the interplay between art and commerce. My academic research
revolves around the convergence of design, phoapdry, and conceptual art, which aligns with

al 3334 QMvheal2 NINE (G RAAO02QOSNBR al 334aQa SINXIe& RSay
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photographywork, |wasthusimmediately interestedn how thoseinitial commercial paths
influenced his visual and conceptual languafdsvas also struck by the absericethe
literature about his worlof explicit discussi®about the impacthat design processes and
technologieshadon his broader creative output, for example, or how industry changes affected
his career trajectory.
In order to expand biographical and contextual degdiconducted a series of
interviews with friends and family, assistants, curators, scholars, and design professionals with
whom Maggs worked (sesppendixA), resulting imfmore than twentyeighthours of audio
material and an archive of related transcripfsTheir recollections help to enrich published
I O02dzyla 2F al 3Jdfarigkeer insiis, shefift deddilsNagdaimples, and
clarificationsMemory is, of course, subjectivé I  O2y a i NdzOG A @S LINRPOSaas L.
S NINF Nskesbstencefunctions,andarticulations are fraught with contradictions and
RdzZl t AGAS&ad 'a d0K2f I NJ!fSARIF !'&aayYlyy | NBdS&azx
0KS SR3ISa 2 FEHFEeWHCSMpduwmling Scdoantand anecdotes of several
individuals who knew and worked with Maggs helps to establish a more comprehensive picture
of Maggs both personally and professionaliyher introductiontat A NHAY Al 2 22f FQa b

Essays on Biographly | SNYA2yS [ SS NBFSNAR (2 9tAlTlIoSGK DI

SAnne Cibolag ! NJ I dzR al 33&Y | PhotoED Blaghzingd (WinkeN2B23/22): Gl & X €

"¢ Informed consent was provided per the York University Human Participants Research Protocol. Printed

transcripts will be retained in my personal archive.

7/ fFNBE WO wliKo2ySs alNIAY ! @ /2yégle&s yR /KNRAaA Wo! & a:
Consciousness and Cognit@t(2011): 117%ttps://doi.org/10.1016/j.concog.2011.02.013

78 Aleida AssmanrCultural Memory and Western Civilization: Functions, Media, Arcthlexg York: Cambridge

' YAGSNEAGE tNBa&aAZ HAMMOIE odc® | AAG2NRALY tASNNBE b2NF | f
d. SG6SSyYy aSyY2 N lieuxd&mémarasii 20NNBIYY & @  a RejddBsentafiodsi® §Spritii1KED):

7¢24.
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G2 O0OA23INILIKEY aDSG Ia Yrlye FySOR2:GS4a |1a Ll2aaai
IS4 Iy SCRrinls Bedrihg directly from those who knew Maggs enliveisstéxt
More significantly, however,ssential insightérom these interviewsnto each of his careers
helpfully illuminate details around his moments of transition from design and illustration to
commercial photography, and finally to fine art. They also offer clarity around his working
processes at each stage of hiscarée yy St t 8 Qa ¢2NJ] 2y /Iyl RIFIQ& RS
involves oral historyHe explains:
The graphic design tradition in Canada, then, could be said to be an oral tradition in two
senses: it has been informally transmitted, primarily through studios, schools, and
periodicals, without having been permanently collected, curated, or canonizednin
or by institutions, and it is only now being gathered up again as an oral history from the
practitioners themselve&’
The oral historie$ have recorded in this dissertati@me significant in shaping an understanding
2T al 33aQa SINXe& OF NBS N3Ho cdptire hdt oNlIi Hechazé thekebis ag K A O K
RSFNIK 2F YIFIGSNRIFE | o2dzi /FylFRIQa RSaAaly KAad
alsobecause many key players in the design industry, espefiaiftythe time whenMaggs was
working, are no longer aliv&.Though largely specific to Maggs, this oral history helps to extend

the work of otherssuch aDonnelly, ando expand upon the limited design history published in

Canada.

9 Elizabeth Gaskell, quoted in Hermione Leei NAA Y Al 2 22f FQ&a b(@rancign, QJaPiincéch 2y . A 2
University Press, 2005), 1. The original quotation comes frbenQuarterly Revie{t856), copied by Gaskell in her

manuscript ofThe Life of Charlotte Bron{&857); Jenny UglovElizabeth Gaskell: A Habit of Storfeendon:

Faber, 1993), 406.

8, NAlFY 52yySttez a[ 20 GAy 3Jolrmalof Dedigd Histdh@ noHy(Wintek 20062 NE Ay /|
285.

BILYRSSRZ a4AyOS L O2yRdzOGSR G(KS AYy(iSNWASga sAlGK al33aQa
died: Keith Brandscombe (in 2021), Jim Donoahue (2022), and Michael Mitchell (2020). | am forever grateful for

their thoughtful insights and generitg with their time.
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| AaG2NRALFY al NBAFNBG al OaiAftly O2Xhagyda GKI G
long been regarded with suspicion by much of the historical profesSidree locates this anti
biographical position in aestheticism, connecting it to French writer Gustave Flaubert and
symbolist poets such as Charles Baudelaire, whe assertsd A Sg SR | NI ala |y Ay

A

SytdAadezr aSG FLINIG FNRY tATFTST y2i®Heves 8 RSIANI

P

alOQaAftftly Ayaradaszr ae¢S Ydza .8 Inafregdntpanel tic@sian S LIS 2

GAGE SR &/ dzNF GAy3 ' NI 2NJ/ dzNF GAy3 ' NIA&AGAY ¢KS

scholars, and writers grappled with the implications of biographical framing in an exhibition

context. Thebiographtal frameworkcan betraced6 | O1 U 2Liveslofihe MdstEicellent

Painters, Sculptsrand Architect§1550), whichused the life stories of his contemporaries to

illuminate their practicesEmphasizing that although the artwork must come firgt art

writer Louisa Buckontendsti K & al ff 2F (KSaS RAFFSNBYy(d St SY

be ignored. And, | think the artist as an individual cannot be ignored either, and the context in

GKAOK G(GKS@& 2LISNIGST yR GKS NBflFdA2yaKALA (GKS
Francis Bacon (19Q92) offers a useful comparison to Maggs héretheir exhaustive

biography of the artist, Mark Stevens and Annalyn Sawttine how Bacon downplayed his

time in Paris in the 1920s, his study of anatomy, and his success as an interior designer.

Underscoring the tension between the fine and applied arts, Stevens and Swan connect this to

a hesitancy amongomeatrtistst including Maggs, | argue to be associated with eary

82Margaret MacMillan)] A A G2 NB Q& t S2LJ SY (TofoNtd Plolse bfidakhsbRresd, 30F5.51 KS t I a i
83 Hermione LeeBiography: A Very Short Introducti@@xford: Oxford University Press, 2009), 93.

8MacMillan,] A 3 G2 NB,@a t S2LJ S

B[ 2dzZA 41 . dzO1 X LI YSt YSYOGSNE &/ dzNF GAy3 ! NI 2NJ/ dzZNF GAy 3
panel discussion, Association for Art History, YouTube video, 1:27:45,

https://www.youtube.com/watch?v=S gk9M Arnk4:3844:50.
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A

OF NESNJ O2YYSNOAFE NI GKIdG KSELISR G2 LI & GKS
particularly touchy [on the subject], probably because there was a moment when his design
g2N] ¢la y204 |y dzyLX S| & #ghdtheirtRanBy DA | (i FOIKER IS v
significant reason for thiserasureg | & . | 02y Qa fF GSNJ RSaANB (2 O2\
a 0 2%\Bedaling 2 & y 2 N2 Athat desigBexslhdve af inferiority complex in relation to
artists,. 02y Qa RSf A 0o $istiniBing@d Jii@Bly desigs stdcesses
underscores the complexities surrounding artistic identity #meldifferences inpublic
receptionof art and designHowever, @ Bucksuggestsit is often what ididdenthat is most
interesting:
Bacon completely concealed the fact, almost, that he was a designer, a really quite
successful interiodesigner at the beginning of his career. He concealed the fact that he
went to anatomy lessons and actually did real[y study drawing and actqally the hyman o
FTAIdzZNBEP ¢KAA gl a LINU 2F KAa YeuKXZ 02 KARS
revealt what he conceale®
As Stevenand Swan contend, with napparentFf 2 NI £ GNI AyAy3az . | 02y aO:
YANI Odzf 2dzat & & Fy FNIA&AGS | & XBiogapdNidmwhad FdzZ t &
can help to reveahrange of influenceand experiences that may otherwise remain concealed
butO2y G NR O dzi S G2 & KIhddigihg, bibgyaphicalldetaibesp@dially detalJ
that traces professional experiences and work historhelpsto unsettle perceptions of
artisticgeniu® @ 2FFSNAY3I | Y2NB ydz yOSR dzy RSNRUGUI YRAY:

through interconnected influencetife experiencesand workhistory. My methodological

86 Mark Stevens and Annalyn Swénancis Bacon: Revelatiofiéew York: Alfred A. Knopf, 2021), 86

87 bid.

8, dz0O1 X @G/ dzNI GAy3 ! NUGA®R2B) / dzNJF GAy3 ! NIAAGAaZE nnYpdo
89 Stevens and SwaRrancis Bacar86
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approachto researcling Maggswasanchored in biographyand so too is the structure of this
dissertation.Biographical detasland contextare woven througtout both parts of ths
RA&ZASNIIFGAZ2Y Ay 2 NR&AMifutinaiehé pdic®/e dialogud & Q& | OG A
between art and design throughotis career, and to disruptthe myth of the artistand

seemingly inherenhotions of genius

This work comprehensively incorporates and extends content | wrot@rioaud Maggs: Life &
Work, with full acknowledgment and approval from both my supervisor, Sarah Parsons, and the
publisher, Sara Ang&.The extension of this content here enables me to include deeper
FylFfeasSa 2 Trecard @rhér dsights flodhose who knew Maggsd include
additional visual examplePart 1 ekamiresthe biography of Arnaud Magdom 1926 t01979
Through this exploratiora morecompleteunderstanding of his life and work emerges,
dismantling the dominant selhythologizing narrative that has come to define his story.

Practical considerations industry changedinancial pressuregpersonal relationships and
circumstances, including divoree illuminate boththe challenges he faced anbde choices he

made both personally and professionally. Of 2aS 2271 |4 al 33aQa SI NI
illustration, discussedn chapter 1 for instance, reveala range of influences and a distinct

interest in pushing himself as a desigtieroughinformal lessons and lectures in Montreal,

New York, and ItalyMaggs worked imlesign and advertisinipr over two decadeshoning his

skills andoecominga versatileinnovative designer who gainedcognition for his self

promotional, editorial, and advertisingwark G K2 N2 dz3K SELX 2NJ} GA2Yy 2F a

% Anne CibolaArnaud Maggs: Life & WolRoronto: Art Canada Institute, 2022).
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biography underscores his significant contributions to the applied arts in Calmaldeed, the
reputation he garnered ensured suppdrom the Toronto community when he shifted his
focus to commercial photography.

Part lalsohighlightshow Maggs was both part of and greatly influencedtsy
changingphotographic landscapef the 1960s and 19704s revealed ichapter 2, hismove
from design to commercial photography coincided with a period when perceptions of
photography were shifting and the medium was increasihgiyngrecognized as an art form.
This change was influenced by institutions such as MoMAe United Stateand by
developments in Canada, whekéaggs was workindhat also acknowledged photograpfya
significance. &y institutions suchag A 0 N} N2 ' yR ! NOKA@Sa /Yyl RIFIX
Still Photography Division, and the National Gallery of Cariaetgan or maintained active
collecting practicesluring that time. Likewise, public perceptions of photography were
changingi KNR dz3 K (G KS YSRAdzYQa NI LdhdShiers was b dorketatgd Ay LJ2 |
increase irdemand in the advertisingnd designndustries In addition to these broaer
changesa 334 Q4 RSOAaA2Y (2 SELX 2NB y SsosiapeB | GA S |
by specificontemporaneoushanges at Art Associatdss workplace

TheS 02ttt SOGA2ya 2F al 33aQa LISSNARA yR O2fft S|
between his design and commercial photography practiaesd, as his photographic career
developed, hisindeniablerole inshapingCanadian magazinekringthe 1960sA close
investigation of this periodusinginterviews, archival documents, and negatives frarh 33 a Q a
commercial practicedemonstrates productive overlap®etween his commercial photography

career and his fine art practic&he explorations ipart Lalsoreveald K & al 33aQa GNI y
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from commercial photography to fine art wésssan abrupt reinventiorand morea gradual
evolutionthat wasshaped bytife experiences andreative practice. Commencing with a 1969
trip to Europe, Maggs underwent a period of saéiécoveryduring which he blended his
commercial and artistic practices. A close examination of this important period of traniition
chapter 3offers a more nuanced understanding of the factors that shaped his career trajectory
andhis artisticnarrative.

tF NI H SEGSYR& (GKA& SELX 2N} GA2Y 6AGK |y SY
practice in design, illustration, and photography shaped his artworks both visually and
conceptually. Through an ongoing exploratiorh@&biography, additional anecdotes from
those who knew and worked with Maggs, and examination of specific exanple<
SYLKI &aAl Sa al 33aQa | Ndmnindlist &d 2odzéptudiist vdcabularies,d & y i K
the processes afommercial photographic practicand design strategs The systematic and
sequential approach that defined his fine art portraiture, for example, aligns with the language
and approaches characteristic of conceptual art, a movement with which Maggs is often
associatedChapter 4however, examinethe motivations and practical realities that shaped
works such akedoyen Series, Working No{@879), for example, demonstiiag that the
strategies employed by Maggs emerged from the processes and practices of commercial
photography.

The grid a dominantd i NHzO (1 dzZNB A v, algrts @ith $h@languadedofs 2 NJ|
conceptual art and minimalism, but it is also integral to the structure and processes of both
photographyanddesignt I NIi W SELX 2NX& K2¢ al 33aQa SINieé& C

of the grid in his artworkChapter 4examines how his understanding of the grid as a structural
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device shaped his visual language as an a@isapters 4 and 5 bottonsiderhow Maggs2 a

grid-based artworks reveal a dialectic. Exeploitedthe analytical potential of the grid format in

many of his largescaleartworks, while athe same timeheSE L 2 NER (KS RSGAO0SQa
capacity His portraits of Joseph Beuys and André Kertész, for instioster an analytical read

that characterizes much of his work, but they as@ NJ 3 NP dzy &bilityitiednpradizk R Q &

time and durationLikewise, worksuchagt NI @ Af RSa Sy ¥l yda RlIya f QA
(1994) and\otification xiii(1996) are at once analytical and evocative/y OK2 NER Ay al 33
interest in graphic designhey serve as powerful examplesho$ use of the grid format and his

attention to scale in the creationf@ffectivevisual archivesf found ephemeraThis

SELX 2N} A2y 2F (KS AyTtdzSyO0S 2F al 33suked S| NI &
significance of commercial work in shaping both the formal and conceptual inquiries that define
hisartistic practice And, as | have noted, it also insists on the importance of the applied arts to

020K al 33 a Qandt@thiayof Gaadal 2 NB
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Introduction: lllustrations

Figure 0.1Margit Bennettd 5 SO2 NI G Ay 3 L & [|CarladiaB Kdmés ahdSShideRayidafy 195a8\J0 > €
13¢15.R79595476, ref. R795311-4-E, vol. 837, Library and Archives Canada (LAC), Otta®@an&@diarHomes
and Gardens.
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PARTONE

Once a Designer, Always artist:
Redefining the Mythology of Maggs
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1. GraphicDesign and lllustration
Arnaud Cyril Benvenuti Maggs was born in Montreal on May 5,,18Znid and Cyril Maggs.
| A4 FANRG yFEYS OFYS FTNRY thRelcdmmirdlingrofiddddaSikm | ( K S NE
regiment in British India, where Enid and her siblings spent the early part of their childhood.
Duringa visit to England when she was thirteen, her father died of pneumabeiamother died
of tuberculosissoon afteward.® After her parents died, the children wesentto Canada to live
with their grandparents, who had retired to Windsor, Nova Scotia. Cyril Maggs was from
Wallaseynear LiverpoolEngland, but his mother was ItaligBenvenuti was her maiden name.
Gl SN FFrYAfe OflAYSR (2 6S RANBOUGU RSaOSyRIyila
later explained: After fighting in the First World War, Cyril immigrated to Canaahal
eventually both he and Enid ended up in Montreal, where they met. They married in 1925.

Though Maggs recalls his father singing in a choir and doing some amateur acting, Cyril
made his living in insurande-e was a clerk at Sun Life Assurance for his entire career, a job
that supported the family even through the Depression. The household was not witlsout
tensiors, howevera | 33& FSt 0 GKFG ayYeé Y2GKSNI I $eftSNI £ f &
her feelings shaped his own tense relationship with @@iy AR | R2NBR KSNJ a2y d ¢
g2dzZd R AYLINBaa dz2y YS (KIFdG L glFra 020K RATFTFSNS

all 33a NBO2dzyiSR® a'!'a | O2yaSljdzsSyoSz B KFER |

O«

Maggs was the first of three childrdut A G ¢ I & he Qas tedzyéarshofd that his sister,

1Arnaud Maggsl5:z LI Yy St H O0dcTHKMpP @Ky o Ganada (LAC))hQtthia, R7EBHNI NE | y R !
2Maggs15r LI Yy St M OGN PHKE3PET KyMCEOZ [! /X wWT dpo

SWw20 SNl 9YNARIKGS a5Sardya 2y Hokler Srassing3l, nd. § (uBa8IguS§ 6 S A G K 1 N
2012): 44.

4Maggs,15, panel 2.

Svdz2GSR Ay 9YNARIKAI>S a5Sardya 2y [ATFSzé
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Heather, was born. From the moment she arrived, the two were insepafdtie brother,
Derek, followed five years later.

Initially the Maggs family lived just west of Montreal, in Strathmore, Quebec. It was
there that Maggs would await weekly visits from the Popcorn Man, which, as noted in the
Introduction, marked a significant aesthetic experience that would shape hiesttein design

FYR RA&GLI Fed [FGSNI GKS FrYAf&@ Y20SR (2 t NAyOS

O«

| SFGKSNI /2212 RSAONAROGSA Gl 0AHAsdtkeNapdriny 3 K2 dza S
Montreal, Maggs showed an aptitude for design work. He created posters for high school
dances and as a Grade 11 student was invited to design the yearbook cover (fig. 1.1). A spare
design with an emphasis on type and negative space,2h @S NJ ¢ & al 3343 Qa TANREI
G2N] @ I AYGAYy3 G KAa ONBIFIGADBS |ALIANFGAZ2YEAS KA
F2N) GKS DblradA2ytrf DS23aNF LIKAOE | & KA a-fafeted dZNBE & L
career, Maggs cites Americasuynalist, historian, food critic, and photographer Lucius Beebe
(1902:66) as his prototype. Beebe, who was an untrained photographer, is credited with
inventing the railroaepicture book genre with his 1938 publicatibiigh Iron: A Book of Trains
Just lke Beebe, Maggs was ultimately known for his work in several realms but also as a
personality.

Maggs had a passion for music, forming a jazz club with friends. Higheifatist

Spring Hurlbut, recalls him telling stories of their antics, including how his mother shut down

the club becausée and his friends had started throwing records out his bedroom winééie.

6 Maggs,15, panel 1.
7 Heather CookPictures from a Darkroom Floor: My Life in Fraffagonto: Two Ladies Press, 2012), 9.
8 Spring Hurlbut, discussion with author, February 28, 2020.
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would go to seemusicians such as Cab Calloway, Count Basie, and Duke Ellington, among
others, at Chez Maurice Danceland in Montreal, a venue often paokibé early 1940svith
crowds of teenagers. He and his friends would also go dancing at Victoria Hall in Westmount
wherethe Johnny Holmes Orchestrathe band that gave Maynard Ferguson and Oscar
Peterson their starts performedevery Saturday night.

Maggs did not enjoy school and he never graduated. Instead, toward the end of the
Second World War he decided to join the Royal Canadian Air Force. His basic training began in
Torontoin 1944 Though he wanted to become a pilbg failed the test and was sent to Prince
Edward Island to train as a rear gunmithe No. 10 Bombing and Gunnery School. By the time
hehadO2 YL SGSR KA&a UGUNIAYAY3IS GKS 61N gl a ySINIe
G KAOK ¢l a F2NIdzyl 4§$ST 0SONNMIEBE XK S3IMNBggINWaH@ySFS Nz
placed inthe reservesandreturned to QuebecAfter his returnhe decided to become a
commercial artist and enrolled in the Valentine School of Commercial Art in TBé5chool
was the studio of a commercial artist located above a drugstore at Greene and St. Catherine
Sreets in WestmountAlthough his stinthere was shortlivedt he quit after a montht  his

interest in commercial anpersisted

al 33aQa OFNBSNIAY O2YYSNOAFE NI o6S3aFy F2NXIE
apprentice at the Montreabfficesof Bomac Federal Ltd., a commercial art studio and

engraving house with locations in Toronto, Ottawa, and Montreal. At firgter®ormeda range

9y NARIKGE a5L/Mardya 2y [ATFSTE
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of tasks, such as cutting mats and changing paint, to support the other aftistpressed by
their work, his design aspirations were cemented and he committed to developing typographic
a1Atfad 4L ljdzaO1te NBIfAQ SRSIKEWf LAYERGSKRe & 2R
to acquire an excellent knowledge of typefggleand the ability to execute them faithfully by
K I yRWhile apprenticing, he designed an anniversary emblentifeiSun Life Assurance
/[ 2YLI ye@d aL ¢l a wm ddiaigKR a2YSES£O0ayd3aByZEARI o
Hecontinued to develop his design skills through apprenticeship and professional practice. For
two decades he worked in advertising and graphic design as a designer, illustrator, and art
director at prominent studios in Canada, the United States, and Italy.
When Maggsvasworkingas a commercial artist in the 1950s and 1960s, ortasf
regulartasks was to create layouts and fit type. Workwith translucentlayers on illustration
board, graphic artists would create paaips or mechanicals witthe artwork positioned in
preparation for reproductionUsing a process camera, thagte-ups and mechanicaisere
converted to negatives, which would then be used to prepare plates for the printing press.
Black artwork and typography ford the base layer of a past@ or mechanical. Faroloured
designs and illustrations, transparent overlay sheets would be positiongdp to indicate the
areas of colour. Each overlaychagistration marks to ensurthat all the layers aliged.
How to Keeprour Food Safe in Summan illustration prepared by Maggs for the June

30, 1962 edition o€Canadian Weeklyepicts a family heading off to a picnic. The pasgbefor

o) KINISa ' ® {GFAyolr Ol Z dAwmaudMaggs! dentificaitigred!Iddde DauRBrisebad3a ¢ Ay
(Ottawa: National Gallery of Canada, 2012), 110.

1Maggs 5L Yy St p O0GHdNKTpoKcmyddY ffdz2 ESRINY sWEA Wy ypdyp +23f I
I Ny I dzR a | 3 F&EriEeboisArfauccsMaggdzidehtificatiqr212.

12 Arnaud Maggs, handwritten note attached to Sun Life Assurance Co. of Canada 31st Annual Dinner booklet,

1977, R795%421, Arnaud Maggs fonds, LAC.
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the illustration comprises a base layer of fine black linework, a-splaur overlay for the

banner, and an overlay drawing of colour for the rest of the illustration (figg1142. As this

example shows, if an area required modification, the designer or illustrator could simply redraw
the detail and paste it on top of the original drawing. kiroek and fills could also be revised

using black or white ink or paint, depending on whether information had to be added or
removed. Despite being noticeable in the paste such modifications were rendered seamless

by the photographic process. Althougkds like these would be made before the pasfewas
photographed, they are akin to dodging and burning in the photographic printing process,

which allows for targeted brightening and darkening. The necessary precision and close study of
shape and form tht resulted from this type of design practice developed into preoccupations

GKFIG ¢2dAZ R 3dzARS al33aQa NI |yR RSaiAay g2NJ

Maggs worked as a graphic designer in the-tidntieth century, when design was heavily

influenced by European modernism and the profession itself was being redefihediisual

and conceptual underpinnings of European modernist art movements, such as Dada, De Stijl,

and Russian Constructivism, informed twentiegntury developments in graphic desigihey

Ffa2 akKlFILISR al 333aQa INIAadAO RS@OSt2LIVSyd FyR

Thomagecalls his fascination with El Lissit£k$90;1941)

~ A

<,

L GKAY]l KS KIFIa 3INRgy (2 tA1S OSNI I NI A
AY 2dzNJ t AGAYy3a NB2Y i K2YS | gK2ft S 0dzyOK
Lissitzky book was sitting on our coffee tabld remember saying to my husbahd & h K X
RAR ! NYIFdzR al 33a O2YS o0eKé¢ | SQR Ff gl @&a Lz
againt I f g &4z lftgleéaz Ffgledad ¢KS ALIAYS 2F Al
constructivist typeface and for me it was the perfect sort of Arnaud datitan in a way.

Everything he did had some connection to that structured way of thinking about art, so

N Qx
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he never abandoned his design principles or knowledge or understanding, he just
brought it into his more creative sphere, finding an interest in archival objects and signs,
markings. So he then sent me a picturg. He tgok a photograph of his Ljssitzkgrbook ) |
the cgffee tabler the sQine ofitt I YR Aé Sy Uv )\VU u 2 YSA? AL Ae dza UA VI\AIJE
2RI ! NYI dzRZ & 2 dzQNIV! NAZO KizRI F& A 3F KISINENI £ LIA SOS

all 33aQa4 RSSLI IsBi2kyuNderscbresythe BgimglinBuencd of European

modernist movements on his work and his ways of thinking.
The Bauhaus, which sought to integrate art and life, was particularly instrumental in

shaping a critical context for design when Mag@s comingf age as a designer. Bauhaus

teachers, including Josef Albers (188876), Wassily Kandinsky (188644), Paul Klee (1879

1940), and_azsl6 MohohNagy (189§1946), for example, rejected representational imagery

and pursued abstraction in their work. MohelNagy, whose practice was multidisciplinary,

maintainedthat typography and photography were fundamentalnwdern visual language

and communication. Jan Tschichold (1§D2), who was inspired by Russian Constructivism and

the design teachings of the Bauhaus, publisbéel Neue Typographie 1928. In line with

Moholy-b I 38 Q& O The NetvTywdgaphhisitRdipg eficient communication in

design, promoting asymmetry, sans serif typefaces, bold rules,impartantly, the positive

use of negative space. These developments in graphic design expanded beyondt&urope

impactthe ideas of artists and designers in North Amerfainflux of European émigrés

further cemented European influence on modern graphic design in America. Albers and

Moholy-Nagy were among many artists and desigs who left Europe for the United States to

escape Nazi Germany. Both brought their ideas and influence to new teaching péditers

13 Curator Ann Thomasliscussion with author, July 12, 2017.
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at the experimental Black Mountain College in North Carolina, and Matadyy at the New
Bauhaus (later the Institute of Design) in Chicagmining others who were beginning to
frame a context for graphic design education in American schools.

Informed by MoholyNagy and Tschichold, Canadian designer and typographer Carl Dair
(1912,67) helped to shape graphic design in Canada from the late 1940s until his death in 1967.
In Montreal he partnered with Henry Eveleigh in 1947 to form what has since been called
G/ FylFrRFQa FANROG O NESnmBdaheddsyEB. ERMY, B QEesed Fageh OS ¢ ¢
manufacturer, Dair wrote and designed a series of eight hugely influential booklets on the
subjects of typography and printing. These publications includgze & Pape{l1946),Design
for Printing(1947),Type Talk$1948),Portfolio of the Work of the Great Master Print¢i948),
Design of Letterheads & Business Fofi®1),The E.B. Eddy Handbook of Printing Production
(1952),Spacing1954), andrhe Art of the Printgf1956). Design historian Brian Donnelly, who
fldRaE (GKS ASNASE Fa a5FANRa Y2ad AYLRNIIFYyd aa
points to their influence on prominent Canadian designer Allan Fleming ¢Z929%nd Will
Novosedlikhighlights their use as standard texts at the Institute of Design in Chie&gb. A NI a
first book,Design with Typé€l952), lays the groundwork for effective typographic design and

the importance of contrast. The book developed in part out of lectures Dair delivered at the

a2YUNBIFf adzaSdzy 2F CAYyAts¥® NI A& yR fQ; 02tS RSa

1“2 xff b2@2aSRf A1 I &h dzNppled RS NHOAIANarch/ANADEG):BE > ¢ LI D mXI

B NAFY 52yySttesr dal aa a2 RSNYAAYY65DaE thdfChaBging Befinktiahydf Ay / S
a2RSNYyAAYE da! (KSAAAI /I NHOT2p 2/02RBRNAA e B hhdiNd a2 RS N¥
B¢KS 0221 GRNBg KSI@GAte 2y KA&A GSHFOKAYy3a y2iSa FTNBY Of I
; 02tfS RSa ! NIda DN LKAIdzSSa X FYyR Ay GKS AyF2NXFE { I (dz2NR
FYR RSAAIYSNEET mignyssSttes dal daa az2RSNJ
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Following his time as an apprentice in Montreal, Maggs went to Toronto, where he
O2yGAYdzSR (2 K2yS KA&d aiAiftta Ia I fSOGGSNBNI I
Frew, a fashion illustrator at the studio; the two were married in 1950 and sooiuee to
NBGdzZNYy (2 a2y iNBlFftod .01 Ay az2yiNBFfs al33a ¢
education in design, such lectures were important to MaggBdsign with TypeDairasserts
that, fundamental to typographic design and design more broadly is the organization of
diverse elementsintoavisual uAt9 A G F 0t AAKAY 3 | a@Aadzr £ dzyAlzé

AGNHZOGdzNF £ FYyR &aLIF GAFE a0N)y GS3e al 33a ¢g2dAZ R S

¢

AYyFtdzSyOS 2y al33aQa INUGAAGAO ¢2N)] oAttt oS |
LY FTRRAGAZ2Y (2 AyTFtdzSyOAy3a al 33aQa dzy RSNA G

5FANRa OflaasSa AYiNRBRddzOSR KAY (G2 GKS g2N] 27

designer, illustrator, and writer Jerome Snyder (192 particularly resonated Wi Maggs.

Snyder designed album covers and his illustrations appeared in prominent American magazines,

includingFortune In the 1950s he was the first art director$orts Illustrateanagazine,

where he championed illustration. Characterized by a plegtiergy and a sense of humour,

{Y@RSND& RS&aA3dIyad FyR AfftdZAGNI dA2ya 6SNB +y AY

g2dzZA R G1F1S GKAYy3a 2dzi 2F KA& RNIgAy3Ia | yR GNRB

L KIR 3200GSy do&kdtimitiegtsf fy &REOPNHEE yalyS a2 | LIISH N&

17 Carl DairPesign with Typ&\ew York: Pellegrini & Cudahy, 1952);48. The bookwould later be expanded and
republished in 1967 by University of Toronto Press.
1B8GailFishe¢ @t 2NE a! yIFd2Ye 2F |t 2 NI NPhHotd Gommyhiggl(FAISSRYIBA S 6 6 A (i K
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notebook in his lists and descriptions of key influences on his Wadrke Snyder, Maggs would
sometimes work as an illustrator, sometimes as a designer, and frequently as both.

In the 1950s, Swiss graphic designers, including Emil Ruder®lahd Joseph
Muller-Brockmann (191€96), extended the functionalism of the Bauhaus dimé New
Typographyby introducing an underlying grid, resulting in what is commonly referred to as the
{6Aada LYGSNYIlFGA2y Lt & (0BKESS 3 42ANDaa M YOLSEE &S GR{28vA&y/a ({S
RSaA3Iy 3Fft2olftex AyOtdzZRAY3I Ay GKS ! yAGSR {GlFd
for example, demonstrates the visual economy of Swiss fundigmgfigs. 1.6 and 1.7). His use
of an underlying grid, contrast of scale, and the functional use of colour achieve a sense of
2NRSNJ FYyR SaidlofAakK | @Aradadt KASNI NOKéod | 26S0Q
American illustrative graphicia A 3y adzOK a {yYy@RSNR&AX 6KAOK NBI
LYGSNylFrGaAz2ylrt {GeftSe al33aQa RSaAdy ¢g2N] GSYyR
defined by the use of illustration and often hand letteriZhicken a la Kin@.953) offers a
example of his lively approach to both imagery and text in his illustrations from that period (fig.
1.9).

Founded in 1954 by Seymour Chwast (b. 1931), Milton Glaser, Reynold Ruffins (1930
2021), and Edward Sorel (b. 1929), Push Pin was a hugely influential design and illustration
studio in New York Citwith an international reputation and a stable of admirers and copiers.
a4 RSAAIYSNI . I NNBE %l AR SELX I Ayd#lkeBukhPS 6 SNB a

Ffaz2 ¢g2N] SR gAGK fSOGGSNAYIPeE 1l NeoDimsarS NI a G K|

9 Ny I dzR al 33a&a3> at SNE2Y Il W2dz2NY I £ Y ¢85 BACYOftawA R798%R2, p >~ ¢ dzy LJI
R7959137-3-E, vol. 839
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GoSNB G(G2LJa Ay GKFG FNBF 4G GKS GAYSZ¢é y22GAy3
was mischievou®t dza K t Ay Q& 2dziLdzi &1 & OKI NI} OGSNART SR o6
expressive typography, and its aesthetic influence on graphic design is hard to overstate (fig.
1.9). Though the studio was formed the same year Maggs left New York, its impaatldan st
seen in his work, and he cites the studio in the list of influences in his notebookza K t Ay Qa
OKIF NI OGSNRAGAO | SalKSGAO Aa SOARSY(d Ay al 33aQ
(fig. 1.10). The gritdased layout and varied illustrations1845(1964), for example,
demonstrate similar structural and stylistic strategies. Likewise, the boisterous logo design and
posters Maggs created to advertise Toro#tased antique store Antiques & Things (figs. ¢.10
1.13) recall the work of the famous Amenicatudio. The seductive draw of Push Pin had an
AYLI OG 2y ¢2NRyG2Qa RSaAdy O2YYdzyAdGeéezr fSFRAy3
to New York to work there in the 1960s, including Hedda and Doug Johnson and Zaid, who went
to Push Pin followig a brief stint at Art Associates when Maggs was art director.

In 1952 Maggs received an early honou€einadian Artmnagazine, when Dair
LINEOf F AYSRZ daz2yiNBIf KlFa AdGa oNARIKI azya Ay
¢ Iy ONB R $2DairlwhkBsumimdrizing the 1951 exhibitions of the Art Directors Clubs of
Montreal and Toronto, drawing attention to successful projects and the promise of the younger
ASYSNI GA2yS FNHdzZAYy3I (GKIFIG adKS ySg ORRLI 2F | NI

al 334aQa ¢2NJ] e iddudedniCanAadiah Krom$dupsof strong contemporary

20 Designer Barry Zaid, email discussion with author, July 5, 2017.

2al 3343 at SNE2Y Tt W2dzNY I ©¢

2/ I N¥ S5FANE dabS¢g t I (G Soapadianing, nd. 4 (BumRnari1962), 1157 SS NI A A Ay 33 €
231bid., 173.
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graphic design throughout the 1950s and 196&fisdthe magazine twice commissioned his
illustration work for the covein the 19504 In 1960, when th&Canadian Arpublished a

special issue on graphic design, eleven of his designs were featured on it$pages.

Though the influence of European modernism is undeniable in design work of this period,
RSaA3dy KAAG2NRAlIya {(SOSy I SttSNIIFYR DNX3I 5Qhy
YIye FTHIV2NHEOPEKSES GKS& y20S GKS aNXGA2y Il f Y2I

GAGK GKS {oAraa {GetST GKS aSEdzoSNIyild Y2RSNyas

(0p))

0K SOt SOGUAODO Y2RSNyazé gK2 SYLKIFIaATBPe LISNE2Y

illustrative approaches of many American designers in thegaittury period exemplify this

kind of exuberance and eclecticism, including that of prominent graphic designer Alvin Lustig

(191%pp0 X K2 KFER I LINRF2dzy R AYLI OG 2y al333aQa |
Ly mdpm al 33aQa FANBRG az2ysz [Fd2NByOS ot a2

he rented studio space in downtown Montreal and started work as a freelance designer. Maggs

offered layout, design, and illustration services to a range of local cliectading Sport Togs

and Ciba Inc. (figs. 1.14 and 1.15). As a member of the Montreal Art Directors Club, he regularly

attended meetings, and through the club he encountered Lustig, who delivered a lecture there

AY mopmd aLli gFa FIAXNBERNBRAFE SESISKNESHOB I¥e adzy |

24 SeeCanadian Arfl3, no. 4 (Summer 1956) ahnadian Arl5, no. 2 (Spring 1958).

25 SeeCanadian Artspecial Issue on graphic design (Mag0) 54, 56, 62, 70, 97, 140, 181, 183, 187, 197, and
198.

% GSPSYy | St SNJI Thé RlodBrhsBMEdceRtOr Afr2riEahIGeaghic De@dpw York: Abrams,
2017), 13.

27 bid.
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A

0 S02 YS 2@dcddinldd ¥aggs, Lustig insistedtiiah ¥ & 2 dzZQNBE 3J2Ay 3 (2 06 S
G2 LISNX¥YSFGIS SOSNEB OStft 2F @2dz2NJ oSAy3asx RGO KI &
LG o1& F LA@G20Ft Y2YSyd FT2NJ KAYT [dzaGAa3aQa €SO
New York City with his young family.

Lustig died very young he was just forty years old from complications related to
diabetes. In his short career he wrote and lectured on the role and impact of graphic design,
expounding both its significance and the promise of its relationshipwitipak y 3 ® -a ¢ KS A y i
relationship between the highest kind of experimental painting and the best kind of design is a
GSNE Of2aS 2yS IyR I @SNE LINRF2dzyR 2yS>¢ KS |
accident that the best design came out of theuBaus, where you also had some of the best
LJ- A y & Bdedddide aesthetic influence of abstract painters such as Joan Miroq1883)
and Klee is undisguised in many of his designs, including the book jackets he created for New
Directions Books. Founded by James Laughlin, New Directions published thef wardéternist
writers, including D.H. Lawrence, Ezra Pound, Tennessee Williams, and Henry Miller, among
20 KSNA ® [ dza¥leManvko D@ 184 )\by Eafviddce, for instance, recalls the visual
SO2y2Yeée 2F aNNRQa ¢2N] 2F (GUKS &FYS LISNA2RI FS
that playfully blurs the boundaries between representation and abstraction (fig. 1.16).

Frequentlyusingthdly 3dzl 3S 2F | 6adNI OGA2Y YR &dz2NNBIfAa

Bal 3343 at SNE2Y Tt W2dzNY I o¢

29 yNAIKGEZ ax6aAirdya 2y [ATFS:

1 fPAY [dzaGAIZ a5Sair3ytheCoNectdd WritiNgd 6f liriLusdigh art ifirbdddion ¥yd > ¢ Ay
Philip Johnson (New Haven, CT: Holland R. Melson Jr., 19§8), fitst published in th&Vestern Arts Association

Bulletin September 1952.
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GKS ALANRG 2F GKS GSEG NI GKSNI GKEY 2FFSNI I f A
Y2NBE AYIF3IAYIFIGADBS LIR26SNI GKIY RANBOG Aff dzAGNI (A
In his notebooks, Maggs also names Miro as an inspiration, alongside other painters
who explored abstraction, such as Pablo Picasso I881B), Klee, Arshile Gorky (12@48),
and Willem de Kooning (19Q@7), and he citeFantastic Art, Dada & Surrealispublished by
aza! AY wMdnTI Fa Fy AYLRNIFYG AyTFi dS¥RAS P G ¢ KS
Y2NBE AYLRNIIYyd GKIYy [dZAGAIQAE RSaAAIYy g2N] a |
RSaA3dy YR ftAFTFST gKAOK KIFIR I Y2NB SYRdAdzZNAYy3 AY
commercial to fine art practice
In his writings, Lustig addresses the differences between the applied and the fine arts.
G¢KS o0FaArAldO RAFTFSNBYOS 06SisSSy (GKS 3IANILKAO RSa
GA&d KAA &aSEFENODK FT2N GKS WLz f NEQ KNI AKENIAGRIZY Gk
tragic split between the public and private experience that makes both our society and our art
FNFIYSYGlNE IPBWREANNADELA 3¥SodiK2dzZaKsE gl a y20§ (2
NREfS 2F RSaAdy yR (GKS NBalLRyaioAtAaide 2F (GKS
that it is in this effort to break down the barrier between art and life that the most ehgihg
LINEOEfSY fASATI YR 6KAOK L Fisdlditionvi@a sigifigantdddo dzi A 2

influential body of work, it is his insistenteinspired by the Bauhaus on integrating art and

3/ dCodhd /£ NJ S a! f Grapyfisd [nozA3(10MB)Y244.2 SN 5SaAIyase
Ral IFEAT at SNEA2Y T W2dzNY I f ®£

BILEGAY [dza A I3 ThdOdlleddd Wings & AVind yshge ariinfroduction byPhilip Johnson
(New Haven, CT: Holland R. Melson Jr., 1958R&5

34 Alvin Lustig to James Laughlin, January 9, 1948, Correspondence53.@4@l undatedBequest of James
Laughlin 1V, Houghton Library, Harvard University, quoted in Steven Heller and Elaine Lusti@@@woheledern:
The Life and Design of Alvin LugBan Francisco: Chronicle Books, 2010), 56.
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fATS GKNRdJzZAK RSaAdy GKIFIG O2yiNROdziSa (G2 [ dzadAa
design to include textiles, architecture, and furniture, which aligned with his push for

interdisciplinarity in the practice. His dedication to shaping desigm@®fession with mutable
02dzy RF NAS& LISNKIF LA O2y(iNARO6dzi SR G2 al 33aQa 02Y

later in his career.

In New York, Maggs worked as an illustrator and freelance designer and took evening classes in
design. Not recognizing the name of Alexey Brodovitch (§B98L1) as the instructor of one

such class, Maggs selected a different teachétris interesting to speculate what direction his

g2N] YAIAKEG KFE@S 1Sy KIR KS SyNRftftSR Ay . NERR
Russiarborn art director favoured photography. His experimental and dynamic use of the

medium often featured the workf European avantjarde photographers such as Man Ray, for

instance.

all 33aQa GAYS Ay bSég 2NJ aKFLISR KAa 62N} S

AYTFtdzSYyOSR YS (KS Y2aiGzé¢ KS SELXFAYSR:E agl a i
KIRyQi SELISNASYOSR Ay a2y iNBI f o apahlfio mRsudiB Ol 2 N&
G2 YI 1S | RMNHemlsynet destyoedaddillbsirator Jack Wolfgang Beck €1923

yyos gK2 AYyFidzZSYOSR KAa ¢2NJ @ ! ¢dzSaRl& yA3aK
encountered other New Yorkased designers, including Rudolph de Harak (42@d2) and

Jerome Kihl (1922016). Beck had established the Loft Gallery in his Manhattan studio, where

BLGLAYyolrO1z av yR !'Z¢ MMn®
3 |bid., 111.
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he would show the artwork of local illustrators. Among them was Andy Warhol (8328who,
fA1S al33asz 6S3Fy KAa OFNBSNIAY O2YYSNOALFE | N
gallery walls, Maggs purchased three of them for five dollars .each

CKSNE INB &aSOSNIf LINIttSta 0SG6SSy 2 NK2f
working in commercial art in New York City at the same time and their professional circles
overlapped. As Maggs notes in his kaereer interview with Charles Stainbackwever, they
were at different stages in their careers. Maggs was a young, ambitious designer, keen to earn a

living. Warhol, by contrast, was firmly established in the commercial realm and already making

ax

Y2@3Sa Ay GKS RANBOI(A 2ing in#he sameNdaybIn someg/ditdes hielwasy Q

NE3II NRSR |

ax

GKS ITNIA&AG 2F GKS Y2YSydazé al 33a
GKS INIAaG KS S@Syddatte o0SOFYSo ¥ gl a 2dzAad o
Nevertheless, Warhol remained an important influence.

alye KIFIgS LRAYIGSR (2 FF¥AYAGASA 0SG6SSy GK
and the grids and seriality of Warhol and the minimalist sensibilities of Sol LeWitt¢2®Z8
and Carl Andre (1982024)%8¢ KS Ydzf GALX AOAGE YR NBLISGAGAZ2Y
L2 NI NI AGAasY F2NJ SEFYLE ST akKlFLSR al 33a0a ARSHaA
formally.5 SOf  NAy 3 2 | NK2f KAa FlF@2dz2NAGS FNIAAGE al
repeating the same image with variations caused by either too much or too little ink in the

silkscreen. | would show a grid, which would appear to be the same imagehimt would

37 |bid.
8See, forinstance, Maia I NA { dziyA1 = dat 2NINIAGE o0& ! NYI dzR -Marid3axé

A
Sutnik,Arnaud Maggs: Works, 19769996 ¢ 2 NRy i2Y t 26 SNI tf I yiX mdppdpdEI dd {SS
the same volume, 2(21.

y

56



F Oldz- tt&@ 0S OSNE AAYAfPNIAZNGANI AdeE( RFQE KBY B o
KFR Iy AYLI OG 2y al33aQa O2yOSLIiA2Yy 2F gKIFG A
FYR &N} GS3IASa 2F I RGOS NI arisficydantitywadlefihnddboitby - NJ O dzt
hispersonaandthe work itself. Though Maggs was not intent upon establishing a persona to

the same degree as Warhol, he understood the value of storytelling in shaping views about his

work, particularly as he sought to move away from commercial work in the 1970s aatuligist

himself as a serious artist. As attested by his 1980 portraits of artists such as Joseph Beuys

(1921¢86) and André Kertész (189¥85)1 discussed in more detail in partt2 Maggs also

sharedWakK 2 f Qa4 FFaOAYylF A2y AGK OSt SoONARGE |yR O2f f

LYy bS¢ ,2N] 3> al33zaQa AyiSNBada Ay RSarday |yR
Columbia Records and Prestige Records (figs¢1.19), including one falazz at Massey Hall

(fig. 1.20) That now legendary recording features the quintet of Dizzy Gillespie, Charles Mingus,
Charlie Parker, Bud Powell, and Max Roach. Following a meeting with Mingus and Roach,

Maggs mapped out the design while riding the L train back to his stidimerican graphic

designer Alex Steinweiss (1€PD11) is credited with developing the idea of album cover art in

the late 1930s. Likewise, designer Reid Miles (£93Y, who in his prolific career produced

nearly five hundred album covers, isviewed aStha FF 6 KSNJ 2F (G KS Y2 RSNy 2

Record companies were recognizing the positive impact that design had on sales. By the

B¥LHGLAYOlrO1Z av YR !'Zé MMMO

40]pid., 110.

41 St f SNJ | Y Rie BldddrnS2cFIN® 2G2 NJ + FdzNIKSNJ 2 3SNIBASS 2F (GKS LISNX
in Mid-century Modern Graphic Desighondon: Batsford, 2019), 6307.
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postwar period, record jackets had evolved way beyond a protective sleeve, and the illustrated
album cover had become the norm. Inspired by abstract art, designers of the period created
covers that were often lively and fun, conveying the spirit of the imurstheir design. Many
prominent artists, illustrators, and designers, including Albers, Lustig, Jim Flora 989 14nd
{Y@RSNE |Y2y3d 20KSNBRX KS{tLSR (G2 RSTAYyS (KS f2
Qcnad al 3343Q4a & Giédf b8t the dartwarkkoBazziahMaSsey d ki mplfiesNJ
his playful illustrative approach. On the back of the album he explored space and typographic
F2N)Y o6& aStdAay3a GKS O2Lk AyaARS fFNBS tSO0GSNF
It was a challengingtm& 2 ¢ SGSNI ' & al 33& €FGSNI NBOFf f SF
a movie, much less hear some live jazz. | pounded the pavement in the daytime looking for
interesting work. At night | laid out fyflage newspaper ads for cwof-town department
a 0 2 KB a964, when the Maggses were expecting their second son, Toby, they returned to
Toronto, where Maggs took a post at William R. Templeton Studios. An ad he created for
Templeton during that time illustrates the photography services offered by the stfidio
1.21). Although the design scene in New York offered Maggs new contacts and instilled a sense
of rigour, living in Toronto was easier for the young family.
By 1957 Maggs had decided to freelance again, setting up shop in the basement of the
FLYAf@Qa 52y aAffta K2YSd |1 Aa GKANR OKAfRI RI dz
produced a range of design and illustration work during this period, furtheamdipg his

versatility and skills. As his ad for Templeton suggests, he also worked with photographers in his

role as a designer; indeed, all the major design firms had photography departments. In 1957

20 GFAY0oF0O1Z v FYR 1'Z¢é MMMO
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Maggs collaborated with photographer Peter Croydon on an editorial proje&@latelaine
F62dzi FNRT Sy RSAa&aSNIA&Z LI ANARY3I al 338Q& LI I &Fdz
cream (fig. 1.22¢ KSANJ 62NJ] ol a NBO23ayAl SR o6& (GKS I NI 5
Advertising & Design Club of Canada) in 1958; in the award listing, Maggs, who was billed as the
designer, also shared photographer and artist credits with Croyélbnaddition to his
advertising and editorial work, in the late 1950s Maggs produced a number of book cover
designs that further established his presence in the design landscape of Toronto. Like much of
his work, his book covers frequently combined botlsige and illustration. In keeping with the
' LILINR I OK 2F RS&aA3IYSNE &dzOK [k &s spedzih thévibdk hef 2 NJ SE |
LINE RdzOSR AY ™ ¢pThe WelbahdFigukets:Qore RuNwith Biguses AAH.
Huntert also often explored abstraction (figs. 1.23 and 1.24).

Maggs moved to Italy with his family in 1959, when he was invited to work for the
prominent design firm Studio Boggeri. Founded in 1933 by Antonio Boggeric@®0the
Milan-based studio had an international reputation. With its roster of design magteatsiding
Boggeri himself, Aldo Calabresi (162004), Max Huber (19%92), Bruno Monguzzi (b. 1941),
Bruno Munari (190798), and Bob Noorda (192d n mn 0> G KS a0 dzRA2Q&a &2 NJ
and Swiss modernism. Their output was characterized by cleamcmication, harmony

between positive and negative space, and the use of structural grids. During his tenure there,

Maggs worked on designs for the tire company Pirelli and Roche Pharmaceuticals (figs. 1.25 and

$8{SS I RGSNIAaAAYT g 5SaA3dy /tdzo 2F /FYFIRIFZ a! 6 NRkmopy =
https://theadcc.cal/archive/211 1958 award ndittion. Maggs maintained contact with Croydon after leaving

his design career, and photographed him in 1981, when he documented the Toronto arts and cultural scene for his
projects48 Views, Turninggnd Downwind.
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1.26). His illustrative approach tabi per irroraziondor Pirelli is bold and simple, particularly in
contrast to the bold blue flood of the background; it exemplifies the harmonious spatial
NBflFGA2yakKALA GKFG OKIFNIOGSNAT SR GKS aiddzRA2Qa
Accademia di belle arti éirera. But his stay in Italy was brief and difficult. He called the move
GRA&IFIAUNRdzaZ¢ T RYAUGGAY3T GKIFIG KS YR GKS FI YA
f A T S%ThéughSusté young child at the time, Caitlan Maggs recalls that some of the
NBFaz2zya GKS FlIYAfe aiNdzZA3It SR AyOf dzZRSR al 33aQa
among the children:
LG o1& + oA0 2F | FAFLaO2 X GKS 3Idz2 RARYQI
we were all thera he had three little kids: six, three, and a baby. | had dysentery, Toby
had scarlet fever or something, and my other brother met with a terribledeet there.
ltwasjustt AU @l & NBlFffe (G§2dAK 2y Yeé LI NBydaoe L
out. 4°
They decided to change course and went back to Don Mills. Foreshadowing his eventual shift to
photography, Maggs created a promotional piece to announce his return to Toronto that
depicts the artist, smiling, camera in hand (fig. 1.27). That project wasuned in 1961 in the
G5ANBOG ! ROSNIA&AAYT I NI LffdzZAGNI GA2yé OF(GS32
Caitlan recalls growing up in a household filled with artistic inspiration and
encouragement:
My dad at that point was working from home as a freelance illustrator, and getting lots
2F $2N)] RSaA3ayAy3d o221 O20SNA FyR NBO2NR O
studio in the basement where we were all encouraged to go and draw whenever we
wanted. My mother had also been an artist, but she was in the period where once you

320 YINNASRI gAGK 0F0ASa I NNAGAYy3AS &2dz RAR
G2 RN} g | t20G60 {2 6S 6SNB I TFlLYAfte 2F | f2

44Maggs,15, panel 5.
45 Caitlan Maggs, discussion with author, September 14, 2017.
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GSSYyF3aISNI X 6SQR 3I2 dzLJ 12 KA& LI NBydaqQ 020G
group drawings. You know, where each of us would take a turn to tfraw.

| SNJ YSY2NRSa 2F tAFS Ay 52y aAfta LRAyaG (G2 al
artistic values that he and Maggie instilled in their children.
Around the same time, Maggs became a graphic designer at Sherman Laws and
Partners. Describing him in those years, graphic designer Jim Donoahue remembered:
Myjirst time meeting hivm, he was a slitdokir,]g guy. He was tall and' thin and wore
NEFfté KFIYyRaz2YS adaAadad L R2yQuU 1y2z2¢ o6Ke L
nice sui} on. He was very well plrgssed. So heyvas very much vth(’e part at that tise in
tATSE KS gl a OSNE YdzOK |y | ROSNIUAaAy3d Fdze o
he was?’
I NI RANBOG2NI YR RSAAIYSNI YSAGUK . Nryaoz2yYyoSsS Kl
designer Allan Fleming encouraged him to meet with Theo Dimson and Maggs when he
NBGdzZNYSR FNRY GUKS ! YAGSR YAY3AR2Y Jandlwedtt NOK 2F
2OSNJ (i2 5FYyF2NIK w2l RXé . NIyaodo2yoS SELX-IFAYSR®
f221Ay3 3IFdz2 a GKI MadMBrEe f2f 28] ARMNISA*EESRIZ dp LR ¢£2
al 33aQa NBLWzOF GA2y FT2NJ RSaAady g2dd R 02y UAy
even if they were employed by a studio, it was common for designers to create self
promotional projects to generate interest in their work. Maggs produced several suakcfsoj
over the course of his design career that are notable for their originality. Donoahue

remembered one series that Maggs made using brightly coloured tissue paper. Alongside

playful illustrationsMaggsa A f { a ONBSY SR LIKN} aSaSaddk KFAGESY 3

46 1bid.
47 Jim Donoahue, discussion with author, August 10, 2017.
48 Keith Branscombe, discussion with author, September 14, 2017.
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YR a! a8 a8 2y  2dzNJ bSEG /I YLIFAIYY 588A3y SN {
example from the same period, Maggs printed on tissue a constellation of flowers in bright
colours?® The inventiveness of his work and the unconventional materials left a lasting
AYLINBaaA2y® aL OFyQi NBYSYOSNI Iyeoz2Re SOSNJI (N
Ge¢AaadzS LI LISNI A& LINBG G mkAfar 18NS GLGyeR KISHH AR &Xs LIy Rs
GNB G2 R2 a2 Y9QiyKAKkAR 20/A Sighza 30deSSpég 2 N NB JSI £ SR 3
Fa I RSaAIYSNY ald GKS GAYS Ad 200dzNNBR G2 YS
FAGOaSYLIWG GKFG X . dzi ! Ny I dzRB&jagkDohoahuecorteSded, O G dzI f €
al 334 RAR y20 aldzZt AG 2FF¢ airAyLxe FNRY | 4GSO
AYLE P55 ¢

Whenldeg a Japanese magazine with a focus on international advertising art, dedicated
its June 1960 issue entirely to visual communication in Canada, Maggs was featured. He was
joined by just fifteen other Canadian designers, including industry heavyweights ibando
Ct SYAYy3Id al 33a Qa-pramdiolal work, edit@ial lilustMibR bodidef design,
and advertisements he had done for Pirelli while in Milan. At the height of his design career,
al 3334Qa Ayy20F GAJS | LpedNBnt vidithd rgspect antl &dinikagioB of S & &
KAa LISSNE® CSftft2g RSAAIYSNI ! NYy2ftR w201Yly RSO
anywhere, but especially in Canada. Unlike most designers in Toronto, Maggs likes to turn his

Ky R @2 S5FHéwvas Kefuadytetognized by inclusion in design and illustration annuals

49 Canadian Artspecial Issue on graphic design (May 1960): 130.

50 Donoahue, discussion.

51 1bid.

52 bid.

BINYy2fR w201 Yl y>S a&D2mBnosSsDantalyd; 963, 46.) 334 X £
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in both Canada and the United States. The bold, minimalist design he created in 1961 for the
O2@SN) 2F GKS GKANILSSYGK FyydzZt 2F GKS ! NG 5AN
in the 1962 annual of the American Institute of Graphic Arts Ifi§0). In a 1963 overview of

trends in Canadian book design, writer, designer, and publisher William Toye states that

al 3334Qa O02@0SNJ aKlFa 2NARAIAAYLFE § 25RoUsed ardukd: G | NB

GKS alyYS GAYST al33aqQa fSGOSNKSIR F2NJ LIK2G23IN.

=

A
(0p))

MdomMO® LG gla NBO23IyAT SR o0& | ROSNIAAAY 3T 3
| ROSNIA&AAY3I 5SaA3dys [SGGSNKSIFRae OFGS3aA2NEO®
Maggs also continued to illustrate. Toye points to his facility in this area, arguing that
GAffdzAGNI GA2Y F2NJ OKAf RNBYyQa 02214ax 6KAOK O2dz
and Maggs is one of our few graphic artists who do origindlrmemorable work in this field
(hisNunnybaggsi®® ¥ 2 NJ DI 3S SilkewssezDandahugcknbwleged the strength
2F al33aQa 62N] Ay 020K R2YlFAya a LING 2F 6K
He had a good eye. He was a good designer. He was also an illustraéocould draw.
I £20 2F 3ANILKAO RSaAAIYSNAER OFyQid | Oldza tt e
So illustrators are often in a different world, but Arnaud could certainlydteboth. He
did wonderful stuff. He had an interesting way of looking at things. It separated him. He
glayQid 2yS 2F (GKS dzadzZrf 3INI LIKAO RSaAAIYSNEOD
all 33aQa 0221 2 01 Sl NerdpBag $toriesyfdR Yolnp CaimedieN (A 2 y &
published in 1962. Epitomizing his childlike illustration style for the book, his playful line
RN} gAy3a F2NJ adzNASE al Ot SIFyQa a! ¢lFadsS 27F { LN

{ KI YRO®! 4a¢ GEIWSNH ! CI ANE Cl Yii§ ongomgfascirat®mditts E | Y LI

42 Xt fAlLY ¢2&S83 a&. Lanpdiab Stérdtumap (Winter 106R)y82.R | X £
55 |hid.
56 Donoahue, discussion.
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the human head, particularly in profile (figs. 182®on v ® ¢ KS Af f dzAGNI GA2ya
YFEY3IFENR2Z¢é 0@ | SNYA2yS CNBes AyidSaNrdisS tAyS R
design interests (figs. 1.887). In addition to underscoring thesertsistent preoccupations,
this work also points to a range of design and illustration influences that include Warhol and
Alexander Girard (19@B3).

In 1962 Maggs attended the International Design Conference in Aspen, Colorado. A
long-time admirer of Girard, on his way home he stopped off in Santa Fe to meet the American
designer. The meeting went well and Girard invited Maggs to work for him. TresMeggs left
Toronto on his own, leaving Maggie and the three children in Canada. While in Santa Fe he
developed fabric designs for Herman Miller; although ultimately the pillows (figsg1L48B)
were not produced, they convey the whimsy that charactetize6 2 G K al 33aQa | yR D
The snake from this series (fig. 1.38) bears some resemblance to-kneelh Herman Miller
design created by Girard in 1961. After three months in Santa Fe, Maggs returned to Toronto,
where he joined Dimson at Art Assdeis as a graphic designer; in 1965 he was appointed the
FTANY¥Qa | NI RANBOU2NW®D

2 A0K ySINIe G662 RSOFRS&aQ SELISNASYOS Ay RSa
NEOSAOBSR I 002t RSa FT2NJKAa ¢62NJ] FyR gl a ¢Stf
scene. Apublisher and editov2 y I G Ky 96& LINRPOf FAYAX AWAY 52y?2
tKS2 5AYazy 6SNB (KS e2dzf2 AAGDRK2 B 2RFa AFy SINR L.
garnered him a reputation for excellence in the local advertising and design world, a reputation

he could leverage when shifting careers. Around 1966, when he began working as a

57 Jonathan Eby, discussion with author, November 3, 2017.
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photographer, he was well supported by those who were familiar with his design work.

According to Marjorie Harris, the Modern Living editonat O f SHenc@lldagues in the art

RSLI NOYSYyld AYyaAaadSR 2y ¢2NJAy3a ¢gA0GK al 33ad ac¢
knew who Arnaud was, because he was a-ketiwn graphic designer, and they told me,

W 2dzQNBE 3F2Ay3 (G2 dzaS WGRNVR Ad&B | AREF WRBDE ~a AHNES
YdzOK R2Sa&a KS (y2¢ Fo2dzlil FlAKKAYIDKEZ2ANIQEIKE KS
AYOSYOINRSABI BHMAMEAYT (GKAE LISNA2R Ay RSGIAf KS
contribution to design and illustration, thereby preserving his legacy within the applied arts in

Canada. Tracing his biography during this period, alongside the changing landscape of the
designindustry, also offers insight into the challenges he faced as he developed his career, and

provides greater clarity around his decisions to change course.

58 Marjorie Harris, discussion with author, October 4, 2017.
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Chapter 1: lllustrations

Figure 1.1Arnaud Maggs;over forVoxDucum Westmount High School yearbook, Montreal, Quebec, 1944,
Library and Archives Canada, Ottawa, R79523.
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Figure 1.2Arnaud MaggsHowto KeepYourFoodSafein Summey created forCanadian Weekjydune 30, 1962.
lllustration pasteup; pen and ink and wash on wove paper, 38.2 x 51 cm (support). Library and Archives Canada,
Ottawa, R79520.© Arnaud Maggs, courtesy Stephen Bulger Gallery.

67



Figure 1.3Arnaud MaggsHowto KeepYourFoodSafein Summer created forCanadian WeekJydune 30, 1962.
lllustration pasteup; pen and ink and wash on wove paper, 38.2 x 51 cm (support). Library and Archives Canada,
Ottawa, R79520.© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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Figure 1.4Arnaud MaggsHowto KeepYourFoodSafein Summey created forCanadian Week|ylune 30, 1962.
lllustration pasteup; pen and ink and wash on wove paper, 38.2 x 51 cm (support). Library and Archives Canada,
Ottawa, R79520.© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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Figure 1.5Jerome SnydefNewY ork from theUnited Stateseries, c. 19489. Gouache, crayon, and pencil on

paperboard, 37.7 x 27.9 cm. Smithsonian American Art Museum, Washington, DC, 1984.124.272, gift of the
Container Corporation of America.
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Figure 1.6! Ny I dzZR al 3343 F2f RSR 0 NROKdz2NBI a ¢ &% Phowrieshdrtcdl & . dzA f F
print on wove paper, 21.6 x 27.8 cm (front cover and interior spread shown). Library and Archives Canada, Ottawa,
R7959303.© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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Figure 1.7! Ny I dzZR al 334> T2t RSR ONROKdz2NBXI a{2YS tSNEAYySyd CI
Photomechanical print on wove paper, 21.6 x 27.8 cm (front and back covers and interior spread shown). Library
and Archives Canada, Ottawa, R7$8%.© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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Figure 1.8Arnaud MaggsChickera la King 1953. Watercolour and gouache on tinted wove paper, 27 x 42 cm.
Library and Archives Canada, Ottawa, R7339 Arnaud Maggs, courtesy Stephen Bulger Gallery.
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Hgure 1.9 has been removed due to copyright restrictions. It wgscebasedexample
of work by Push Pin froffihe Push Pin Monthly Grap#i24. The image can be found
online here: Anne Cibol&rnaud Maggs: Life & Woil oronto: Art Canada Institute,
2022).https://www.aci-iac.ca/artbooks/arnaudmaggs/

Figure 1.9Seymour ChwasRush Pin Monthly Graphic #24: Entertaining Bp859. Seymour Chwast Archive.
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Figure 1.10Arnaud Maggsl945 advertisement for Art Associates, 1964. Photomechanical print on coated wove
paper, 29.9 x 28.0 cniibrary and Archives Canada, Ottawa, R7@58rnaud Maggs, courtesy Stephen Bulger
Gallery.
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Pop over! An(v 5 Macpherson

Figures 1.1¢1.13 Arnaud MaggsTell Your Friends; Pop Overid Gnomes for Saleddvertising posters for
Antiques & Things, 1964. Photomechanical prints on coated wove paper, 24.2 x 32.5 cm. Library and Archives
Canada, Ottawa, R798%2¢464).© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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Figure 1.14! N¥ I dzZR al 3343 o0NROKdzNE 002@3SNJ YR AYGUSNA2ND F2NI {
Photomechanical print on wove paper, 26.5 x 36.4 kirary and Archives Canada, Ottawa, R78489.© Arnaud
Maggs, courtesy Stephen Bulger Gallery.
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CIBA'S BRAND OF

DIBUCAINE OINTMENT

Figure 1.15Arnaud Maggs 0 NB OK dzZNB O 2bi3 NS NBRINU y FAToY:  //A20¢5Q &4 . NI yR 2F 5A
Photomechanical print on coated wove paper, 6.7 x 9.1 cm. Library and Archives Canada, Ottawa3B.7959
© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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THE MAN/WHO DIED
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Figure 1.16Alvin Lustig, covedesignfor D.H. Lawrencelhe Man Who Die(New York: New Directions, 194Zps
Angeles County Museum of Art, M.2015.204.176, gift of Tamar Cohen, 2015. Image couttesysite of Elaine

Lustig Cohen Los Angeles County Museum of Art / Art Resoukté © New Directions Publishing / Alvin Lustig.
Reprinted by permission of New Directions Publishing Corp. Photo: Museum Associates / LACMA. Licensed by Art
Resource, NY.
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Figure 1.17Arnaud Maggs, albumcover,2 RISNE 9 | F YYSNEGSAYy Qa (NewNBrdza St = { dzy
Columbia Records, 195%hotomechanical print on coated wove paper, 18.2 x 18.2ldbrary and Archives
Canada, Ottawa, R798219.© Arnaud Maggs, courtesy Stephen Bulger Gallery.

. i le'lc‘:(cm;fr.?h]u(:;.’l‘he Blues AND HIS . 1'
;Blues In The Night COIJUMI%IA DRCH ESTRA

: My Blue Heaven :
: MASTERWORKS

Figure 1.18Arnaud Maggs, album coveBlues byGould: Morton Gould and his OrchesfiNew York: Columbia
Records, 1953FPhotomechanical print on coated wove pap&8.3 x 18.1 cm. Library and Archives Canada,
Ottawa, R795952.© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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Figure 1.19Arnaud Maggs, album covérhe New Benny Goodman Sexte{l2w York: Columbia Records, 1954).
Photomechanical print on coated wove pap20.3 x 20.9 ciLibrary and Archives Canada, OttaRa959150.
© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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Figure 1.20Arnaud Maggs, album covelazz at Massey Hallol. 1,Quintet(New York: Debut Records, 1953).
Photomechanical print on coated wove paper, 26 x 26 cm. Library and Archives Canada, Ottaw&4RZ959
© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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WILLIAM R TEMPLETON STUDIOS LIMITED + 86 YONGE STREET + TORONTO + EM 4-8256 + * FOOD PHOTOGRAPHED BY GOURMETS

Figure 1.21Arnaud Maggs, advertisement for William R. Templeton Studios, c¢&85Bhotomechanical print
on wove paper, 36.2 x 28.2 ciribrary and Archives Canada, OttaRa959100. © Arnaud Maggs, courtesy
Stephen Bulger Gallery.
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Figure 1.22! Ny I dzZR al 33& | yR t SGSNJ/ NReéR2y: RS&aAay FyR LK2{G213
Chatelaine June 1957. Courtesy of Toronto Public LibrarZ@atelaing St. Joseph Communicatioh&rnaud
Maggs, courtesy of Stephen Bulger Gallery.
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1THE WELL

Figure 1.23Arnaud Maggs, cover for Sinclair Ra&se WellToronto: Macmillan, 1958® Arnaud Maggs,
courtesy of Stephen Bulger Gallery.
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Figure 1.24Arnaud Maggs, cover for J.A.H. Huntaégurets: More Fun with Figur@dew York: Oxford University
Press, 1958 Arnaud Maggs, courtesy Stephen Bulger Gallery.
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tubi per irrorazione

Figure 1.25! NJ/ | dzR RirkliBtab&par irrarazion& &dvertising design for Pirelli, 1959. Photomechanical
print on coated wove paper, 31.9 x 23@. Library and Archives Canada, Ottawa, RSP © Arnaud Maggs,
courtesy Stephen Bulger Gallery.
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Figure 1.26! NJy I dzR al 33&53> 06 NR OKdzNB
w2O0KSZ¢ mMppdpd t K2G2YSOKIFYAOFE LINRyYy
R7959153.© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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Figure 1.27Arnaud Maggs, selfINR Y2 G A 2 Y I f LJ2 & (i S NI £9605 SIksckeBn/o8 fikbue paget, AY ¢ 26
76.1 x 25.1 cm. Library and Archives Canada, Ottawa, RZBI5@® Arnaud Maggs, courtesy Stephen Bulger
Gallery.
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Figures 1.28 and 1.2%rnaud Maggs, selfINR Y2 G A2y f LI2AGSNBRZ a[ SG aS ¢NEBX L Qf
hy ,2dzNJ bSEG /FYLIFAIYSE mobcnd {Af1aAaO0ONBSYy 2y (AaadzsS LI LI
R7959471 and 469© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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Figure 1.30Arnaud Maggs, spine and coverp Gt K ! NIi 5 A NB O i 2 NA1Q61/PhadamecRaficalt 2 N2 y { 2
print on coated wove paper, 84.1 x 28.6 cm. Library and Archives Canada, QRi&888358 © Arnaud Maggs,
courtesy Stephen Bulger Gallery.
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Paul Rockett, photographer, represented by Associated lllustrators & Photographers, 147 University Avenue, Toronto; phone Empire 2 6881
Figure 1.31Arnaud Maggs, letterhead for Paul Rockett1962. Photomechanical print on wove paper,

22.8 x 23.1 cm. Library and Archives Canada, OttB%859293.© Arnaud Maggs, courtesy Stephen Bulger
Gallery.
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Figures 1.321.34 Arnaud Maggs, illustrations fdfunnyBag: Stories for Young Canadaronto: W.J. Gage,

1962).© Arnaud Maggs, courtesy Stephen Bulger Gallery
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“Or in a nest in a wheatfield,” said Olive.
And they all sat down
to have a BIG, BIG

<9
<D
<D
7

Figures 1.361.37! Ny I dzZR al 33483 AffdzZAGNI GA2ya T2 NINUnSNDEh Stofi€&s CNB @ =
for Young Canad@ oronto: W.J. Gage, 196%).Arnaud Maggs, courtesy Stephen Bulger Gallery.
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Figures 1.381.41 Arnaud Maggs, pillow designs fiderman Miller, 1963. Marker pen and watercolour on wove
paper:Snake 37.8 x 38.1cmCat 38.1 x 37.9 cnfox 38 x 38.1 cn,emur 38 x 37.6 cm. Library and Archives
Canada, Ottawa, R7982,-21,-23,-25.© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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2. Commercal Photography

In 1966 Magg#eft his job in graphic design to become a commercial photographer. It was a

decision that developed out of his exposure to the industry and a-&tagding interest; since

the early 1960s he had been noting film exposure times and camera settings fera$dns
LIK2G23INF LKA 6FAID HoMOUP al S KFER I OF YSNI | NP dz
I FTAGE Yy NBYSYOSNA® aL KFER F OF YSNBythd yR | f A3
summer of 1966 Maggs had a Hasselblad, a professional mddiumnat camera. Exploring his

new equipment, he took portraits during a visit to Elora Gorge (fig. 2.2) and later used his family
members as subjects for camera tests. His son Toby wasjaeht sitter (fig. 2.3), and his older

a2y>S [FdzZNBYyOS o0a[ I dZNASE0S ¢g2dz R L2 AB6)AS 1K KAaA
the contact sheets demonstrate, Maggs photographed the band both on 35 mm film and using

his Hasselblad. As was the cagth his earlier design career, Maggs did not pursue formal

education in photography; he learned through experimentation, by watching others, and

through years of work as a fashion and editorial portrait photographer.

In 1969The Canadian Magazirpublished a special issue about the sixties. The headline
LIN2E Of F AYSR (KS RSOFIRS aiSy &SI Nh Avrked dgNY 2 A f Y
the escalating war in Vietham and intensifying racial violence in the United States, the period

was also defined by the promise of freedom and the mobilization of youth in support of the civil

1 Caitlan Maggs, discussion with author, September 14, 2017.
2The Sixties: A Special Isstghe Canadian MagazinBecember 13, 1969, 2.
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rights movement, antiwar protests, and the sexual revolution. By the 1960s, photography was
being recognized as its own art form, and views on the medium were also changing

The Museum of Modern Art (MoMA) in New York was particularly influential in shaping
the role of photographyScholar Christopher Phillips argues that MOMA maintained an
authoritative hold on the reception of photograptly ¢ KNR2 dz3 K |y SEF YAYIl GA2Y
curatorial approaches first by Beaumont Newhall, then Edward Steichen, then John
Szarkowski, and finally Peter Galasdnave framed photography, he demonstrates how the
museum transfigured the medium, defining feinotography its own aesthetic reallohn
Szarkowski in particular had a strong impact on shaping ideas about photography at the time in
guestion. He arrived at MOMA in 1962. As writer Clive James posits, in a 1980 review of
aSt SOGA2ya FNBY ¢gKIG KS OF ff & bk G238 NT | LyKGKS >
{TIN]26al1A aO02y2dzZNBR dzLJ FNRBY LK2G23aNF LIKEQa ak
S @S NJ qIry/1866 ®zarkowski publishédk S t K 2 i 2 3, MuwhiifkiHe NIRfarwa@déa S
formalist vocabulary that attempted to emphasize the inherent and particular qualities of the
medium. His landmark 1967 exhibitiblew Documentsfeaturing the work of Diane Arbus
(1923 71), Lee Friedlander (b. 1934), and Garry Winogrand (BB8drew important
distinctions between seléxpression and documentation in photography and emphasized the
AAIAYATFTAOFYOS 2F (KS LK2G23INI LIKSNRa& LISNB2YIE @
includingMirrors and Windows: American Photography Since 126@8), would further

establish photography as a medium of personal expression

3/ KNAAG2LIKSNI t KAffALRATZ a¢QfobeaRANSE 1082): a8 0 2F t K2 (G2 3 NI LI
4 fAPS WHYSazX a¢KS Ne®YarkRéviey of Bagi®ecenber 18, 108D A | T £
https://www.nybooks.com/articles/1980/12/18/thegentleslopeof-castalia/?lp txn id=1538905
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Around the same time, Canadian photography was experiencing a boom. Writer and
photographer Paul Couvrette has suggested thatin 196Y KS &SI NJ 2F / ky Il RI Q&
GLIK2G23INF LIK& of 2ginailarly, SuratoAMaidMarl Syithikyin laeé introduction
to Michel Lambeth, Photographer a4 dz33Sada GKI G [FYoSGKQa RSIGK
GKSAIKG 2F GKS LK2023INFLIKeE 022Y2¢ o6KS8Sy ARSI A
Public galleries were exhibiting photography and amtist centres were popping up across the
country, offering alternatives to established exhibition frameworks. &uPeter Bunnell has
I NG AOdzZE F 6 SRET aLISNA2RAO SEKAOAGAZ2Y&E R2 y20 ONB
artists and public. There has to be the guiding direction of an exhibition program which must
ultimately be defined in conjunction with anlpazA & A G A 2Ayd akJilfieAVOKEbian points
out in her talk at theCanadian Perspectivesnference, clear exhibition and collecting policies
related to photography were underdeveloped or neristent at the institutions she surveyé&d.

At this moment of significant change and development in the interpretation and validation of
photography, three national institutions already had defined mandates and staff specific to
photographic collecting, signalling their importance as key instit#iglayers with respect to
photography in Canada: the Public/National Archives of Canada (now Library and Archives
Canada, or LAC), the Still Photography Division of the National Film Board (NFB), and the

National Gallery of Canada

St I dzf / 2dz@NBGGST choOAURR YD A DEA R YGanadianR@specivest ANty (0 = ¢ A Y
Conference on Canadian Photography, Margh, 1979(Toronto: Ryerson Polytechnic Institute, 1979), 263.

6 Maia-Mari Sutnik Michel Lambeth, PhotographéForonto: Art Gallery of Ontario, 1998), 7.

7t SGSNI . dzyySttx a¢KS bl iGA2ylFf DI f fStdtEnadalBRI6 OechiitbedK A O / 2 f f
1974): 40.

BaAftAS aOYAO0O02YZ a4t K2(23INI LIKE [|CGatadidn RSspactiasfANGiorall f £ SNE A
Conference on Canadian Photography, Margh, 1979(Toronto: Ryerson Polytechnic Institute, 19.79)
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LAC acquired its first photography in the nineteenth century (albeit very near its end), in
1897.In 1906 a separate Picture Division was created. Six years later a mandate was
established by act of Parliament to collect official records and historical documents. The
collection represents the history of photography, but also government and private interests in
Canada in the nineteenth and twentieth centuriétaving begun with an official mandate in
MPMHE [/ Q& O2ftSO0A2Yy AAEBAOTOHQRYWET & yLINGE Ik R$ &
had a clear purpose dBe official repository for government records, and the sheer number of
its photographic holdings makes LAC is an important institutional player in terms of the
medium.

Wdza G a [!/ ¢la | fNBIFIRe O2tftSOGAY3a LIK2G23IN
Photography Division, later the Canadian Museur@ohtemporary Photography (CMCP) and
now part of the National Gallery of Canada collection. Martha Langford posits that it was in the
1960st when photography was achieving greater recognition ag athat the Division first
saw itself as a key player inltural expression in Canada. She underscores the significance and
AYyFEdzSyOS 2F aza! Ay fSIAGAYATAY3I LIK2G§23INI LIKE
on personal expression in both the interpretation and validation of photogrdptagford also
signals the importance of the growing number of photography programs at colleges and
universities in the United States at the time, and she asserts that the photographic aspirations

fostered by those programs were imported to Canada withittieix of American students

al NIKF [FY3F2NRZ a{2YS al22NJ/IYylIRAlLY /2ttS0O0GA2yayYy ¢K:¢
History of Photographg0, no. 2 (Summer 1996): 174. Langford provides a detailed outline of the history of the

Division and the CMCP, including both motivations and output. See also Valérie Bolleduli S I-dzXz awS
contextualizing a Visual History of Canada: The Division of theAN&y' € CAf Y . 2 NR 2F /I yI RI Q
S5AOAAAZY [ 2ftS00A2yE 6a! (KSaAAAS wWeSNBR2Y ' YAOSNRAAGES w

98



during the Vietnam Wal? In her chapter offraffic: Conceptual Art in Canadiyne Wark
addresses this phenomenon in relation to the Nova Scotia College of Art and Design (NSCAD),
OAGAY3T (GKS ydzYoSNI 2F ! YSNAOlIya 6Kz LIXF&@8SR | N
history related to conceptual art. She explains that Canads attractive as a liberal alternative
to the United States, which was fraught with social and racial tenSitirwas during this time
that the Still Photography Division expanded its output, staréiricavelling exhibition program
AY MdccI 2LISYAYy3I | LISNXYIFyYySyd 3+ttt SNRE &Ll OS 2y
LJdzo €t AOF GA2Y LINBINFXYD® !'a /I NBf tleyS O2yiuSyRax
SEKAOAGAZ2Y &aLJ OS aOSYSyiwSR8 RVaSEVMNSEHBAGS A2
It was also in 1967 that the National Gallery of Canada began acquiring photographs
under the direction of James Borcoman, who became the first curator of photography at the
Ayalhrabdziazyd . 2NO2YFYyQa FAY gl & G2ne2tf SO0 02
The principle that he established was that the collection would cover the entire history
of photographyt not just from the beginning, but from the prehistory up to the current
LISNAZ2R® X ¢KS blraA2ylFf CAfY . 2FNRadd & O2f f
Archives Canada (or National Archives as it was then) was collecting historic Canadian,
FYR GKS@ RARY QU 4l yid RdzZLX AOF A2y Ay 3A20SNY
that the National Gallery collects a comprehensive history of photography, inglud
but not emphasizing, Canadia#.

The 1967 decision to acquire photographs was a major siegnrding to Peter Bunnell, who

assertghat the National Gallery was swift and dedicated in its new collecting aims, in short

WFYIF2NRZ a{2YS alt 22N/ FyFrRAILY /2fttSO0A2yazeé mTtnod

LW eyS 2FNJ] X a/ 2y OSLIidz £ ! NITrakigh CandepfualfAit i Cabedss 1889803 G / 2 | &

ed. Grant Arnold and Karen Henry (Vancouver: Douglas & Mcintyre, 2012), 18.

2CarolPaynegf KS hFFAOALIE t AOQGdzZNBY ¢KS bldA2ytf CAfY .2FNR 27F
of Canada, 19491971 (Montreal and Kingston: McGil dzS§Sy Q& ! yAGSNBRAGE t NB&dasX HnAamMoUL X
13 Curator Ann Thomas, discussion with author, July 12, 2017.
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2NRSNJ AaKFLIAY3 + O2tfSOGA2Y 2F &SOmOdyadaisaly | f YS
AyailiAaddzianzya RSOARSR (2 02ftftSO0 LK2G23INI LKAO

acceptance as an art form and signalled the significance of photography in Canada.

In 1966 Italian director Michelangelo Antonioni released his first Enlgligfuage filmBlow
Up.The plot of this thriller centres around the potential chance documentation of a crime by
GKS FAEYQa LINRGOFI2yAaGT | FrFraKA2y LIK2G23INF LKS
according to a review ihifemagazineBlow-Upwas hugely successful at the box offtée.
lyi2yA2yAQa FAEY g1 & O2yaARSNBR |y Ayadlyd Of
expanding perceptions of photography in popular culture. Addressing the fundamental
OSYGiNIfAGE 2F LK2G23INILKE (2 GKSieShowsEag 2 I f G SN
many different aspects of photography or explores them as timelessly and in as much depth as
BlowUpd€¢ K+ G al YS @SIFNE al 334 RSOARSR RBliavwUp SO2YS
KFR 2dzad 02YS 2dzizé¢ KS G2fR / KIFENISa {GFrAyol O
Y2YSyid Ay GAYSDE

In Phil Bergerson: A Retrospectifeter Higdon and Don Snyder survey the

development of the Torontdnased photographer, including the shifting of views on

g §GSNI . dzyy Sttt a¢KS blaA2YyLt DEF ¢t fatdtEnadalBRo6 DEchbedkK A O / 2 f |
1974), 4@42. Also pointing to the changing significance of photography in Canadséanad®2a RSRA Ol GA2Yy 2
entire issue to the medium in 1974.

Bl yi2yA2yAQ4a | &Ll 20 AG Jehea 221067/ 62BCN; YA O 2 2NI RZ ¢

62 | £ 18NJ a2 ASNE GW! yi2yA2YyA Rowlpd yWOR? G KQ ( PEBUEIK 8 GNI yiAO
LYy d2yA2yAQa [t &a,edWallek Koger ang IRaus AbgecheSated(QsSiildern, Germany:

Hatje Cantz, 2014), 6.

7 KF NI Sa ' o {{(FIAyol 0132 dAwmaull Maggs!Identificaitigred! Jdsfel DdaRBrisebasI 4 X ¢ A Y
(Ottawa: National Gallery of Canada, 2012), 112.
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photography in the city in the 1960s. Ryerson Polytechnical Institute (now Toronto

Metropolitan University) experienced the photographic boom through increased enrolment

FYR Iy SYSNBAT SR LK2:G§23INFLKE& RSLINIYSyhéod ! a |
t K2G23aANI LIKAO ! NIa LINBIAINI Y akK2z2id dilddeedNdher G A Ol £ ¢
marketplace was shifting accordingly. lllustration fell out of fashion with art directors and

advertisers, who favoured photography in its place. Tracing the impact of the commercial
AYRdAza 0 NE QA OKIFy3dSa 2y 2 | NEKnatbhiEe moh dBsSANZa EKE YI &
oFftlyOS 2F LRo6SNI 0SG6SSy AftfdZAGNI GA2Y YR LK?2
gl 1S 2F (K2a$8S OKlIy3dSa IyR (KS FaOSyRIFIyOoS 27F t
2 NK2f Qa atetsS 27 ihctedsumglyioMdatad® Gwen ite grawingg SO2 YA y 3
popularity in the advertising world, photography could also be more lucrative. Jonathan Eby, an
assistant art directoraa I Of SAlyy Mapc 7> YFAYydFAya GKFG aLIK2G23
2F RSaAIYSNAER 0SSOI dza S A G 2O9igud trends Ip oz iddustrhwéie 3 S NE
changing, and there were increasing and vpelid opportunities to be had in photography.

Mirroring shifts in the broader creative industry, change was afoot at Art Associates as
gStftI SKAOK O2YyiNROdzSR (2 al 33aQa&d RSOAaAA2Y
the firm to start his own businesReeson Dimson & Smith Li&arry Zaidwho had been hired
by Maggs in 1964 or 1965 to work at Art Associates, recalls that the firm seemed to be in a

sSumpZ{ AYAf I NI &> Ay al 33m0adpydri2&52 NI RIKAOHKI &2 N

18 peter Higdon and Don Snydé@hil Bergerson: A Retrospect{if@ronto: Daylight Community Arts Foundation,
2020), 16.

¢ K2Yl a / NP ¢The Lorg Rlareh 8fyPapé Art, Music and Design, ¢B385(New Haven, CT: Yale
University Press, 2014), 1G&l.

20 Jonathan Eby, discussion with author, November 3, 2017.

21Barry Zaid, email discussion with author, July 5, 2017.
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RSLI NI dzNBX d&! NI ! & #Acdding B MaggsSitIvasythe digsolufidn Gfghe A y d ¢
packaging department and the selif of its equipment that prompted his interest in

photography. Design processes were also changing. For example, toward the end of the 1960s,
graphic design started to mka use of photographic processes. The result, according to designer
FYR NI RANBOG2NI YSAUK . NIyao2yYoSz gla al ¢gNB
OKAYy3a KI LILISY S kéepingfwithinia tBriddnhéy iiehardaterize changes in his

OF NBESNJ RANBOGAZ2Y & FoNHzZI |yR dzySELISOGSRTI al
' LIK20G23INI IBKSNE AY mMpccd

Branscombe, then art director &anadiarHomesmagazine, recalled a story he ran that

NEFfSOGa al 33aQa aAaKAFOGAY3I AyiSNBada FyR Y20S

Fy FNIAOES o62dzi RSO2N} GAYy3 gAGK 202S8S0Ga G2 |
collection had appeared previously@anadian magazines (figs. 0.1 and 0.2) and he had
garnered a reputation as a collector (the significance of collecting on his work will be addressed
further in part 2). As Caitlan Maggs recalls,

We had a house where we had this low table in front of the fireplace, and it was just this

big, long thing full of antiques that | would get paid tweffitye cents a week to dust

from my mom. It was all these artifacts beautiful. You know, very chic, aimes

chairs and all whit@n-white and very, very, very cool for that period. There were a lot

of artifacts, and my dad was very precise about how he liked the house. It had to be
impeccable?®

2Arnaud Maggs]5r LI Y St T O0dyonkMpHOKCTHEDS Mdby p [ BINI NB | yR !
28 Keith Branscombe, discussion with author, September 14, 2017.

2L0LAYy0lr01Z av YR 1'Z¢ MMM®

25 Caitlan Maggs, discussion.

102



Since he had visited the home, Branscombe knew that Maggs appreciated the aesthetic details

2F KAa OFNAR2dza FESI YFENJSGU FAYRAD aL NBYSYO SN
K2YS wAYy 52y aAiffagzé KS NBOadoiss Wderedhere g1 & G
g SNBE (1 OK2 (i OK $Bu& Bransconbe riecalled, Mdgds $eemed reluctant to

LI NGHAOALI GS Ay GKS FTNIAOfST GKIFG LISNKY¥Ida KS a
NI} yao2YoS 2FFSNBR G2 62N] SAGK | LIK2G§23INFLKS
a2YS2ySs K2¢SOSNE al 33a NBaLRyRSRI a2 gl a GKA
2 KSGKSNJ AG LINPGARSR AYALANI 0A2y 2NJ AYLIS(dza:z

photography for an editorial context.

As a photographer, Maggs started out working primarily in editorial fashion for Canadian

publications. In 1967 he started shooting folr Ot Srviagafing on a regular basis, producing

images that celebrated Canadian fashion along with staff writer and Modern Living editor

Marjorie Harris. He was also hired by TDF Artists Limited, another prominent advertising studio

in Toronto, where he producedéorial fashion images and portraiture for a number of

Canadian magazines, includi@batelaine, Quest, HomenalN a > / I Y| RALF Y . dza Ay S

Night, andToronto Lif®@ hy S 2F al 33aQa Y2ad AYLRNIFyYyd SI NI

CKNBES {YIfft w22Ya NBaAGlIdNIyd Ay ¢2NRyG2Qa 2Ay
In the 1960s the Windsor Arms underwent a number of transformations. It had been

purchased by Arthur Minden, a partner at Torofiiased law firm Minden and Gross. When he

26 Branscombe, discussion.
27 bid.
28 |bid.



died in 1963, his son, George Minden, took over as owner and managing director. According to
architect Janis Kravis, Minden was impressed and inspy&ju Smadem (Seven Small

Homes), a restaurant in Copenhagen, and it became a starting point from which to rethink what

the hotel offered?® Kravis was hired to design and develop Three Small Rooms, which

comprised a main dining room, the Wine Cellar, and the @ilich wasa smaller dining area

GAGK | OKSTQa adl 0 A-gcslepbrightfiyicdloured Madmekko fabécdzadelsS 2 F
hung on the main wall of the Gril.Eventually though, Minden sought an updalie.1968

AN} LIKAO RS&aAIYSNI WAY 52y2F KdzS gl a OKFNABSR gAl
replacements!

Donoahuehadd SSy &2YS 2F al 334Qa LK2G§23INI LIKAO ¢2
photographstobe choseAiNR Y al 334Qa&a SEAalGAy3 O2tft SOGA2y 2°
blackandg KA S LIK2G23INI LIKa 2F 2025004z ya4Ay 3T ac¢K
NEFtfte YINBStt2dza ¢ SGGSND2E GKIdG ¢2df R 0SS o8
unusud O KRaylIBIEQE yS3IAF 1APSar K26SOSNE NBGSIEE GKI
specifically for the project (fig. 2.7), and Donoahue allowed him to select the final images. In the
end, the installation comprised approximately twerftyur photographs, all in blae&knd-white.

Although shot on 35 mm film, each image was cropped to a square format. Many of the images
were closeups of objects, but there was no clear, overarching theme for the installation. As

52y 2 KdzZS RSaAaONAO6Sa Al G8KSel pSRBKIFKNKARAPF SNB

PWEYAE YNI GAAT GCKNBS {YIff w22Ya wS&aldldNIyds ¢2NRy(25%
https://www.karelia.ca/blog/2miI3xw5z7aj53b2xs7418exdd4lfww

30 1bid.

31 Jim Donoahue, discussion with author, August 10, 2017.

32 1bid.

33 1bid.
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52y21 KdzSQa LX Iy FT2N) 0KS gl tf Ay@d2f SR KI y13
formation. They were mounted to a backing material but remained unframed, hung in three
rows and approximately nine columns (fig. 2.8). The top row was a bit shorteearahof the
installation to accommodate a bulkhead. Paul Orenstein, a photographer who assisted Maggs
FO GKS adl NI 2F KAAa 2y OFNBSNE alea GKS LK2IG
so much so that, after becoming damaged, they were répd rather than replaced with
a2YSUKAY3 ySgY a2S | OGdzZtte NBLNAYGSR GKSYZI o
installation] and they had to be redone. So we redid [the prints] for them. It was a huge
compliment that they would do the same thingain, and we treated it like it was a museum
SESOd#filkieegtidglyt | & GKA& YlIe& 6Stt KIFI@S 0SSy (GKS TA
images were presented in a grnidin 1968 Maggs was not actively involved in their
arrangement. According to Donoahue, he had been unwell on the day of the installation, so
Doroahue determined their placement and glued them to the wall him&a¥onetheless, the
project is an important precursor of the grlF a8 SR Ayadlr tt FdA2ya GKIG 62

art practice3®

34 Paul Orenstein, discussion with author, August 9, 2017.

35Donoahue, discussion.

BYQPAYOAY I al 33aQa 26y 01y26FftSRIYSYlH 2F (GKS AAIYATAOlI Yy
Small Rooms as an artwork. LAC holds a set, along with an exhibition hanging scheme and a note about the
contemporary editions, dated 2008Ithough the restaurant installation needed to accommodate a bulkhead,

al33aQa fFrGSNIKFIy3aAay3d aOKSYS 2dzif AySa GKNBS Sljdz2f NRga
FNI YSRY GLINBFSNIofeée wAye ofll TRUGESHIRISIHIORR2UKISNBG R SI& (@
al33asz atftly F2NILyadlttAy3a WeKOBEE olY8sd t w22YazIQEé wmpecy
36 Donoahue, discussion.
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al 3334Q4 OFNBSNJ aKATUO LINFEfSESR OKIFIy3aSa 2y (K
the year he joined TDF, and he moved from Don Mills to the Cabbagetown neighbourhood of
R2gogyld26y ¢2NRBYyG2d !'a /[ FAGELFY NBYSuUpot@asEhE a9 SN
yS¢6 GKAYy3Id LG 61 a GKS &AEGRABatraXsformation flodzR Sy £ &
YLy G2 At R Yl y3Z maveddithihetmesh Ra§ofiel Hairi$rentembed a
dramatic change:
he went from being really chicly dressedfabulously upto-datet to a guy with
great long hair and a huge beard. One time | remember the cops stopping us just
because of his hair. We were on our way to do a shoot and the model was in the
backseatof th@ | NJ I YR G KSNXQa ! NYyIFdzR ISdaAy3a adz2Ll
unbelievable3®
Toronto-based daguerreotypist Mike Robinson was a friend meidghbour of Maggs for many
years and, starting in 1995, a printer for the artist. He remembers Maggs telling stories about
using drugs and looking like a veritable hipffieikewise, Caitlan recalls:
a®@ RIR KIFIR 0SSy 2yS 2F (KS FTANEROG KALLKASA A
different substances and stuff. | remember him very clearly telling me, when | was

about eight and we were walking on the street (I think we were in Cabbagetown) ...
G/ P NBY st La R2y Qi ¢l yid &2dz SOSNI G2 (1 1S RNUz

the trees and see the pink and the purple ofthe barlo dziT R2y Qi R2 A G A0
221 FT2NJ 0K2aS 02f 2dz2NE P¢ ¢ Kiay 2L0NPeadpet & 6 2 o
wad NBFfte adNAGAYy3d (2 GKAY]l 2dziaAify 4§ KS 0:
A4SSK ,2dz R2y Qi ySSR (% 06S 2y lyeldKAy3a G2 3

Though in his forties at that point, the youthful rebellion of 1960s counterculture clearly had an

impact on Maggs.

87 Caitlan Maggs, discussion.
38 Marjorie Harris, discussion with author, October 4, 2017.
39 Mike Robinson, discussion with author, August 3, 2017.
40 Caitlan Maggs, discussion.
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The 1960s and 1970s were also a time of change for many Canadian magazines. Publications
suchasa I Ot SahdgCanadian Businessifted direction in terms of both content and design,
FYR al33aQa ¢2N)] O2yiNARO0dziSR (G2 GKSANI NBakKIl LA
also influenced a new generation of young photographers such as Orenstein.

Following tensions between editors and management in the 1960s,0f S| y Q&
underwent changes at the editorial level. Borden Spears took the helm in 1965, a number of
new writers and editors joined the team, and between 1965 and 1967 the art department saw
changes tod! For example, Jonathan Eby, who ultimately championed Maggs, joined the
LJdzo €t AOF GA2Y A& NI RANBOG2NI AY mMpcTd t NSOA 2 dza
directiona I Ot Shifiedxé a monthly magazine, starting that same year. As part of an effort
to increase advertising revenue and draw readersaip, O f Salso/irfrédduced new content.
When writer Marjorie Harris joined the publication, she was assigned fashion and lifestyle
O2y Syt 6KAOKI &aKS O2yGSyRaszx aia az2YSOGKAy3a 0
1Y Sé6 %PHeNBcdséwas on highlighting Canadian fashion design.

al 334048 NBLMziI GA2y F2NJ SEOSttSyO0S Ay ¢2NRY
him leverage when shifting careers. When he began working as a photographer, he was well
adzLILI2 NI SR o0& GK2AS FFYATAFNI 6A0K Kh@gintRSaA3dy o
LIK2G23INFLIKE YR AF ¢S O2dAZ R dzaS KAYX KS gl a |

artist, and anything he was doing was attractive to me. And so we contacted him and started

41For a detailed history af I Ot $dee/Riader Sutherlan@ihe Monthly Epic: A History of Canadian Magazines
(Markham, ON: Fitzhenry & Whiteside, 1989).
42 Harris, discussion.
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dza A y I8 DKirindy'thig perioch | O f Sheld/aQiitinctive position within the Canadian
publishing landscape. It was a laffpemat publication, akin to renowned American magazines
such ad.ookandLife making it visually compelling. As Eby explains,
al Of Mly3aed AyS gl a | @SNB @AradzZf YFIILTAYyS I
it was larger the size olLookmagazine at the time andifemagazine. [They] were all
large-format magazine§ angl they had great visual displays. So the people who were
hired to work for p I Ot $Wweye Qamsidered the best in Canada and it was an honour
for them. So, just by being included, they were included in the top people in Céhada.
Wdza i a4 KA& RSaAaAday OF NBSNJ KStLISR 3IIFAYy &dzLJLJ2 NI
al Of Selpédra establish his commercial photography career.
Maggs created the cover photograph for the November 1967 issue of the magazine (fig.
2.9), and his first fashion shoot for the publication was printed in December®$6T | y (i | & &
[ AGAY dé Ay iNRRIzO KR YNGS IOR NEBK Sz odFerfarda K dovlnl @ ¢ 2
| F NNR& O2y(iSyRad al'S gla €tSIENYyAy3I Kz2g (G2 GF1S
fashion sl2 (*@hough Harris worked with a number of Canadian photographers, including
Bert Bell and John Sebert, among others, Maggs quickly became a staple at the magazine. As
|  NNAa SELXIAyazr 4KS g2dA R dzasS al 333 M T L 61
more traditional approach to editorial photography had photographers execute elipptoved
concepts that sometimes came with specific directives. It was not uncommon for the client to
SELINBaa LINSBTSNByOSa &adzOK | & ,fokrStanNd. AsLJ2 dza SQa&a T2

Branscombe illuminated,

43 Eby, discussion.

44 bid.

B¢ KS AaadzsS AyOf dzRSa
46 Harris, discussion.

47 1bid.
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In the old days, artists used to draw pictures and then this drawing would be approved
08 UKS OtASyluod ¢KS Ot ASyld ¢g2dA R €221 G A

AaKS fA1Sa4 NBR RNXaasSaz a2 Oly e@&z2dzwite S I N
GNBR RNBaaodeé ! yR GKSY (GKA& g2dA R 32 G2 GKS
KFIgS (2 R2 (0KFG LK20G2# | yR (GKIFIGwa GKS g1l @&

| FNNA& FyYyR al 33aQ& FLIINRIOK gl a tSaa aaldArAo |

GKSANI NBALISOUADS NRfSad | FNNAa NBOFffa al33aq
2SS g2dAZA R aAdG FyR GlFrf1e® L g2dA R GSftf KAY 6K
NEBFftex NBlIfte tA1S (2 R2 (KAaA®PE ' yR a2 Al

YR KS gl a 3ANBFIG (42 62N)] 6AGK 0SOIdzasS @2«
3S4G AG YR GKSY LlJzaK A0 gKSNBlLa + t20 27
AG GKIFG @2dz ¢lyd G2 3SG | ONR aaKé @add [!SNiadzR
getscanda 2 (2 O2tftlFI02NI S [SGQa Y2@0S 2dziaARS

creative things'?

(0p))
P
_<
No
P
w

C2NJ aClyidlrae [AGAyYy3IZé al 333 LIK2G23INIF LK

{ Odzf LISIENGA 0ChciTA 2y | G ¢2NRy (G2Qa /AGeé Ittt 6KSNE

A
(0p))

¢ f20FGA2Y> & | FNNAa alea Ay GKS | NIAOES:

(0p))

KSNJ RSOt NI GA2Yy (GKIG O2yFTAYAY3I &K2dzaS Of 20KS A
At the same time, there was a broader shift in attitudes toward photographers. Eby,

FY2y3 20KSNARZ 0StASOSR aidNRy3Ite GKIFIG LIK23G§23aN

OK2dzAKG AG gl a AYLRNUIFIYG (2 1SSL) (eke@plaONB | G A FS

G!'d GKS GAYS GKSNB g1 a | 1 BéldtNewten @il yitler I&hdidgy 3 2 Y

photographerst and it was obvious that these guys were not just clickers of cameras. They

KFER Ay (St f SO0 dMetfelt haf Mipmjs wiis2movig thoSePplsotographers who

YFIRS AydSttAaSyid O2y i iNAROGdziA2ya (2 GKS YIF3AFTAY

48 Branscombe, discussion.

49 Harris, discussion.

S0 NB2NAS | | NNRalzO taSDeygmbers 8196F, R38A y I 5 £
51Eby, discussion.
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Ayaraiazr yR a F NBadZ 6 KS SEGSYRSR FNBSR2Y
[a shoot]. He would have a lot of freedom. | would just keep him in the parameters of the
YFEAFTAYS FyYyR 6KIFIG (GKS SRARGGQuNALIBndARRSate A 3K 085
someof approaches that Maggs brought to fashion imagesafér O f Sni-thé Qi@ 1960s.

In addition to fashion editorials, Maggs also produced portraiture andi&ilimagery
fora | Of SHisyh@@handise setups for the magazine recall the carefully arranged collections
in his own home, demonstrating the significant impact his collecting had on his commercial
work. They also connect back to work he produced as an art director for ArtiAtesodrt
directed and designed by Maggs and photographed by Ken Bell, a 1966 promotional piece for
the firm demonstrates that the selection and placem@f objects was central to the concept
(fig. 2.B).

In the December 1967 issueafl Of Stheymagazine featured a roundup of gift
ARSI & a! |, SaidSNR&ELIE X NR adivRlag X/ FNWNA DRRH yX T2
I OO2NRAY3I G2 | I NNRaAX al33a ag2dZ R 2dzald o6dzA f R
merchandise togethet® She remembers him feeling that the collection of gift ideas for children
gla YAaaAy3d a2YSUiKAy3aId a2S NBrHfte ySSR | o6A13

than sourcing a poster, however, Maggs made one: a-bagttrast blackand-white portrait of

| F NNRAEAQA a2y FNRY GKS &aK2dzZ RSNE dzZJ: gAGK | A
KIS SSy8 |o2dzi aS@Sy 2N SAIKIZ FyR KS aiddzO|
G!' YR KS YIRS LIy 50 S NI 22Rdzie 2/ TK NRRGadEY F & X é | | NN &

52 Eby, discussion.
53 Harris, discussion.
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sitting next to the largethan-life poster Maggs created. The bold, punchy image works well
GAOK (GKS ONRIKGX LIl @Fdzag 2FFSNAYIEA Ay GKS OKA
effective compositional balance. And not only did it solve his dgsigblem, Maggs
contributed content: the idea of a customized poster became one of the gift suggestions. Eby
SELX Aya GKFG al33& asl & tA1S || 1 2ff@&622R LINE
LIK2023INF LIKSNXY G! yeiKAyY 3 @ shdd, aOdRhdztoRld rapyesedtit.y ST | N
He was always an attraction that way, as he was a®re2 LJ a4 K2 LISIaYy I IA@DE I NB v ¢
personal collection provided props for several storiea in O f Sadng/ithés a particularly
valuable asset for assignments witha gtih S 0SSy iGo ¢ 1S F2NJ SEF YL} S
.S Mo a2NB 5l&a 2F {dzYYSNX® 2KIG ! NB |, 2dz D2Ay3
throughout the story, and the images in thetiatluctory spread and on page 35 incorporate
objects from his collection (fig. )L

Harris and Maggs frequently travelled for assignments, and his woek FoiO f Shdy Q &
20KSNJ LIzt AOFGA2ya AyOfdzRSR SELX 2N} A2y 020K
recreating a different reality, even in the simplest kind of photography he was doing. And, as |
say, he was experimenting all the time, because he was dafiniot going to just be a
LIK2G23INF LIKSNY IS gla 3A2Ay3a (G2 0SS az2YSGKAy3AsE
artistic expressiof® As a photographer he ultimately helped shape the look ¢f Of Si'theQ &

late 1960s. His cover for the May 1, 1969, issue demonstrates his conceptual contributions and

hints at the emphasis on comparative analysis that his future artistic works would explore. For a

55 Eby, discussion.
56 Harris, discussion.

111



AG2NB lFo2dzi [A2y St ¢AISNIR& &LISOdMenin s NBa S N
published in 1969), Maggs portrayed his subjects as captive animals or scientific specimens to
be studied (fig. 2.8). The interior spread features frontal portraits of his naked male and
female models from the shoulders up. Although the moody lighting in this editorial work does
not match his eventual approach in artworks sucl6dd?ortrait Studiesl97&78(1976;78), in
retrospect the project foretells work to coe.
Both Harris and Eby continued to work with Maggs following their dagstatOf S| y Q&
Eby, for instance, lethe magazinen 1972 to work for ComaCommunications, where he led
the art department fol 2 Y S Y I 4n8 ad@wi publicatiorQuestmagazineQuestwas a
controlledsubscription magazine geared at the start toward men. Photographs Maggs took for
the new magazine contributed to awadlA Y YAy 3 aG2NASas Ay Of dzRAYy3I ad
(1972;73), which visually and conceptually played with similaaityg difference (fig. 2.2).
These same preoccupations would define his artistic projects, where comparative analysis is key
to both the artisticimJS G dza ' YR GASESNBEQ SELISNASYyOSE 2F KA:
al 3334Qa FLIINRFOK (G2 LIK2G23INILIKeE ¢l a AyT2NY

RSaA3ayd LY | I NNAR&AQa OAS¢e: GKAA ol a | SYSTA

(@]

organized everything around him that he was working on, and hig eljes graplic eyet was

2dzad a2 AYLISOOFoefS F2NJ RSaadayod ! yR KS ySOSN 4
bracket, bracket, bracket, and that would be it. And it was never ever difficult to edit his shots,
0SOldzaS &2dzQR Fftgle&a GhRHBSY KSIF ¥KENI G2y wKS (01

previous work also often led to inventive photographic solutions that were rooted in the

57 1bid.
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language and approaches of design and advertising. In 1968, for example, Maggs worked on an
assignment foChatelaind 6 2 dzi NI} A&dAy3d 2dziadl yRAy3d OKAf RNBY
2.18) explains, the story posed logistical problems that Maggs solved in an interesting way:
w2 8S AYYSRAIFIGStEE NYy Ayidz2z 2yS 2F a20AS0eéQa
mothers and children no longer lived in the same town or city (or sometimes even
country). But photographer Arnaud Maggs found an ingenious solution: he blew up
action shotof the children to poster size, then posed the blowups with the motl§érs.
al33aQa FLIINRFOK (2 al2¢ G2 wlAasS |y hdziadl yR
sensibilities and experiences in the print industry, netted playful and compelling results. Figure
2.19, for instance, shows Rose Kastner with a poster hlpvof her son Peter Kastner, an actor
who at the time was starring in an American television sitcom cdltezlUgliest Girl in Town
Likea I Of SChshtelinenas a prominent magazine, and when it merged with
Canadian Home Journial 1958 it had impressive distribution numbéfdNevertheless,
O2YLISUAGAZ2Y SAGKAY GKS [/ FYFRALFY YEFENJ]SGZ LI NIOA
more shifts in the 1960s. Owner Macleblunter expandedhatelainan the 1960s to include a
series of publications ChatelaingChatelaine: La revue moder(taking oveRevue
moderng, andMiss Chatelainewhich eventually becamElaret offering a truly national
market for advertisers, allowing for content sharing between English and French editions, and
expanding its demographic reach to include teenag@rs.

Cultural historian Valerie J. Korinek declatdmtelainanstrumental in the

RSOSt2LIYSYld 2F aYl | S2Be&ulcovitenyahd ndakedvgr arideS mdc na @

B! G / KFGSt I AYSé Chalaingdi b, 8 @rigasN®as): 2.3 3 S0 =

59 Sutherland;The Monthly Epic249.

60 For an indepth study ofChatelain®@ & KA & (2 NB X & R8ughing It iStNFASSburdédReddhdNA Y S 1 =
ChatelaineMagazine in the Fifties and Sixti@oronto: University of Toronto Press, 2000).

61 Korinek,Roughing t201c2.



became part of a strategy for increasing readership and attracting a younger audience to the
publication. Just as he did farl Of $SMaggR worked on a range of assignments for
Chatelaingincluding fashion and editorial photography, and he also contributed images in
support of beauty and fitness articles producedQ@iyatelaineaditor Eveleen Dollery (figs.2Z¢
2.24). As Korinek points out, these short, heavily illustrated articles pushed the notion that
Go2YSyQa Wyl GdzNT 1 skia, e pastre, dighneISand tte toolsdh & dzl f

§ 144834 6SNB The Smitith aRlE SNDA & S

(Vo))
Qx

YFEAYAT Ay3 (K
O2YLJI NI A DS aAO0ONMziAye Sy QgfdedtampfRarema dissi@ilardS CI O
al 33aQa INIg2N]l azr oKAOK Ffaz Ayarad 2y + 02YL]
Bythe midm T n & a I 33 a Q& Chatdlainghbid\sbiftkal moeyowvardi 2
portraiture (figs. 2.8and 2.0 ® aL NBYSYOSNJ KAY ale@&Aay3a KS gl a
NI §KSNJ 0KFIYy LIK2G23aINI LKAY3I a2YSo62Re F2NJ gKI G
Thomas®[ A1 S¢AasSzT INIAadG [SS 5A01a2ys ¢6K2 gla al 3
NEYSYOSNERZ dI'S RARYyQlU tA1S o0SAy3a | FlFLakKAzy LK
and having four people standing behind him. They waesze to put on the makeup and then
Fdza a 2 O % N3 enghisfsdripdréraiture would be underscored by the work he did for
The Canadian Magazirsgound the same time.
In 1975 Maggs was asked to shoot coversitoe Canadian Magazinehich was

distributed in newspapers across the country. As he records in his notebook, they were looking

62 |bid., 202.
83Thomas, discussion.
64 ee Dickson, discussion with author, June 29, 2017.
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FT2NJ aO020SNJ LRNINFAdGa GKFIG ¢2dz R &8isSIHarte ARS
photographs of prominent Canadiams Pierre Berton, Jean Chrétien, Stephen Lewis, and David
Suzuki, for example (figs. 2¢2.30) T contributed to picturing the nation through portraiture.
al 3334Q4 O20SNJ AYIF3IS&a HSNB FNBIdzSyidfe &dzJJ2 NS
secondary images are notable for their clasepping, a tendency seen in work he produced
for other publications, includingchatelaineand Canadian Busines$ake, for example, the
portraits of Bill Davis and John Turner that were printed in the interidrh&f Canadiaffigs.
2.31 and 2.2), which show neaprofiles of the politicians close up. Seraf his other
secondary images capture the subjects in interior spaces, often with family members, to
provide a more intimate view. Such was the approach for his portraits of Roy McMurtry and Joe
Clark, for instance (fig. Zand 2.300 ® h NBy aidSAy o6StAS@Sa GKFG al 3
art and magazine photography were central to who he was, and identifies his workéor
Canadiark & LJ NI A Odzf  N¥ @ Ay Tt dzSydAarft F2NJ KAY +Fa |
SELX FAyad al S Sabia LI2INGING IAGIE BTheBdvels tdtdad Y2 YSy i d¢
important shift in focus for Maggs from fashion photography to portraiture and set the
trajectory for his early artworks.

{2YS 2F al 333aQdheOandiifandved ddardntisections Wédtween his
artistic and editorial approaches; for a 1976 cover, he photographed musician Ronnie Hawkins

in true profile (fig. 2.8). In 1976 Maggs also started working@hPortrait Studieswhich he

6] Ny I dzZR al 334> at SNER2Y | f W2dz2NY I fY ¢85 BACYGftawA R798%R2, p >~ ¢  dzy LJI
R7959137-3-E,vol. 839.
66 Qrenstein, discussion.
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O2yaARSNBR KAa ¢ftivasEniiallyssRodiR 1478 &t thie Didyid Minigh
Gallery in Toronto, in his first significant solo art exhibition (fige)28Revealing a taxonomic
approach to portraiture inspired by variations in human physiognomy, the work marks the start
2T a llagesc@d gricbased portrait explorations. For it he photographed sixteen female
and sixteen male sitters against a textured background. Comprising four rows ofszecl
blackand-white portraits,64 Portrait Studiepresents the viewer witmeutral images of the
thity-l 62 &AAGGESNB 6AGK GKSANI 0l NB &aKz2dzZ RSNB SELR3
LIS2 LX S ¢ al AartingSwvighiilie ldetajsSdedin figure Z,3he portraits of his

female subjects form the first and second rowsdfPortrait Studiesalternating between

profile and frontal views. The portraits of the male subjects follow suit in the third and fourth
rows. No single sitter takes priority.

The alternating arrangement of the rows between profiles and frontal views reveals the
beginnings of a systemsased approach to artmaking. Maggs established systems and
procedures for the conception, making, naming, and display of his artworks, whidiewill
addressed further in chapter 4. Howevé# Portrait Studiesvas made before Maggs
developed a method for his work that was defined in part by the number of exposures on a roll

of film. Instead, his final selection of images was made from a stagggr@ possible

67Gail Fisheg @ f 2NE a! N}yl dzR al 33ay !yId2Ye 27F PhototCandiugh A GY !y
(Fall 1982): 12.

68 Maggs exhibited photographs in three solo shows prior to the 1978 exhibition at the David Mirvish Gallsry:

Picturesat the Baldwin Street Gallery, Toronto (197&ople of Brusselas part of the Brussels (ON) Centennial

(1972); andViovie Directorsat the Revue Repertory Theatre, Toronto (1973). These are addressed in chapter 3.

69, Sy t2NIA&AT G49CARSYOS 2F 9EABBRy OKe (2 I/NZ yHBwdE 1 (NA/ 2 yizRs X
Paperl2, no. 5 (May/June 2008): 66.
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frames/® As a commercial photographer, Maggs would take many images, and final selections
would be made by reviewing negatives or contact sheets. As an artist, he started out working
much the same way. Contact sheets @dr Portrait Studieseveal experimentation with a range
of variables. For example, Caitlan Maggs is photographed against both light and dark
backgrounds in varying poses (fig.8.3rom a large number of exposures Maggs edited down
his final selections with an eye to achieving a consistent neutral look for thefeixtyortraits
as a whole. His goal was to bring together individual portraits that worked effectively as a unit.
G2YS LIS2LX S RARYQUG 62N] |G ftzé KK&Ganbthetd | Ay SR
AAGEAYyIDE

Ly StSOGAy3 G2 AyOfdzRS 2yteé SyG4Aaz2yltfte yS
proportions of the human head informed his selections. Unconcerned with revealing anything
2F KAa aAGOSNBQ LI SNER2YIFfAGASAI gKi@64Pefteaill S R Sa i
Studiest A YSR G4 RNIgAYy3 FGGSYGA2y (2 aKILS® daz2NEB
LIS2LX S (2 O2YLI NB | ff (KS "dReywiSiNdptistograpficR @I NR S
extension of his early preoccupation with the shape and form of the human head, which he
explored in his drawings and illustrations in the early part of his career.

Paul Orenstein started working with Maggs during his period of transition between
commercial photography and art. He recounts an illustration projecTtoonto Lifenagazine

GKIFGO Aa AYRAOIGAGS TPoontalifedad puithased ByiMicaBlded LYy wmpT

w20 SN 9YNRIKGSE a5Sardya 2y Hokler Srassingdl, nd. § (uBa8iguS§ 6 6 A G K ! |
2012): 43.

I NYylFdzZR al 334> a! NYFdzR al33azxé Y2RIF]1 / KFEFANI [ SOGdzNB { SNJ
recording, Toronto Metropolitan University Archives and Special Collections, maggs_1.mp3, 00:12:15.

20 GFAY0F01T v FYR 1'Zé MMHO®
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Pencier, and Ken Rodmell was hired as art director. Rodmell and John Macfarlane, the editor,

wanted spot illustrations for every column and every feature in the inaugural issue, but their

budget would not allow for it. Limited by economics, they decidedhoose one person to do

all the work for the entire issue Maggs’® Maggs wanted to achieve a childlike style for the

illustrations. Orenstein suggests that he made many variants as he repeated similar drawings

over and over (figs. 29and 2.4). Although Orenstein felt Maggs was successful, he recalls

himo SAy3 ONARGAOFE 2F GKS NBadzZ Gaalftdl By dKAX |RQET

RNl gAy3ad . dzi wal 33486 ¢g2dd R RSO2yaidNHzOG SI OK

Sy2dAaAKIQ 2N WLGQa (G422 F2NOSR®Q X !'d FANRG L O

YIFEOGGSNGE2NXYBEB®MBYaGSAYy GKS LINRPOS&aa gl a NBOSEI G2

interest in slight differences came through strongly in this project, as it wougd fortrait

Studied YR St 8aSHKSNB U(KNRdAK2dzi KAa OF NESNX» GaDNJI R

fA1S 2yS YR gK& KS RAR tA1S IYy20KSNE¢ hNByai

GKA& o6& Ly FYFTAy3 SRdzOFGA2Y 2N YS Ay GSN¥a
A close examinaton@®2 y i O aKSSGa FTNRY al 33aQa 02YYS

from this period reveals a process of exploration and experimentation that laid the foundation

for his early artworks. The negatives and contact sheets for his session with Ronnie Hawkins, for

example, show a conscious working through of ideas that would eventually shape his strategies

for 64 Portrait StudiesHe explored many poses and angles with Hawkins, trying frontal images,

profiles, and neaprofiles. He photographeche musician in colour and in blaekdwhite,

73 John Macfarlane, discussion with author, September 8, 2020.
74 Orenstein, discussion.
5 1bid.
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indoors and out, fully clothed and with his shirt off (figs.122.43). It is certainly not
uncommon for commercial photographers to, when possible, dedicate time on a job to taking
images for themselves, sotospeak?2 Yy S& GKIF G &l dAaFfeé GKSANI LISNA?Z2Yy
negatives and contact sheets demonstrate th& h ¥ dzf FAf ft SR 620K GKS Of A S
creative concerns at the same time. Explicittknowledginghis practice recognizes the
productive interconnections between the apgli@nd the fine arts, and better acknowledges
the value and importance of commercial practice to art history.

al 33aQa O2YYSNOAFf LK23G23INI LKE& &asSia aSNBSR
his vision and develop his artistic approach. His bwkwhite photographs from the Hawkins
session align with his early artworks, and the markups on the contact slaeet subsequent
test prints further illuminate his dual focus on commercial and artistic practice (figh;24%).
Although similar to the image used on the coveiTbke Canadiarhis selections represent the
choices he made as an artist. Likewise, Maggda M dpTy O2 GSNJ LIBNII NI A G 2 7F
portrays the musician in profile, along the lines of his approadt®ortrait Studiefig. 2.48).
Though shot in colour, the strong contrast of Saiaté NA SQ&a KIFANJ I yR 2F O1 S
background points to his preference for punchy, hagimtrast images in his artworks. Part 2 of
this dissertation will examine additional examples of how M&ggs RSOl RSa 2F 02YYS

informedt often very directlyt his artistic practice.

LY FTRRAGAZ2Y (2 2FFSNAYy3I 2LIIRNIdzyAdASa F2NJ
Ff&a2 SELIYRSR KAad ySié2N] 2F LRGSYGAlFf aAadidSN
LISNB2Y Aa a42YS8S2yS (KIG L ¢2dzZ RELMQBSY SRS LKR (& N



FNNI y3IS |y2{iKSNI a XoSuch wadtheicgse With YoRsafyKarsh (§80R2), 2 o ¢
for instance. In 1976 Maggs photographed Karshrfog Canadiam front of his own famous
portrait of Winston Churchill (fig. 29); he would later photograph Karsh in 1981, as pa#®f
Views(1981¢83; fig. 2.9). This was also the case with Leonard Cohen (&83K6), whom he
photographed fora I Of Sn-197Q dig. 2.5). In his notebooks, Maggs listed Cohen as an
influence!” Orenstein proposes that the early shoot with Cohen contributed to some of

al 33aQa ARSIFIAa lFo62dzi tAFTSTET 6KAOK G G4KS GAYS A

(@]

G261 NR YAYAYIfAAY Ay KAA& LISNBR22YIlf alLhtdRad aLi
& A Y LI A ORMagygs WwdGlll phatsgéaph Cohamgain in an editorial contexfnd n 1977
he photographedthe musicianin both frontal and profile views, in the higlontrast square
format style of his artworks (fig. 22h

By the time Maggs was working fGanadian Business 1977, his reputation as a
portraitist was cemented. | Y RALFY 22dNYy I f A&8G YR SRAG2NI ! f S
had worked withae I Ot SAH & QANBRAGSR 6AGK GKS YI 3T AySQa |
Canadian Businesgas a trade publication. As Mark de Wolf colourfully asserts in a tribute
a2YS &SI NBE | TGasadanBasherd & R Idryim@wasold Canadian

/| KF YOSNI 2F / 2YYSNOS K2dzaS 2NHIY ZBTh&&SHaitbR Ay (K

TFisher¢ 8t 2NE a! yld2Ye 2F F t2NINIAGZE mMT O

gl 34T Gt SNRA2Y I W2dNY It df

BANBYaAaGSAYS RA&AOdza&aA2Y T alS gl a 2y  AAYAf Ll NI ljdSa a2 |
FFFAVAGASAE 68G688y ab33a yR /2KSYY O(L GKAY1l 2F [S VN
you atomato on a plate, itwoRl 6S f A1S Fy ! Nyl dzZR al 33 LIK2 323N LIKD® X

N
|
T22RI K2g KS aSNWSR Al (G2 &2dz AdG o1 é £t OdaNy SR X 1 S
mountain as if he were going for two weeks and [have] ended up stayihy® & S NBE T RAaAOdzaaizy ¢
August 4, 2017.
al N] RS 22f F3 RyessordR8\EeR &f JdurhalisRp#ilsl £1997http://rri.ca/raggedy-sandy/.
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0SSY Y2YSy(azr K26SOSNE Ay (KS LlzofAOFGA2yQa K

lllustrator Grant Timmermann, for instance, produced the cover£madian Busine$som

1944 to 1948. In December 1948, Canadian designers Carl Dair and Henry Eveleigh redesigned

the magazine, garnering accolades for its modern design. Ross and his business partners,

Michael de Pencier and Roy MacLaren, were willing to take risks akel Inadd moves. When

they purchased the publication, they soughttotreat a8 a4 al a I aLISOGF G2 NJ a

a dry, straightforward subjed This new editorial direction was explicitly stated in the first

issue of the revampe@anadian Busines§ 2 S K2 LJS AdG NBTFt SO0Ga 2dzNJ ol a

that business is important, interesting, understandable andhore often than many people

realizet fund®®&Freelance contributors, both writers and image makers, play an important role

Ay SadlrofAakKAy3d | Lzt AOFiA2yQa oNIXYyR ARSYGAdl
NI 33Ayas GKSYy I 3ANFLKAO RSAAIYSNI G GKS YI 3l

ARSYy(GA(GeZ IyR @2dzQNB 221 Ay3 F2WthCdBagiagt S G KI

Businessn particular, the goal was to redefine what a publication about business could be,

challenging preconceived notions about the subject and the approach to covering it. It was in

this context of reimagining business journalism that Maggs found a fitteaopm for his

portraiture. His closely cropped portrait of John Orr appeared in the first issue of the

redesigned magazine (fig. 3)5

80aAOKFSt RS t SYOASNJ |jd2GSR Ay al N} 58 22f{F> awl3I3aSRe {|
81 Editorial,Canadian Busine&®, no. 9 (September 1977): 10.
82 Donna Braggins, discussion with author, July 4, 2017.

121



Though there is an early example of Maggs staging a photograph for a story using his
niece and nephew amodels® his assignments were primarily portraits of businesspeople (figs.
254and2.%5).a1S g+ a oaz2tdziSte | LRNIONFrAGAAGZE . NI 3
I @SNE RAAGAYOU &0 e%Maggacentinuidbatehiad Adistidkverk/aid LIS 2 LI S
editorial projects for a range of magazines, includi@padian Business tandem throughout
the 1970s and into the 1980s, even as he garnered a reputation as an artist. And his artistic
reputation was an important part of what he offered editorial publications. Maggs was already
photographing foi64 Portrait Studiesrthen he started doin@€anadian Businesssignments.
Hewas also one of the photographers who helped to define the photographic identity of
Canadian Businesd that time. Braggins explains:

. S0lFdzaS KS KIR I RAAGAYOGAGS adtetsS IyR I LILJ

of a group of photographers we would consider [for assignments]. He was always

meticulous about his research and he was fundamentally intelligent. You could give him

somehing and he would add value and insight. And that was one of the reasons we

wanted to use him, because we wanted to actually have somebody who was a partner

in articulating the strengths of the subjects of the articies.
| Aa ©$2NJ] IfA3IAySR ¢Sttt 6AGK GKS ONIYR FYyRXZ Y2N
like Arnaud into that selection, it was really a very conscious effort to create a cultural
A0FGSYSYylU lo2dzi 0dzZAAY BEKSe AyRF 8AAEFY ZFaNAKIRER
Canadian Businessgnal its deliberate departure from conventional approaches to business

and its commitment to presenting a more dynamic narrative about the Canadian business

world. Recalling the trust that Eby and Harris would put in Maggs, Braggins points to his taste

8{SS w2yl fR .dz2NJ S YR ¢F Yl N} 2 SANE Canadé@Busn2sdlévendéry | 3 SNAE
1977, 53.

84 Braggins, discussion.

85 |bid.

86 |bid.
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and the advantage that his previous career experience brought to his photography and his

working relationships in the magazine industry:

When working with Arnaud one always had the sense of the fully rounded professional,
0S50l dzasS KS dzyRSNBERU22R gKI G AlG ¢la G2 oS |y
performing as a photographer. We always trusted that Arnaud had terrific judgement

andtaa 1Sz FyR a2 GKSNB gt a | NBFf Ydzida f NBAL
a reasonable selection to have a dialogue [about] with editors and at the same time
LINSESNWBSR O2y iNRt 20SNJ I aStSOlAz2y GKIFIG 62

het This is where that kind of professionalism comes in, that understanding of what
the process wa&’

LG o1& F LISNA2R 2F Ydzidzh € AYLI OGd ' & |y | NIAaA
photographic identity of Canadian magazines, and his editorial work offered opportunities for

exploration that shaped his artistic portraiture.

8 Ibid.
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Figure 2.1! NyY I dzZR al 3343 A&a[ I dzZNASZ ¢2068&z /FAGEFrYS al 33ASZ DNJI Y
Cl In LILSNEE mMpcnd DSEIFGAY aArAft @SN O2y il OG akKSSi dop Y
R79592202.© ArnaudMaggs, courtesy Stephen Bulger Gallery.
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Figure 2.2! Ny I dzZR al 33432 daaSyy2yAidS 62YSy> 9ft2Nl D2NHSIZI TFANEHI
silver contact sheet (6 x 6 cm negatives). Library and Archives Canada, Ottawa2 RF@89Arnaud Maggs,
courtesy Stephen Bulger Gallery.
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Figure 2.3! Ny I dzZR al 33a& fsrRIOSYabEAME mpccd DStFiIAY &AAf OSNI O2
Library and Archives Canada, Ottawa, R72581.© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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Figure 2.4! N¥ I dzR al 33ax &/ +Fdia teéalYlFLada 06AGK [ dz2NAS al 33a0z¢
negatives). Library and Archives Canada, Ottawa, RZ932.© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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Figure 25! Ny I dzZR al 334> &/l G&a teéealyYlra 66AGK [ dzZNAS al 33a03xé
negatives). Library and Archives Canada, Ottawa, RZ982.© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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Figure 2.6! Ny I dzZR al 334z a/ lGa teéalYla 606AGK [ dzNAS al 33a03z¢
negatives). Library and Archives Canada, Ottawa, RZ9%8.© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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Figure 2.7! Ny I dzZR al 3343 a2 AyYyRa2NJ ! N¥azé ! LINAE mpcyd® DSt dAy
Library and Archives Canada, Ottawa, R72529.© Arnaud Maggs, courtesy Stephen Bulger Gallery.
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Figure 2.8Arnaud MaggsThree Small Room$968. Windsor Arms Hotel, Toronto [photographer unknown].
Courtesy of Stephen Bulger Gallery, Toro@dArnaud Maggs, courtesy Stephen Bulger Gallery.
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FLYING SAUCERS/BIG STUKE/NERVOUS BREAKDOWNS / THE TORIES

MACLEAN’S

6Cool? Of course
we're cool. No
protest parades,
no saving the
world. But we
want to run our
own show on

CAMPUS
67’

Figure 2.9Arnaud Maggs, cover photograph far Ot SNove@@es1, 1967a I Of SAkchive,a
https://archive.macleans.ca& a | Of St Jgs@ph CommunicatiohArnaud Maggs, courtesy Stephen Bulger
Gallery.
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https://archive.macleans.ca/

Figure 2.10Arnaud Maggs LIJK2 2 ANJ LIKa T2 NJ al NBR QR SheyebeNR D67, G CF y il & @
34¢37.a | Of SArchiv@fhitps://archive.macleans.cas a I Of StlJgs@uh Communicationdvnaud
Maggs, courtesy Stephen Bulger Gallery.
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