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Abstract 

Arnaud Maggs had a decades-long 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 fine art in the 

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 commercial work and only cursory 

investigation of its impact on his subsequent artistic production. This dissertation maintains 

ǘƘŀǘ aŀƎƎǎΩǎ Ǿƛǎǳŀƭ ŀƴŘ ŎƻƴŎŜǇǘǳŀƭ ƭŀƴƎǳŀƎŜǎ ǊŜǾŜŀƭ ŀ ǎȅƴǘƘŜǎƛǎ ƻŦ ǎǘǊŀǘŜƎƛŜǎ ŦǊƻƳ ŜŀŎƘ ǎǘŀƎŜ ƻŦ 

his career, and argues for a more comprehensive understanding of Canada's visual culture by 

bridging the gap between fine and applied art histories.  

Biography helps to reveal a range of influences and experiences that may otherwise 

ǊŜƳŀƛƴ ŎƻƴŎŜŀƭŜŘ ōǳǘ ŎƻƴǘǊƛōǳǘŜ ǘƻ ǎƘŀǇƛƴƎ ŀƴ ŀǊǘƛǎǘΩǎ ǿƻǊƪΦ In so doing, biographical detail τ 

especially detail that traces professional experiences and work history τ helps to unsettle 

ǇŜǊŎŜǇǘƛƻƴǎ ƻŦ ŀǊǘƛǎǘƛŎ ƎŜƴƛǳǎ ōȅ ƻŦŦŜǊƛƴƎ ŀ ƳƻǊŜ ƴǳŀƴŎŜŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ Ƙƻǿ ŀƴ ŀǊǘƛǎǘΩǎ ǿƻǊƪ 

develops through interconnected influences, life experiences, and work history. Through a close 

examination of Maggs's biography and emphasis on his commercial experience, this 

ŘƛǎǎŜǊǘŀǘƛƻƴ ƘƛƎƘƭƛƎƘǘǎ ǘƘŜ ƛƴǘŜǊŎƻƴƴŜŎǘƛƻƴǎ ƛƴ aŀƎƎǎΩǎ ŎǊŜŀǘƛǾŜ ǇǊŀŎǘƛŎŜǎ ŀƴŘ ŎƘŀƭƭŜƴƎŜǎ 

traditional biases in art history. In order to expand biographical and contextual details, I 

conducted a series of interviews with people who knew and worked 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 decades of work.   
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 {ǘǊǳŎǘǳǊŜŘ ƛƴ ǘǿƻ ǇŀǊǘǎΣ άhƴŎŜ ŀ 5ŜǎƛƎƴŜǊΣ !ƭǿŀȅǎ ŀƴ !ǊǘƛǎǘΥ wŜŘŜŦƛƴƛƴƎ ǘƘŜ aȅǘƘƻƭƻƎȅ 

ƻŦ aŀƎƎǎέ and άhƴŎŜ ŀ 5ŜǎƛƎƴŜǊΣ !ƭǿŀȅǎ ŀ 5ŜǎƛƎƴŜǊΥ /ƻƳƳŜǊŎƛŀƭ tǊŀŎǘƛŎŜ ŀƴŘ /ƻƴŎŜǇǘǳŀƭ 

tǊŀȄƛǎΣέ this dissertation contextualizes aŀƎƎǎΩǎ ǿƻǊƪ ǿƛǘƘƛƴ ƭŀǊƎŜǊ ǘǊŜƴŘǎ and foregrounds the 

profound influence his early careers had on his artistic production in order to illuminate his 

motivations and offer a counternarrative to published accounts of his career trajectory.  
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Introduction  

!ǊƴŀǳŘ aŀƎƎǎΩǎ ƳŜƳƻǊƛŜǎ ƻŦ Ƙƛǎ ŎƘƛƭŘƘƻƻŘ ǊŜǾŜŀƭ ŀ ƳŀǘǳǊŜ ŀǇǇǊŜŎƛŀǘƛƻƴ ŦƻǊ ǘƘŜ ŦƻǊƳŀƭ 

qualities of everyday objects and an interest in collecting. As a young boy, Maggs (1926ς2012) 

and his family lived just west of Montreal in Strathmore, Quebec (now Dorval), which at the 

time was in the country. At age four, he would eagerly await visits from the άPopcorn Man,έ 

who came weekly to sell his goods to the community. In 1975 Maggs compiled a list of 

άƛƴǘŜǊǊŜƭŀǘŜŘέ ƛƴŦƭǳŜƴŎŜǎ ƛƴ ŀ ƴƻǘŜōƻƻƪΦ ¢ƘŜ tƻǇŎƻǊƴ aŀƴ ǘƻǇǇŜŘ his list, followed by a brief 

descriptionΥ άIŜ ŘǊƻǾŜ ŀ ƳƻǘƻǊŎȅŎƭŜ ϧ ǎƛŘŜŎŀǊΣ ŀƭƭ ǿƘƛǘŜΣ ώǇŀƛƴǘŜŘϐ ǿƛǘƘ ǘƘŜ ǿƻǊŘǎ Ψ{ǘƻǇ ƳŜ ϧ 

ōǳȅ ƻƴŜΦΩ ¢ƘŜ ǘƻǇ ƻŦ ǘƘŜ ǎƛŘŜŎŀǊ ǿŀǎ ŀ Ǝƭŀǎǎ ōƻȄΣ ƛƴǎƛŘŜ ǿƘƛŎƘ ǿŀǎ ƪŜǇǘ ǇƻǇŎƻǊƴΣ ƛƴ Ǌƻǿǎ ƻŦ ƴŜŀǘ 

ǿƘƛǘŜ ōŀƎǎΦέ1 aŀƎƎǎΩǎ ŜƳǇƘŀǎƛǎ ƻƴ ǘƘŜ visual details of the motorcycle and sidecar reflects his 

early recognition of the power of design and presentation. It was less about the popcorn itself 

and more about the minimalist white packaging: Maggs was drawn to the little bags sold by the 

Popcorn Man as aesthetic objects. Those bags made up one of his first collections, hinting at 

the importance of both collecting and the use of repetition to his creative output in design and 

ƛƭƭǳǎǘǊŀǘƛƻƴΣ ǇƘƻǘƻƎǊŀǇƘȅΣ ŀƴŘ ŦƛƴŜ ŀǊǘΦ IŜ ƭŀǘŜǊ ǊŜŎŀƭƭŜŘΣ άL ǿŀǎ ǎƻ ŦŀǎŎƛƴŀǘŜŘ L ǿƻǳƭŘ ŦƻǊƎŜǘ ǘƻ 

open the popcorn and eat it. There were rows of white paper popcorn bags in my bedroom on 

a ǎƘŜƭŦΣ ǿƘƛŎƘ Ƴȅ ƳƻǘƘŜǊ Ŧƛƴŀƭƭȅ ǘƘǊŜǿ ƻǳǘΦέ2 aŀƎƎǎΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ tƻǇŎƻǊƴ aŀƴ ŀǎ an 

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

 
1 !ǊƴŀǳŘ aŀƎƎǎΣ άtŜǊǎƻƴŀƭ WƻǳǊƴŀƭΥ .ŜƎƛƴƴƛƴƎ мфтрΣέ ǳƴǇŀƎƛƴŀǘŜŘ ƴƻǘŜōƻƻƪΣ 1975ςумΣ ǇŀƎŜ ŘŀǘŜŘ άт bƻǾΦ мфтрΣέ 
Library and Archives Canada (LAC), Ottawa, R7959-5522, R7959-137-3-E, vol. 839. 
2 wƻōŜǊǘ 9ƴǊƛƎƘǘΣ ά5ŜǎƛƎƴǎ ƻƴ [ƛŦŜΥ !ƴ LƴǘŜǊǾƛŜǿ ǿƛǘƘ !ǊƴŀǳŘ aŀƎƎǎΣέ Border Crossings 31, no. 2 (June/August 
2012), 45. 
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ƻŦ ǿƻǊƪƛƴƎ ŀƴŘ Ƙƛǎ ǘƘƛƴƪƛƴƎ ŀōƻǳǘ ŎǊŜŀǘƛǾŜ ǇǊƻŘǳŎǘƛƻƴΦ άL Ƴǳǎǘ ŎƻƴŦŜǎǎΣέ aŀƎƎǎ ƴƻǘŜŘΣ άǘƘŀǘ 

ǇƻǇŎƻǊƴ ǎŜƭƭŜǊ ǿŀǎ Ƴȅ ŦƛǊǎǘ ŀǊǘ ŜȄǇŜǊƛŜƴŎŜΦ !ƴŘ L ǎǘƛƭƭ ƭƻǾŜ ŀƴŘ ŀƳ ŦŀǎŎƛƴŀǘŜŘ ōȅ ǾƛǘǊƛƴŜǎΦέ3 

{ŎƘƻƭŀǊǎ ŀƴŘ ŎǊƛǘƛŎǎ ƘŀǾŜ ƛŘŜƴǘƛŦƛŜŘ άŀƴ ŀǊŎƘƛǾŀƭ ƛƳǇǳƭǎŜέ ƛƴ ŎƻƴǘŜƳǇƻǊŀǊȅ ŀǊǘΦ /ǊƛǘƛŎ Iŀƭ 

Foster points to a photographic history for this instinct, asserting that a thread extends from 

the work of Aleksandr Rodchenko (1891ς1956) and the montages of John Heartfield (1891ς

1968).4 Maggs was a collector, and an archival impulse is evident in his work. For him, 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 artmaking. aŀƎƎǎΩǎ personal 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 

Man to develop into a defining characteristic of both the man and the artist.  

Maggs delighted in the small details and humour of found objects and design ephemera 

and predictably gained renown for his personal collection. In January 1958, Canadian Homes 

and Gardens (fig. 0.1) included his home in an issue about achieving personal style, and the 

August 7, 1965 edition of Star Weekly (fig. 0.2) showcased his home and collection in a story 

titled ά¢ƘŜ ²ŜƛǊŘ ŀƴŘ ²ƻƴŘŜǊŦǳƭ IƻǳǎŜ ƻŦ !ǊƴŀǳŘ aŀƎƎǎΦέ wŜǾŜŀƭƛƴƎ Ƙƛǎ lifelong interest in the 

ǎƘŀǇŜ ƻŦ ǘƘŜ ƘǳƳŀƴ ƘŜŀŘΣ aŀƎƎǎΩǎ ŎƻƭƭŜŎǘƛƻƴ ƛƴŎƭǳŘŜŘ Řƻƭƭǎ ŀƴŘ ƳƛƭƭƛƴŜǊΩǎ ŘǳƳƳƛŜǎΦ hōƧŜŎǘǎ 

ǿƛǘƘ ŀƴ ŜƳǇƘŀǎƛǎ ƻƴ ƭŜǘǘŜǊŦƻǊƳǎ ŀƭǎƻ ŦŜŀǘǳǊŜŘ ǇǊƻƳƛƴŜƴǘƭȅΦ aŀƴȅ ƻŦ ǘƘŜǎŜ ǎŀƳŜ άǿŜƛǊŘ ŀƴŘ 

ǿƻƴŘŜǊŦǳƭέ ƻōƧŜŎǘǎ ŀǇǇŜŀǊŜŘ ƛƴ aŀƎƎǎΩǎ ǇƘƻǘƻƎǊŀǇƘǎ ŦƻǊ ŀƴ ƛnstallation at the Three Small 

 
3 Ibid. 
4 Iŀƭ CƻǎǘŜǊΣ ά!ƴ !ǊŎƘƛǾŀƭ LƳǇǳƭǎŜΣέ October 110 (Autumn 2004): 3. 
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Rooms restaurant, which I will discuss further in chapter 2, άCommercial Photography.έ Both of 

ǘƘŜǎŜ ŀǊǘƛŎƭŜǎ ƴƻǘŜ ǘƘŀǘ aŀƎƎǎΩǎ ŎƻƭƭŜŎǘƛƻƴ ŜȄǘŜƴŘŜŘ ōŜȅƻƴŘ ǿƘŀǘ ǿŀǎ ƻƴ ŘƛǎǇƭŀȅΦ wŀǘƘŜǊ ǘƘŀƴ 

showing everything at once, Maggs rotated his collection, which points to his keen sense of 

space, his esteem for the relationship between design and order, and his eye for presentation. 

Canadian Homes magazine included MaggsΩǎ house and collection in its March 1966 issue, for 

which Maggs himself supplied the photographs. Emphasizing the importance of curating a 

collection, he ŜȄǇƭŀƛƴŜŘΥ άLǘ ƛǎƴΩǘ ǘƘŜ ŘŜŎƻǊŀǘƛƴƎ ƳŀǘŜǊƛŀƭǎ ƻǊ ǘƘŜƛǊ ŘŜǎƛƎƴΣ ƛǘΩǎ ǿƘŀǘΩǎ ŘƻƴŜ ǿƛǘƘ 

ǘƘŜƳΦ Χ¸ƻǳ ƘŀǾŜ ǘƻ ƪƴƻǿ ǿƘŀǘ ƛǎ ƻǊƛƎƛƴŀƭΣ ŀƴŘ ōŀƭŀƴŎŜŘΣ ŀƴŘ ǇƭŜŀǎƛƴƎ ǘƻ ǘƘŜ ŜȅŜΦέ5  

Collecting also connected with aŀƎƎǎΩǎ ƛƴǘŜǊŜǎǘ ƛƴ ŎƭŀǎǎƛŦƛŎŀǘƛƻƴ ŀƴŘ ƻǊŘŜǊΦ 9ǎǘŀōƭƛǎƘƛƴƎ 

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

ǿƛǘƘ Ƙƛǎ ǇƻǊǘǊŀƛǘǎΦ άL ŜƴƧƻȅ ŎŀǘŀƭƻƎǳƛƴƎ ǇŜƻǇƭŜΩǎ ŦŀŎŜǎΣέ ƘŜ ǘƻƭŘ Dŀƛƭ CƛǎƘŜǊ-¢ŀȅƭƻǊ ƛƴ мфунΦ άLΩǾŜ 

ŀƭǿŀȅǎ ōŜŜƴ ŀ ōƛǘ ƻŦ ŀ ŎƻƭƭŜŎǘƻǊΦ !ƴŘ ƴƻǿ LΩǾŜ ƎƻǘǘŜƴ ƛƴǘƻ ŎƻƭƭŜŎǘƛƴƎ ǇƘƻǘƻƎǊŀǇƘǎ ƻŦ ǇŜƻǇƭŜΦέ6 

His approach to portraiture connects with his interest in shape, and with his knowledge of early 

studies of human physiognomy and traditions of photographic typologies. Curator Maia-Mari 

{ǳǘƴƛƪ ƳŀƪŜǎ ŀƴ ƛƳǇƻǊǘŀƴǘ ŎƻƴƴŜŎǘƛƻƴΣ ŦƻǊ ƛƴǎǘŀƴŎŜΣ ōŜǘǿŜŜƴ aŀƎƎǎΩǎ ǇƻǊǘǊŀƛǘǎ ŀƴŘ ǘƘŜ 

sixteenth-century physiognomy studies of German artist Albrecht Dürer (1471ς1528). She 

ŀǎǎŜǊǘǎΣ ά5ǸǊŜǊΩǎ ǿŀȅ ƻŦ ŘŜƭƛƴŜŀǘƛƴƎ ǇƘȅǎƛƻƎƴƻƳƛŜǎ τ frontally and in profile τ ƭŜŘ ǘƻ aŀƎƎǎΩǎ 

ŎƻƴŎŜǇǘƛƻƴ ƻŦ ƳƻŘǳƭŀǊ ŦǊŀƳŜǿƻǊƪǎ ŦƻǊ ǘƘŜ ƘǳƳŀƴ ƘŜŀŘΦέ7  

 
5 Quoted by James Purdie and Keith Branscombe, untitled article, Canadian Homes (March 1966): 11. 
6 Gail Fisher-¢ŀȅƭƻǊΣ ά!ƴŀǘƻƳȅ ƻŦ ŀ tƻǊǘǊŀƛǘΥ !ƴ LƴǘŜǊǾƛŜǿ ǿƛǘƘ !ǊƴŀǳŘ aŀƎƎǎΣέ Photo Communiqué (Fall 1982): 17. 
7 Maia-aŀǊƛ {ǳǘƴƛƪΣ άtƻǊǘǊŀƛǘǎ ōȅ !ǊƴŀǳŘ aŀƎƎǎΣέ ƛƴ tƘƛƭƛǇ aƻƴƪΣ !ǊƴŀǳŘ aŀƎƎǎΣ ŀƴŘ aŀƛŀ-Mari Sutnik, Arnaud 
Maggs: Works, 1976ς1999 (Toronto: Power Plant, 1999), 9ςмлΦ 5ǸǊŜǊΩǎ ƴŀƳŜ ŀǇǇŜŀǊǎ ƛƴ ǾŀǊƛƻǳǎ ƭƛǎǘǎ ŀƴŘ ƴƻǘŜǎ 
ŀōƻǳǘ ƛƴŦƭǳŜƴŎŜǎ ƛƴ ƻƴŜ ƻŦ aŀƎƎǎΩǎ ǇŜǊǎƻƴŀƭ ƴƻǘŜōƻƻƪǎΥ άbƻǘŜōƻƻƪΣέ ŎŀΦ мфул ώǳƴǇŀƎƛƴŀǘŜŘϐΣ [!/Σ hǘǘŀǿŀΣ wтфрф-
5460. 
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aŀƎƎǎΩǎ images in works such as 64 Portrait Studies, 1976ς78 (1976ς78) also follow 

photographic traditions related to human physiognomy and classification. Maggs signalled the 

influence of nineteenth-century criminologist Alphonse Bertillon (1843ς1914), whose mug 

shots established a system of identification and classification that used both a frontal view and 

ŀ ǇǊƻŦƛƭŜ ƻŦ ŜŀŎƘ ǎǳōƧŜŎǘΥ άL ǿŀǎ ŀǎƪƛƴƎ ƳȅǎŜƭŦΥ ΨIƻǿ ŀƳ L ƎƻƛƴƎ ǘƻ ǇǊŜǎŜƴǘ ǘƘŜǎŜ ǇƛŎǘǳǊŜǎΚΩ !ƴŘ 

my mind went back to Alphonse Bertillon, the Paris police official who set up a system of 

ƛŘŜƴǘƛŦȅƛƴƎ ǇŜƻǇƭŜΦ !ƴŘ L ŦƛƎǳǊŜŘ ǘƘŀǘΩǎ ŀǎ ƎƻƻŘ ŀ ǿŀȅ ŀǎ ŀƴȅΣ ŀƴŘ ǇǊƻōŀōƭȅ ǘƘŜ ōŜǎǘΦέ8 

Developed for the judicial system in France, the Bertillon method (bertillonage) was a racialized 

instrument of classification and surveillance.9 And the inherent ǎŜǾŜǊƛǘȅ ƻŦ aŀƎƎǎΩǎ early 

portraits came across; άLǎ ǘƘƛǎ ŀ ǇƻƭƛŎŜ ƭƛƴŜ-ǳǇΚέ ǾƛŜǿŜǊǎ ǿƻǳƭŘ ǎƻƳŜǘƛƳŜǎ ŀǎƪΦ10 The Bertillon 

method informed his systematic approach to portraiture, but, unlike it and other nineteenth-

ŎŜƴǘǳǊȅ ŀǇǇǊƻŀŎƘŜǎ ǘƻ ǊŜŎƻǊŘƛƴƎ ǘƘŜ ōƻŘȅΣ aŀƎƎǎΩǎ ŘŜǘŀŎƘŜŘ, analytical approach was not 

about surveillance. Rather, it was a reaction against the soft, flattering lighting that has 

historically dominated in ǇƻǊǘǊŀƛǘǳǊŜΦ άLΩŘ ǎŀȅ ώǎƛŘŜƭƛƎƘǘƛƴƎϐ ƛǎ ǘƘŜ Ƴƻǎǘ ōŜŀǳǘƛŦǳƭ ƭƛƎƘǘ ǘƘŜǊŜ ƛǎΣέ 

he ŀǎǎŜǊǘŜŘΦ ά.ǳǘ L ŦŜƭǘ ŦǊƻƳ Ƴȅ ŜȄǇŜǊƛƳŜƴǘǎ ǘƘŀǘ ǎƛŘŜƭƛƎƘǘƛƴƎ ōǊƻǳƎƘǘ ǘƻƻ ƳǳŎƘ ŀǘǘŜƴǘƛƻƴ ǘƻ 

ǘƘŜ ƭƛƎƘǘƛƴƎ ƛǘǎŜƭŦΦ L Ƨǳǎǘ ǿŀƴǘŜŘ ǘƻ ōŜ ŀǿŀǊŜ ƻŦ ǘƘŜ ŦŀŎŜΦέ11  

 
8 /ƘŀǊƭŜǎ !Φ {ǘŀƛƴōŀŎƪΣ άv ŀƴŘ ! ǿƛǘƘ !ǊƴŀǳŘ aŀƎƎǎΣέ ƛƴ Arnaud Maggs: Identification, ed. Josée Drouin-Brisebois 
όhǘǘŀǿŀΥ bŀǘƛƻƴŀƭ DŀƭƭŜǊȅ ƻŦ /ŀƴŀŘŀΣ нлмнύΣ ммнΦ Lƴ ŀŘŘƛǘƛƻƴ ǘƻ ŦǊƻƴǘŀƭ ŀƴŘ ǇǊƻŦƛƭŜ ǾƛŜǿǎΣ .ŜǊǘƛƭƭƻƴΩǎ ǎȅǎǘŜƳ ƻŦ 
identification led to photographic documentation of body parts such as noses and ears. Interestingly, Maggs was 
also fascinated by ears. While they remain unpublished, he took closeup photographs of many ears over the 
course of his career. 
9 {Ƙŀǿƴ aƛŎƘŜƭƭ {ƳƛǘƘΣ ά¢ƘŜ aǳƎ {ƘƻǘΥ ! .ǊƛŜŦ IƛǎǘƻǊȅΣέ Aperture 230 (Spring 2018): 30ς33.  
10 Comments and reactions to 7 Canadian Photographers at NFB (1977) were recorded by gallery attendants; 
ƘŀƴŘǿǊƛǘǘŜƴ ƴƻǘŜ ōȅ {ǳȊŀƴƴŜ 5ƛŎŀƛǊŜ ƻƴ άbC. tƘƻǘƻ DŀƭƭŜǊȅ 5ŀƛƭȅ wŜǇƻǊǘ ǘƻ aǊǎΦ aƻƴƪέ ƭƻƎ ǎƘŜŜǘΣ aŀǊŎƘ оΣ мфттΣ 
.ƻȄ отΣ άт ΨттΣ 9·-1977-!Φέ 
11 Fisher-¢ŀȅƭƻǊΣ ά!ƴŀǘƻƳȅ ƻŦ ŀ tƻǊǘǊŀƛǘΣέ мн. 
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aŀƎƎǎΩǎ ŀǇǇǊƻŀŎƘ ǘƻ ǇƻǊǘǊŀƛǘǳǊŜ ƭƛƴƪǎ ƘƛƳ ǘƻ ƻǘƘŜǊ ǘǿŜƴǘƛŜǘƘ-century artists. His work is 

often connected to that of the photographer August Sander (1876ς1964), for example, who 

produced an exhaustive series of portraits of German workers in the early twentieth century. 

Maggs included Sander on his list of influences, and he saw his work in August Sander: 

Photographs of an Epoch, 1904ς1959, a travelling exhibition that was mounted at the National 

Gallery of Canada in 1982.12 Writer and curator Philip Monk notes that Maggs shares with 

{ŀƴŘŜǊ άŀ ǘŀȄƻƴƻƳƛŎ ǳǊƎŜ ǘƻ ŎƻƭƭŜŎǘ ŀƴŘ ŎŀǘŜƎƻǊƛȊŜΣ ǳǎƛƴƎ ǘƘŜ ƘǳƳŀƴ ōŜƛƴƎ ŀǎ ǎǳōƧŜŎǘΦέ13 The 

accumulation of photographic portraits produces a visual archive, a purpose that also connects 

Maggs to the work of German conceptual photographers Bernd and Hilla Becher. Bernd Becher 

(1931ς2007) studied painting and typography and Hilla (1934ς2015) photography. Through 

their prolific and systematic images of industrial structures and as prominent teachers in 

Düsseldorf, the Bechers contributed to an understanding of German photography as sober and 

analytical. Their work is frequently characterized as methodical and objective, with archival 

intent. It is often taken up within the context of both documentary traditions, stemming from 

photographers such as Eugène Atget (1857ς1927) and Sander, and conceptualism.14 aŀƎƎǎΩǎ 

 
12 aŀƎƎǎΣ άtŜǊǎƻƴŀƭ WƻǳǊƴŀƭΦέOn October 3, 1982 in another notebook, Maggs logged ǎŜŜƛƴƎ ǘƘŜ άǿƻƴŘŜǊŦǳƭ {ŀƴŘŜǊ 
ŜȄƘƛōƛǘƛƻƴέ ŀƴŘ ŀǘǘŜƴŘƛƴƎ ŀ ƭŜŎǘǳǊŜ ǘƘŀǘ ŀŘŘǊŜǎǎŜŘ {ŀƴŘŜǊΩǎ ǿƻǊƪ that included Rosalind Krauss, Allan Sekula, and 
Ute Eskildsen. !ǊƴŀǳŘ aŀƎƎǎΣ ά[ƻƎ .ƻƻƪ ς !ǊƴŀǳŘ aŀƎƎǎΣέ ǳƴǇŀƎƛƴŀǘŜŘ ƴƻǘŜōƻƻƪΣ мфтп, LAC, Ottawa, R7959-
6403.  
13 tƘƛƭƛǇ aƻƴƪΣ ά[ƛŦŜΩǎ ¢ǊŀŎŜǎΣέ ƛƴ aƻƴƪΣ aŀƎƎǎΣ ŀƴŘ {ǳǘƴƛƪΣ Arnaud Maggs: Works, 1976ς1999 (Toronto: Power 
Plant, 1999), 21. 
14 DƻǊŘƻƴ IǳƎƘŜǎΣ ŦƻǊ ƛƴǎǘŀƴŎŜΣ ŀǎǎŜǊǘǎ ǘƘŀǘ άǘƘŜ .ŜŎƘŜǊǎ ŀǊŜ ƛƴ ŘƛǊŜŎǘ ŘƛŀƭƻƎǳŜ ǿƛǘƘ {ŀƴŘŜǊΣ ƴƻǘ ƻƴƭȅ ǘƘǊƻǳƎƘ ǘƘŜƛǊ 
use of archival structure, but through their attempt to create a compositional system that suppresses the 
individuality of authorial expressivƛǘȅέΤ DƻǊŘƻƴ IǳƎƘŜǎΣ άDŀƳŜ CŀŎŜΥ 5ƻǳƎƭŀǎ IǳŜōƭŜǊ ŀƴŘ ǘƘŜ ±ƻƛŘƛƴƎ ƻŦ 
tƘƻǘƻƎǊŀǇƘƛŎ tƻǊǘǊŀƛǘǳǊŜΣέ Art Journal 66, no. 4 (2007): 63. For an expanded discussion of how the Bechers were 
differently positioned in the European and American contexts (in the United States they were frequently aligned 
ǿƛǘƘ ŎƻƴŎŜǇǘǳŀƭ ŀǊǘύΣ ǎŜŜ {ǘŜŦŀƴ DǊƻƴŜǊǘΣ ά!ƭǘŜǊƴŀǘƛǾŜ tƛŎǘǳǊŜǎΥ /ƻƴŎŜptual Art and the Artistic Emancipation of 
tƘƻǘƻƎǊŀǇƘȅ ƛƴ 9ǳǊƻǇŜΣέ ƛƴ The Last Picture Show: Artists Using Photography, 1960ς1982, ed. Douglas Fogle 
(Minneapolis: Walker Art Center, 2003), 88ς89. 
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grid-based taxonomic portraits relate to the now canonical architectural typologies of the 

Bechers, whose systematic photographs of industrial structures in Germany are also viewed as 

acts of preservation. Tim Griffin suggests that their work highlights a tradition in photography 

that capitalizes on the potential for indifferent documentation and preservation through 

photographs.15 Lƴ нллуΣ aŀƎƎǎ ǇƻƛƎƴŀƴǘƭȅ ǊŜŦƭŜŎǘŜŘ ƻƴ Ƙƛǎ ƻǿƴ ǿƻǊƪ ŀǎ άŜǾƛŘŜƴŎŜ ƻŦ 

ŜȄƛǎǘŜƴŎŜΣέ ƴƻǘƛƴƎ ǘƘŀǘ άƛƴ ŀƭƭ ǘƘƻǎŜ ǇƛŎǘǳǊŜǎ L ǘƻƻƪ ōŜǘǿŜŜƴ мфтс ŀƴŘ мфуоΣ ŀǘ ƭŜŀǎǘ ǘǿŜƴǘȅ 

ǇŜǊŎŜƴǘ ƻŦ ǘƘŜ ǇŜƻǇƭŜ ŀǊŜ ŘŜŀŘ ƴƻǿΦέ16 As a collection of serial images, his artworks are also 

shaped by the medium itself, which I will discuss further in ŎƘŀǇǘŜǊ пΣ ά5ŜǎƛƎƴƛƴƎ 

/ƻƴŎŜǇǘǳŀƭƛǎƳΦέ  

aŀƎƎǎΩǎ ŘƻŎǳƳŜƴǘŀǘƛƻƴ ƻŦ ǇŀǇŜǊ ŜǇƘŜƳŜǊŀ ŜȄǘŜƴŘǎ ǘƘŜ ǇƻǎǎƛōƛƭƛǘƛŜǎ ŦƻǊ ǇƻǊǘǊŀƛǘǳǊŜ ŀǎ 

evidence of existence. Engaging with history, his photographic collections of found material τ 

in works such as Notification xiii (1996) and ¢ǊŀǾŀƛƭ ŘŜǎ ŜƴŦŀƴǘǎ Řŀƴǎ ƭΩƛƴŘǳǎǘǊƛŜΥ [Ŝǎ ŞǘƛǉǳŜǘǘŜǎ 

(1994) τ offer both documentation and space for imaginative projection. In so doing, they 

invite the viewer into the works, extending further still the potential for portraiture. Whether of 

human subjects or paper ephemera, his multiple-image portraits are an extension of his 

interest in collecting and archiving and, as such, his artworks challenge the conventions of 

portraiture. Iƴ ŎƘŀǇǘŜǊ рΣ άCǊƻƳ ǘƘŜ tŀƎŜ ǘƻ ǘƘŜ ²ŀƭƭΣέ L address the ways in which aŀƎƎǎΩǎ 

portraits, whether they capture human subjects or paper ephemera, expand the possibilities for 

portraiture.  

 
15 ¢ƛƳ DǊƛŦŦƛƴΣ άCŀǳƭǘȅ ¢ƻǿŜǊǎΥ ¢ƘŜ [ŜƎŀŎȅ ƻŦ ǘƘŜ LƳǇŀǎǎƛǾŜ 9ȅŜ ƛƴ /ƻƴǘŜƳǇƻǊŀǊȅ DŜǊƳŀƴ tƘƻǘƻƎǊŀǇƘȅΣέ Art on 
Paper (September/October 1998): 50. 
16 vǳƻǘŜŘ ƛƴ .Ŝƴ tƻǊǘƛǎΣ ά9ǾƛŘŜƴŎŜ ƻŦ 9ȄƛǎǘŜƴŎŜΥ ! /ƻƴǾŜǊǎŀǘƛƻƴ ǿƛǘƘ ¢ƻǊƻƴǘƻ-.ŀǎŜŘ tƘƻǘƻƎǊŀǇƘŜǊ !ǊƴŀǳŘ aŀƎƎǎΣέ 
Art on Paper 12, no. 5 (May/June 2008): 66. 



 7 

 

Maggs had a decades-long 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, working in both editorial fashion and 

portraiture. It was in 1973, at the age of forty-seven, that he decided to focus on fine art. 

Significantly, it is this particular moment of change that has become the persistent crux of his 

career narrative; the shift to fine art was often positioned by Maggs as a dramatic and 

transformative reinvention, and this shift is frequently underscored in the literature on his work 

and practice.17 The result is that there has been limited acknowledgment of his early 

commercial work, and only cursory investigation of its impact on the nature and forms of his 

subsequent artistic production. The tendency of scholars to overlook the intersection of art and 

ŘŜǎƛƎƴ ƛƴ aŀƎƎǎΩǎ ŎŀǊŜŜǊ ƘƛƎƘƭƛƎƘǘǎ ŀǊǘ-historical biases that often discount contemporary 

commercial creative production τ a narrow focus that limits, and even undermines, an 

understanding of art.  

Fine art is associated with conceptual and intellectual exploration and self-expression, 

unbound by expectations of utility, whereas the applied arts are typically understood as art 

forms driven by decoration and functionality. There is a lot of overlap between the fine and 

applied arts. Consider sculpture, architecture, and craft, which have each been situated in the 

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

 
17 See, for example, Josée Drouin-.ǊƛǎŜōƻƛǎΣ ά!ǊƴŀǳŘ aŀƎƎǎΥ tƻǊǘǊŀƛǘ ƻŦ ŀ ²ƻǊƪƛƴƎ !ǊǘƛǎǘΣέ ƛƴ Arnaud Maggs: 
Identification όhǘǘŀǿŀΥ bŀǘƛƻƴŀƭ DŀƭƭŜǊȅ ƻŦ /ŀƴŀŘŀΣ нлмнύΣ нтΤ aƻƴƪΣ ά[ƛŦŜΩǎ ¢ǊŀŎŜǎΣέ нлΤ 5ƻƛƴŀ tƻǇŜǎŎǳΣ 
introduction (with Rachel Verbin) to Arnaud Maggs, by Doina Popescu, Maia-Mari Sutnik, and Sophie Hackett 
(DǀǘǘƛƴƎŜƴκ¢ƻǊƻƴǘƻΥ {ǘŜƛŘƭκ{Ŏƻǘƛŀōŀƴƪ tƘƻǘƻƎǊŀǇƘȅ tǊƛȊŜΣ нлмоύΣ нмΤ tƻǊǘƛǎΣ ά9ǾƛŘŜƴŎŜ ƻŦ 9ȄƛǎǘŜƴŎŜΣέ 64; Stainback, 
άv ŀƴŘ !Σέ ммнΦ {ƻƳŜǘƛƳŜǎΣ ŀƭǘƘƻǳƎƘ ƛǘ ƛǎ ŀŎƪƴƻǿƭŜŘƎŜŘΣ ŘƛǎŎǳǎǎƛƻƴ ƻŦ aŀƎƎǎΩǎ ǘǊŀƴǎƛǘƛƻƴ ŦǊƻƳ ŎƻƳƳŜǊŎƛŀƭ ŀǊǘƛǎǘ 
ǘƻ ŦƛƴŜ ŀǊǘƛǎǘ ƛǎ ƭŜǎǎ ŜȄǇƭƛŎƛǘΦ {ŜŜΣ ŦƻǊ ƛƴǎǘŀƴŎŜΣ {ǳǘƴƛƪΣ άtƻǊǘǊŀƛǘǎ ōȅ !ǊƴŀǳŘ aŀƎƎǎΣέ млΦ  
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often sit beneath the umbrella of applied arts are also referred to as design. Take, for example, 

graphic design, fashion, industrial or product design, and interior design. Commercial art, which 

includes design, illustration, and photography, among others, is often connected to advertising, 

and is anchored in business and driven by market aims. Although the terms design and designer 

are used in a range of fields, in the context of this paper on Maggs, I use them interchangeably 

with graphic design and graphic designer. Graphic 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 problem-solving process. It involves aesthetic and technological considerations, as 

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

time constraints. Nevertheless, as scholar and designer Jorge Frascara insists, graphic design 

also relates to social responsibility and the impact of visual communication in the environment 

and on people.18 Graphic design is an interdisciplinary practice where artistic, technological, 

ŀƴŘ ŜǾŜƴ ǇǎȅŎƘƻƭƻƎƛŎŀƭ ŎƻƴŎŜǊƴǎ ƻǾŜǊƭŀǇΦ CǊŀǎŎŀǊŀ ŀǊƎǳŜǎ ǘƘŀǘΣ άǘƘŜ ǇǊŀŎǘƛŎŜ ƻŦ ƎǊŀǇƘƛŎ ŘŜǎƛƎƴ 

ǘǊŀƴǎŎŜƴŘǎ ǘƘŜ ǊŜŀƭƳ ƻŦ ŀŜǎǘƘŜǘƛŎǎΣέ ǿƘƛŎƘΣ ŀǎ ƘŜ ǊŜǾŜŀƭǎΣ ŜƴŀōƭŜǎ ŀƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ŀƴŘ 

critique of graphic design that is not limited simply to style, but instead involves both critical 

and social analysis.19 Such is true of fine art as well, however. And, although both fine art and 

graphic design operate as commodities within the commercial realm, there is a distinction 

ōŜǘǿŜŜƴ ǘƘŜƳΦ !ǎ bƻǊƳŀƴ tƻǘǘŜǊ Ƙŀǎ ƴƻǘŜŘΣ άŀ ŘŜǎƛƎƴŜǊ ǿƻǊƪǎ ǘƘǊƻǳƎƘ ŀƴŘ ŦƻǊ ƻǘƘŜǊ ǇŜƻǇƭŜΣ 

ŀƴŘ ƛǎ ŎƻƴŎŜǊƴŜŘ ǇǊƛƳŀǊƛƭȅ ǿƛǘƘ ǘƘŜƛǊ ǇǊƻōƭŜƳǎ ǊŀǘƘŜǊ ǘƘŀƴ Ƙƛǎ ƻǿƴΦέ20 Although a 

 
18 WƻǊƎŜ CǊŀǎŎŀǊŀΣ άDǊŀǇƘƛŎ 5ŜǎƛƎƴΥ CƛƴŜ !Ǌǘ ƻǊ {ƻŎƛŀƭ {ŎƛŜƴŎŜΚέ ƛƴ Design Studies: Theory and Research in Graphic 
Design, A Reader, ed. Audrey Bennett (New York: Princeton Architectural Press, 2006), 28. 
19 Ibid. 
20 bƻǊƳŀƴ tƻǘǘŜǊΣ άLǎ ŀ 5ŜǎƛƎƴŜǊ ŀƴ !ǊǘƛǎǘΚέ ƛƴ Design and Art, ed. Alex Coles (Cambridge MA and London: The MIT 
Press and Whitechapel Gallery, 2007), 29. Originally published as What is a Designer? (London: Studio Vista/New 
York: Van Nostrand Reinhold, 1969); revised and extended (London: Hyphen Press, 1989/2003). 
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generalization τ and one that neither accounts for the ego-driven autonomy of designers such 

as Paul Rand (1914ς1966), for example, nor the pressure on artists from dealers to produce 

work that sells τ tƻǘǘŜǊΩǎ ŘŜŦƛƴƛǘƛƻƴ highlights that a designer does not maintain explicit 

creative control, which signals some of the tensions between commercial and fine art practices, 

and reveals how the role of the designer is potentially at odds with that of the artist. As Milton 

Glaser (1929ς2020), a key designer at the prominent New York City-based studio Push Pin, 

ŀǎǎŜǊǘǎΣ άŘŜǎƛƎƴŜǊǎ ŀǊŜ ǇƭŀŎŜŘ ǎƻƳŜǿƘŜǊŜ ōŜǘǿŜŜƴ ǘƘŜ ŜǘƘƻǎ ƻŦ ŀǊǘ ŀƴŘ ǘƘŜ ŜǘƘƻǎ ƻŦ ōǳǎƛƴŜǎǎΣ 

ŀƴŘ ǘƘƛǎ ŎŀǳǎŜǎ ŀ ƭƛŦŜǘƛƳŜ ƻŦ ŎƻƴŦƭƛŎǘƛƴƎ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴǎΦέ21 

There is a stubborn blind spot in critical writing about the importance of design in art. 

{ŎƘƻƭŀǊ ŀƴŘ ŎǊƛǘƛŎ !ƭŜȄ /ƻƭŜǎ ŀǎǎŜǊǘǎ ǘƘŀǘ άǘƘŜ ŀǊǘ ǿƻǊƭŘ ƴŀƛǾŜƭȅ ŎƻƴǘƛƴǳŜǎ ǘƻ ǇŜǊŎŜƛǾŜ ŘŜǎƛƎƴ ŀǎ 

ƛƴŦŜǊƛƻǊ ǘƻ ŀǊǘΦέ22 IŜ ŀƭǎƻ Ǉƻǎƛǘǎ ǘƘŀǘ άƴŜƛǘƘŜǊ ŘŜǎƛƎƴ ƴƻǊ ŀǊǘ Ƙŀǎ Χ benefited from the possible 

ƛƴǎƛƎƘǘǎ ǘƘŀǘ ŎƻǳƭŘ ώōŜϐ ƎƭŜŀƴŜŘ ŦǊƻƳ ŀƴ ƻǇŜƴ ŘƛŀƭƻƎǳŜ ōŜǘǿŜŜƴ ǘƘŜƳΦέ23 Design writer Rick 

tƻȅƴƻǊ ŜŎƘƻŜǎ ǘƘŜǎŜ ǎŜƴǘƛƳŜƴǘǎ ƛƴ ŀ ǘŜȄǘ ǘƛǘƭŜŘΣ ά!ǊǘΩǎ [ƛǘǘƭŜ .ǊƻǘƘŜǊέ: άŘŜǎƛƎƴŜǊǎ ƘŀǾŜ ŀƭǿŀȅǎ 

ƘŀŘ ŀƴ ƛƴŦŜǊƛƻǊƛǘȅ ŎƻƳǇƭŜȄ ǿƘŜƴ ƛǘ ŎƻƳŜǎ ǘƻ ǘƘŜƛǊ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ŀǊǘƛǎǘǎ ŀƴŘ ŀǊǘΦέ24 Despite 

ǘƘŜ ǎƘƛŦǘƛƴƎ ǎƛƎƴƛŦƛŎŀƴŎŜ ŀƴŘ ǇǊƻƳƛƴŜƴŎŜ ƻŦ ǘƘŜ ǊƻƭŜ ƻŦ ŘŜǎƛƎƴ ƛƴ ŎǳƭǘǳǊŜΣ tƻȅƴƻǊ ƛƴǎƛǎǘǎ ǘƘŀǘ άƻƭŘ 

ǿŀȅǎ ƻŦ ǘƘƛƴƪƛƴƎ ǇŜǊǎƛǎǘ ŀƴŘ ǘƘŜ ōŀƭŀƴŎŜ ƻŦ ǇƻǿŜǊ ǎŜŜƳǎ ǘƻ ǎǘŀȅ ƳǳŎƘ ǘƘŜ ǎŀƳŜΦέ25 I aim to 

ǊŜŘǊŜǎǎ ǘƘƛǎ ƭŀŎƪ ƻŦ ŘƛŀƭƻƎǳŜ ǘƘǊƻǳƎƘ Ƴȅ ƛƴǾŜǎǘƛƎŀǘƛƻƴ ƻŦ ǘƘŜ ǿŀȅǎ ƛƴ ǿƘƛŎƘ aŀƎƎǎΩǎ early 

creative practices directly informed his artmaking, and also how this persistent tension 

 
21 aƛƭǘƻƴ DƭŀǎŜǊΣ ά5ŜǎƛƎƴ ŀƴŘ !ƳōƛƎǳƛǘȅΣέ ƛƴ Art Is Work (New York: Overlook Press, 2000), 263; originally delivered 
as talk at the 45th Annual Convention of the New York State Art Teachers Association. 
22 !ƭŜȄ /ƻƭŜǎΣ ά5ŜǎƛƎƴŀǊǘΣέ Art Monthly 334 (March 2010): 8.  
23 Ibid.  
24 wƛŎƪ tƻȅƴƻǊΣ ά!ǊǘΩǎ [ƛǘǘƭŜ .ǊƻǘƘŜǊΣέ ƛƴ Design and Art, ed. Alex Coles (Cambridge, MA, and London: MIT Press and 
Whitechapel Gallery, 2007), 94. Originally published in Icon 23 (May 2005). 
25 Ibid. 
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between fine and commercial art practices shaped his career narrative.26 In order to do this, I 

look closely at his biography ǿƛǘƘ ǎǇŜŎƛŦƛŎ ŜƳǇƘŀǎƛǎ ƻƴ aŀƎƎǎΩǎ ǿƻǊƪ ŜȄǇŜǊƛŜƴŎŜ. Examining the 

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 of that work in his artistic development, which helps to disrupt the notions of 

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

monographic focus. Later in this introduction I will expand on the significance of biography 

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

 

On the occasion of an exhibition at the Power Plant in 1999, Philip Monk asserted ǘƘŀǘ άǿŜ 

ǎƘƻǳƭŘ ƴƻǘ ōŜ ǎǳǊǇǊƛǎŜŘ ōȅ ǘƘŜ ŎƻƘŜǊŜƴŎŜ ƻŦ aŀƎƎǎΩǎ ƻŜǳǾǊŜΣέ ōŜŎŀǳǎŜΣ ŀǎ ƘŜ Ǉƻƛƴǘs out, Maggs 

άŘŜŎƛŘŜŘ ǘƻ ōŜ ŀƴ ŀǊǘƛǎǘ ǿƘŜƴ ŀ ƳŀǘǳǊŜ ƳŀƴΦέ27 Although Monk highlights examples of other 

photographers and artists who transitioned from commercial to artistic practices, including 

Irving Penn (1917ς2009), Richard Avedon (1923ς2004), and Andy Warhol (1928ς1987), his text 

τ as the majority do τ Ƴŀƛƴǘŀƛƴǎ ŀƴ ŜƳǇƘŀǎƛǎ ƻƴ aŀƎƎǎΩǎ ŀǊǘ ŎŀǊŜŜǊΦ 28 My project, however, 

ƭƻƻƪǎ ŎƭƻǎŜƭȅ ŀǘ ǘƘŜ ƛƴǘŜǊǎŜŎǘƛƻƴǎ ƻŦ ŘŜǎƛƎƴ ŀƴŘ ŀǊǘ ƛƴ aŀƎƎǎΩǎ ŎŀǊŜŜǊ ǘǊŀƧŜŎǘƻǊȅ ŀƴŘ ǇǊŀŎǘƛŎŜ ƛƴ 

order to more thoroughly illuminate how commercial work elicited the coherent body of work 

he produced as an artist. 

 
26 CƻǊ ƳŜΣ άŎŀǊŜŜǊ ƴŀǊǊŀǘƛǾŜέ ǊŜŦŜǊǎ ǘƻ Ƙƻǿ ŀƴ ŀǊǘƛǎǘΩǎ ŎŀǊŜŜǊ ŀƴŘ ŀǊǘƛǎǘƛŎ development have been conceptualized 
and written about in texts, both scholarly and general, by scholars, curators, critics, and even the artist him- or 
herself. 
27 aƻƴƪΣ ά[ƛŦŜΩǎ ¢ǊŀŎŜǎΣέ нлΦ 
28 Ibid. 
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Curators such as Monk have contributed the bulk of writing on Maggs in the context of 

specific exhibitions. The 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. !ǎ ƴƻǘŜŘΣ aƻƴƪΣ ŦƻǊ ƛƴǎǘŀƴŎŜΣ ǎǳƎƎŜǎǘǎ ǘƘŀǘ aŀƎƎǎΩǎ 

desire to collect and categorize people parallels the work of Sander, and Sutnik connects 

aŀƎƎǎΩǎ ƎǊƛŘ-based photographic work with the architectural typologies of the Bechers. Both 

Monk and Sutnik also link aŀƎƎǎΩǎ ǘŀȄƻƴƻƳƛŎŀƭ ŀǇǇǊƻŀŎƘ ǘƻ ǎǘǊǳŎǘǳǊŜ with the frequently grid-

based, informational presentation that is characteristic of conceptual art. Curator Catherine 

Bédard makes these same connections to German typological and conceptual traditions, but 

ǎƘŜ ŀǎǎŜǊǘǎ ǘƘŀǘ άǘȅǇƻƭƻƎȅ ŀŎŎƻǊŘƛƴƎ ǘƻ aŀƎƎǎ ƛǎ ŀ ƎǊŀǇƘƛŎ ŜȄŜǊŎƛǎŜ ƛƴǾŜǎǘŜŘ ǿƛǘƘ ǎǳōƧŜŎǘƛǾƛǘȅΦ 

This explains its framing within a grid, whose minimalism is woven through with an eminently 

human and sensuous content, yet shown with all the appearance of documentary 

ƻōƧŜŎǘƛǾƛǘȅΦέ29 .ŞŘŀǊŘ ƳŀƪŜǎ ŀƴ ƛƳǇƻǊǘŀƴǘ ƻōǎŜǊǾŀǘƛƻƴ ŀōƻǳǘ ǘƘŜ ƛƴǘŜǊǇƭŀȅ ƛƴ aŀƎƎǎΩǎ ǿƻǊƪΦ In 

my mŀǎǘŜǊΩǎ ǘƘŜǎƛǎΣ L ǇƻƛƴǘŜŘ ǘƻ 5ƻƛƴŀ tƻǇŜǎŎǳΩǎ ŀǎǎŜǊǘƛƻƴ ǘƘŀǘ aŀƎƎǎΩǎ ǇǊŀŎǘƛŎŜ άōǳƛƭŘώǎϐ 

bridges between modernism and conceptual art, while using photography to create dialogues 

ōŜǘǿŜŜƴ ƳŜƳƻǊƛŜǎΣ ŀǊŎƘƛǾŜǎΣ ƻōƧŜŎǘǎ ŀƴŘ ǇŜƻǇƭŜΦέ30 I asserted then ǘƘŀǘ ƘŜǊ ŘŜǎŎǊƛǇǘƛƻƴ ƛǎ άŀ 

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

 
29 /ŀǘƘŜǊƛƴŜ .ŞŘŀǊŘΣ ά!ǊƴŀǳŘ aŀƎƎǎΣ CǊƻƴǘ ŀƴŘ .ŀŎƪΣέ ƛƴ Arnaud Maggs: Notes capitales, by Arnaud Maggs and 
wǳǎǎŜƭƭ YŜȊƛŜǊŜ όtŀǊƛǎΥ {ŜǊǾƛŎŜǎ ŎǳƭǘǳǊŜƭƭŜǎ ŘŜ ƭΩŀƳōŀǎǎŀŘŜ Řǳ /ŀƴŀŘŀΣ нлллύΣ нтΦ 
30 Doina Popescu, introduction to Arnaud Maggs, by Popescu, Sutnik, and Hackett, ннΣ ǉǳƻǘŜŘ ƛƴ !ƴƴŜ /ƛōƻƭŀΣ άhƭŘ 
Works/New Works: When Contemporary Photographic Artworks Held by Canadian Public Institutions Change after 
!ŎŎŜǎǎƛƻƴέ όƳŀǎǘŜǊΩǎ ǘƘŜǎƛǎΣ wȅŜǊǎƻƴ ¦ƴƛǾŜǊǎƛǘȅΣ нлмпύΣ муΦ tƻǇŜǎŎǳ ǊŜŦŜǊǎ ǘƻ ŀ ǇŀǎǎŀƎŜ ƛƴ ŀƴ Ŝǎǎŀȅ ōȅ ŎǳǊŀǘƻǊ aŀƛŀ-
MŀǊƛ {ǳǘƴƛƪΥ άaŀƎƎǎΩǎ ŀǊǘ ƛǎ ŜƳōŜŘŘŜŘ ƛƴ ǘƘŜ ƳƻŘŜǊƴƛǎǘ ǘǊŀŘƛǘƛƻƴ ƻŦ ŦƻǊƳŀƭƛǎƳ ǘƘŀǘ ǎǘƛƭƭ ƛƴǾƻƭǾŜǎ ǇƛŎǘƻǊƛŀƭ ǇǊƻōƭŜƳ 
ǎƻƭǾƛƴƎΣ ŀƴ ƛǎǎǳŜ ǘƘŀǘ ƛǎ ǊƛŎƘƭȅ ǊŜǎƻƭǾŜŘ ƛƴ Ƙƛǎ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇƻǊǘǊŀƛǘ ǿƻǊƪΦ IƻǿŜǾŜǊΣ aŀƎƎǎΩǎ ŀǊǘƛǎǘƛŎ ōǳƛƭŘƛƴƎ ōƭƻŎƪǎ 
have programmatically ŜǾƻƭǾŜŘ ŀƴŘ ǘŀƪŜƴ ƻƴ ŀ ŘƛŦŦŜǊŜƴǘ ŎƻƴŎŜǇǘǳŀƭ ǾƻŎŀōǳƭŀǊȅέΤ  {ǳǘƴƛƪΣ άtƻǊǘǊŀƛǘǎ ōȅ !ǊƴŀǳŘ 
aŀƎƎǎΣέ мтΦ 
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addresses the quality of interplay in his practice: between modernism and conceptualism, 

ǎǳōƧŜŎǘ ŀƴŘ ǎǘǊǳŎǘǳǊŜΣ ŀƴŘ ǎǳōƧŜŎǘƛǾƛǘȅ ŀƴŘ ƻōƧŜŎǘƛǾƛǘȅΦέ31 It is a point that I believe warrants 

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. 

¢ƘǊƻǳƎƘƻǳǘ aŀƎƎǎΩǎ ŀǊǘƛǎǘƛŎ ŎŀǊŜŜǊΣ Ƙƛǎ ŎƻƴŎŜǇǘǳŀƭ ŦǊŀƳŜǿƻǊƪǎ ǿŜǊŜ ǎƘŀǇŜŘ ōȅ 

historical and art historical references. In the most recent exhibition catalogue, produced to 

ŎƻƛƴŎƛŘŜ ǿƛǘƘ aŀƎƎǎΩǎ ǊŜŎŜƛǇǘ ƻŦ ǘƘŜ {Ŏƻǘƛŀōŀƴƪ tƘƻǘƻƎǊŀǇƘȅ !ǿŀǊŘΣ ŎǳǊŀǘƻǊ {ƻǇƘƛŜ Iŀckett 

explores the complex and layered historical references and influences related to his After Nadar 

series (2012) in particular. The work comprises a series of self-portraits of Maggs dressed in 

costume as Pierrot, which, as the title suggests, were done after a series of nineteenth-century 

portraits by Nadar (Gaspard-Félix Tournachon) (1820ς1910) and Adrien Tournachon (1825ς

1903) ƻŦ /ƘŀǊƭŜǎ 5ŜōǳǊŀǳ ŀǎ tƛŜǊǊƻǘΦ !ǎ IŀŎƪŜǘǘ ŀǎǎŜǊǘǎΣ άAfter Nadar is a celebration of the 

ŀǊǘƛǎǘΩǎ ŀōƛƭƛǘȅ ǘƻ ƛƴǘŜǊǇǊŜǘ ŀƴŘ ǊŜƛƴǘŜǊǇǊŜǘΣ ǘƻ ǘŀƪŜ ŀǊǘƛǎǘƛŎ ƭƛŎŜƴǎŜΦέ32 The explicit connections 

Maggs makes to the history of photography are particularly poignant, as it was the last series 

completed before his death.  

The exhibition catalogue prepared to accompany Identification (May 4ςSeptember 16, 

нлмнύ ŀǘ ǘƘŜ bŀǘƛƻƴŀƭ DŀƭƭŜǊȅ ƻŦ /ŀƴŀŘŀ ǇǊƻǾƛŘŜǎ ǘƘŜ Ƴƻǎǘ ŜȄƘŀǳǎǘƛǾŜ ƻǾŜǊǾƛŜǿ ƻŦ aŀƎƎǎΩǎ 

career and output. In addition to reproductions of a significant number of works by the artist, it 

includes a text by Josée Drouin-Brisebois, an interview with Maggs conducted by Charles 

 
31 /ƛōƻƭŀΣ άhƭŘ ²ƻǊƪǎκbŜǿ ²ƻǊƪǎΣέ муΦ 
32 {ƻǇƘƛŜ IŀŎƪŜǘǘΣ ά!ǊƴŀǳŘ aŀƎƎǎ ¢ŀƪŜǎ ŀ ¢ǳǊƴ ŀǎ tƛŜǊǊƻǘΣέ ƛƴ tƻǇŜǎŎǳΣ {ǳǘƴƛƪΣ ŀƴŘ IŀŎƪŜǘǘΣ Arnaud Maggs, 116. 
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Stainback, and a chronology prepared by Rihannon Vogl. Although the emphasis certainly 

ǊŜƳŀƛƴǎ ƻƴ aŀƎƎǎΩǎ ŀǊǘƛǎǘƛŎ ƻǳǘǇǳǘΣ {ǘŀƛƴōŀŎƪΩǎ ƛƴǘŜǊǾƛŜǿ ŀŘŘǊŜǎǎŜǎ Ƙƛǎ ŜŀǊƭȅ ŎŀǊŜŜǊΣ ǇǊƻǾƛŘƛƴƎ 

ǾŀƭǳŀōƭŜ ƛƴǎƛƎƘǘ ƛƴǘƻ aŀƎƎǎΩǎ ƴŜǘǿƻǊƪ ƻŦ ŎƻƴǘŀŎǘǎ ŀƴŘ ƛƴŦƭǳŜƴŎŜǎΦ !ŘŘƛǘƛƻƴŀƭƭȅΣ ±ƻƎƭΩǎ 

chronology in Identification ƻŦŦŜǊǎ ŀ ǘƛƳŜƭƛƴŜ ƻŦ aŀƎƎǎΩǎ ƭƛŦŜ ŀƴŘ ŎŀǊŜŜǊǎΣ ƛƴŎƭǳŘƛƴƎ ƪŜȅ ŘŜǘŀƛƭǎ ƻŦ 

when and where he worked as a designer.33  

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 working and of seeing 

photographically, as an artist. !ƳƻƴƎ ǘƘŜ ŜȄŎŜǇǘƛƻƴǎ ƛǎ ŎǳǊŀǘƻǊ LƴƎǊƛŘ WŜƴƪƴŜǊΩǎ ŀƴŀƭȅǎƛǎ ƛƴ her 

essay that accompanied Arnaud Maggs: Numberworks, an exhibition mounted at the 

Macdonald Stewart Art Centre in Guelph in 1989. The work Maggs created during this period 

moved away from the serial portraits he was previously making to focus on numbers and 

letterforms. Highlighting the consistent ongoing emphasis on repetition and classification in his 

ǇǊŀŎǘƛŎŜΣ WŜƴƪƴŜǊ Ǉƻǎƛǘƛƻƴǎ aŀƎƎǎΩǎ ƴǳƳōŜǊǿƻǊƪǎ ŀǎ ŜȄǘŜƴǎƛƻƴǎ ƻŦ ōƻǘƘ Ƙƛǎ ƎǊŀǇƘƛŎ ŘŜǎƛƎƴ 

experience and his photographic portraits.34 Outside of the curatorial context, ƛƴ ά!ǊƴŀǳŘ 

aŀƎƎǎΥ .ŀŎƪ ǘƻ LƴƪΣέ ŀǊǘƛǎǘ ŀƴŘ ŘŜǎƛƎƴŜǊ wƻōŜǊǘ ¢ƻƳōǎ ƳŀƪŜǎ ŎƻƴƴŜŎǘƛƻƴǎ ōŜǘǿŜŜƴ aŀƎƎǎΩǎ 

early careers and his artistic expression. Offering a chronological overview of his varied careers 

ŀƴŘ Ǉƻƛƴǘǎ ƻŦ ǘǊŀƴǎƛǘƛƻƴΣ ¢ƻƳōǎ ŘǊŀǿǎ ŀǘǘŜƴǘƛƻƴ ǘƻ ǎƻƳŜ ƪŜȅ ŀƭƛƎƴƳŜƴǘǎ ōŜǘǿŜŜƴ aŀƎƎǎΩǎ 

ŘŜǎƛƎƴ ŎŀǊŜŜǊ ŀƴŘ ŦƛƴŜ ŀǊǘ ŀǇǇǊƻŀŎƘŜǎ ƛƴ ǇŀǊǘƛŎǳƭŀǊΦ ά[ƻƻƪƛƴƎ ōŀŎƪ ŀǘ ǘƘŜ ŜŀǊƭȅ ƎǊŀǇƘƛŎ ƳŀǊƪǎ 

ŦǊƻƳ ǘƘŜ ŀǇǇǊƻȄƛƳŀǘŜ ΨƴƻǿΩ ƻŦ ǘƘƛǎ ŀǊǘƛŎƭŜΣέ ¢ƻƳōǎ ŘŜŎƭŀǊŜd ƛƴ нллуΣ άƻƴŜ Ŏŀƴ ŎƭŜŀǊƭȅ ǎŜŜ ǘƘŜ 

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

 
33 It is worth noting that the chronology in Identification has an autobiographical quality, suggesting the need for 
more exhaustive research. 
34 Ingrid Jenkner, Arnaud Maggs Numberworks (Guelph, ON: Macdonald Stewart Art Centre, 1989), 7ς12. 
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lettering, typography or illustration τ that led finally, and surprisingly, to his current more 

ŎŜǊŜōǊŀƭ ǎŜǊƛŀƭ ǇƘƻǘƻƎǊŀǇƘƛŎ ǿƻǊƪΦέ35 Similarly, interviews conducted by Michael Mitchell and 

Robert Enright for Canadian Art (2010) and Border Crossings (2012) respectively help to signal 

the importance of design to Maggs as an artist.36  

Absent almost entirely from the literature on Maggs, though, are a close examination 

and discussion of the technologies and processes involved in his design career, and of the 

overlapping and productive period of experimentation between his commercial photography 

career and his move to fine art. This is unsurprising given the lack of material more broadly on 

Canadian graphic design history. While designers, scholars, and critics have been expanding the 

literature on graphic design in the United States and Britain, its Canadian history is 

underrepresented. In 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 outlined in a 1985 text 

that grappled with what a history of design should look like, ά5ŜǎƛƎƴ ǿŀǎ ŘƛŦŦŜǊŜƴǘΥ ǇŀǊǘ ƻŦ 

ordinary life and to be used (not put in museums), and it needed to be studied not as a series of 

ƛǎƻƭŀǘŜŘ ƻōƧŜŎǘǎ ōǳǘ ŀǎ ŀƴ ŀŎǘƛǾƛǘȅΣ ƛƴ ƛǘǎ ǿƘƻƭŜ ǎƻŎƛŀƭ ŀƴŘ ƳŀǘŜǊƛŀƭ ŎƻƴǘŜȄǘΦέ37 It was in 1983 that 

tƘƛƭƛǇ .Φ aŜƎƎǎΩǎ A History of Graphic Design was first published. That textbook (now called 

aŜƎƎǎΩ IƛǎǘƻǊȅ ƻŦ DǊŀǇƘƛŎ 5ŜǎƛƎƴ) has been revised and republished several times over; it 

offered the first comprehensive overview of the history of design that extended beyond the 

nineteenth and twentieth centuries. Kinross, along with others, has consistently pointed to the 

 
35 wƻōŜǊǘ ¢ƻƳōǎΣ ά!ǊƴŀǳŘ aŀƎƎǎΥ .ŀŎƪ ǘƻ LƴƪΣέ 5ŜǾƛƭΩǎ !Ǌǘƛǎŀƴ 65 (Fall/Winter 2009): 84. 
36 aƛŎƘŀŜƭ aƛǘŎƘŜƭƭΣ ά!ōǊŀŎŀŘŀōǊŀΣέ Canadian Art 27, no. 3 (2010): 140ςппΤ wƻōŜǊǘ 9ƴǊƛƎƘǘΣ ά5ŜǎƛƎƴǎ ƻƴ [ƛŦŜΥ !ƴ 
LƴǘŜǊǾƛŜǿ ǿƛǘƘ !ǊƴŀǳŘ aŀƎƎǎΣέ Border Crossings 31, no. 2 (June/August 2012), 40ς57. 
37 wƻōƛƴ YƛƴǊƻǎǎΣ ά5ŜǎƛƎƴ IƛǎǘƻǊȅΩǎ {ŜŀǊŎƘ ŦƻǊ LŘŜƴǘƛǘȅΣέ ƛƴ Graphic Design: History in the Writing, 1983ς2011, ed. 
{ŀǊŀ 5Ŝ .ƻƴŘǘ ŀƴŘ /ŀǘƘŜǊƛƴŜ ŘŜ {ƳŜǘ ό[ƻƴŘƻƴΥ hŎŎŀǎƛƻƴŀƭ tŀǇŜǊǎΣ нлмпύΣ мтΦ YƛƴǊƻǎǎΩǎ ǘŜȄǘ ǿŀǎ ŦƛǊǎǘ ǇǳōƭƛǎƘŜŘ ƛƴ 
Designers by the Society of Illustrators, Artists, and Designers, 1985. 
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need for more writing about design. In particular he has favoured the notion of design criticism 

over design history, insisting that what was absent from the field was scrutiny.38  

A number of authors and publishers have risen to the challenge. aŜƎƎǎΩ IƛǎǘƻǊȅ ƻŦ 

Graphic Design has since been followed by a significant number of textbooks, monographs, and 

edited volumes on design historyΣ Ƴŀƴȅ ƻŦ ǿƘƛŎƘ ǎŜŜƪ ǘƻ Ŧƛƭƭ ƎŀǇǎ ƛƴ aŜƎƎǎΩǎ ǇǳōƭƛŎŀǘƛƻƴΦ39 Take, 

for example, Susan Doyle, Jaleen Grove, and Whitney Sherman, whose History of Illustration 

(2019) brings together a range of contributors who examine the global history of illustration 

specifically, including its sociocultural relevance and impact and its overlaps with graphic 

design. Or, 5ŀǾƛŘ WǳǊȅΣ ǿƘƻ Ǉǳǘǎ ǘƘŜ ŦƻŎǳǎ ƻƴ ǘƘŜ άƧƻōōƛƴƎέ ǇǊƛƴǘŜǊΩǎ ǊƻƭŜ ƛƴ ǎƘŀǇƛƴƎ ŘŜǎƛƎƴ 

history in Graphic Design Before Graphic Designers: The Printer as Designer and Craftsman, 

1700ς1914 (2006). Consider also Briar Levit, who in Baseline Shift: Untold Stories of Women in 

Graphic Design History (2021) redresses the dearth of material on woman designers in the 

accepted canon of design history. Additionally, a number of publications offer more focused 

views of particular periods in design history. Mid-century Modern Graphic Design (2012) by 

Theo Inglis, for instance, is a richly illustrated overview of American design production in the 

mid-twentieth century specifically. Maggs gets the briefest of mentions in a caption where 

LƴƎƭƛǎ ƻǳǘƭƛƴŜǎ aƻƴƻƎǊŀƳ !Ǌǘ {ǘǳŘƛƻǎΩ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ /ƻƭǳƳōƛŀ wŜŎƻǊŘǎ ƛƴ ǘƘŜ мфрлǎΥ  

New York-based Monogram Art Studios had a contract to design record sleeves for 
Columbia during the early Fifties. They also created sales-promotion 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, 

 
38 Ibid., 19. 
39 Some select examples: Johanna Drucker and Emily McVarish, Graphic Design History: A Critical Guide (Boston: 
Pearson, 2013); Stephen Eskilson, Graphic Design: A New History (New Haven, CT: Yale University Press, 2019); 
Steven Heller, ed., Teaching Graphic Design History (New York: Allworth Press, 2019); Richard Hollis, Graphic 
Design in the Twentieth Century: A Concise History (New York: Thames & Hudson, 2021). 
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Rudolph de Harak, Art Seiden, Arnaud Maggs, George Lois and Erle Yahn.40 
 

L ǿƛƭƭ ŀŘŘǊŜǎǎ ǘƘƛǎ ǇŜǊƛƻŘ ƻŦ aŀƎƎǎΩǎ ŎŀǊŜŜǊ ƛƴ ŘŜǘŀƛƭ ƛƴ ŎƘŀǇǘŜǊ мΣ άGraphic Design and 

LƭƭǳǎǘǊŀǘƛƻƴΦέ  

The past thirty years have also seen an increase in publications addressing design theory 

and criticism. In the realm of theory, for example, !ǳŘǊŜȅ .ŜƴƴŜǘǘΩǎ Design Studies: Theory and 

Research in Graphic Design: A Reader όнллсύ ŀƴŘ IŜƭŜƴ !ǊƳǎǘǊƻƴƎΩǎ Graphic Design Theory: 

Readings from the Field (2009) are volumes of essays that explore the fundamentals of graphic 

design theory. Insisting on graphic design as a research-oriented practice, Bennett asserts that 

άDesign Studies affirms that graphic designers are producers of interdisciplinary knowledge and 

ƴƻǘ Ƨǳǎǘ Ǿƛǎǳŀƭ ǘǊŀƴǎƭŀǘƻǊǎ ƻŦ ŀ ŎƭƛŜƴǘΩǎ ƪƴƻǿƭŜŘƎŜέ41 τ a useful reminder in the context of this 

project, which seeks to examine aŀƎƎǎΩǎ ƛƴǘŜǊŎƻƴƴŜŎǘŜŘ ǇǊŀŎǘƛŎŜǎΦ !ƭƭǿƻǊǘƘ tǊŜǎǎΩǎ Looking 

Closer series, comprising five edited volumes of critical writing on graphic design, the first of 

which was published in 1994 and the last in 2006, expands design criticism. With a largely 

Western focus τ the United States and Britain in particular τ ǘƘŜ ǾƻƭǳƳŜǎ ŀƛƳ άǘƻ ǇǊŜǎŜƴǘ ǘƘŜ 

Ƴƻǎǘ ǇǊƻǾƻŎŀǘƛǾŜ ŀƴŘ ŎƻƳǇŜƭƭƛƴƎ ǾƻƛŎŜǎ ƛƴ ŘŜǎƛƎƴ ŎǊƛǘƛŎƛǎƳΦέ42 Nevertheless, more than thirty 

years after Kinross called for critical scrutiny and a written history of design, the editors of 

Graphic Design in the Writing, ǇǳōƭƛǎƘŜŘ ƛƴ нлмп ŎƻƳǇƭŜǘŜ ǿƛǘƘ ŀ ǊŜǇǳōƭƛŎŀǘƛƻƴ ƻŦ YƛƴǊƻǎǎΩǎ 

 
40 Theo Inglis, Mid-century Modern Graphic Design (London: Batsford, 2019), 92. 
41 Audrey Bennett, introduction to Design Studies: Theory and Research in Graphic Design: A Reader (New York: 
Princeton Architectural Press, 2006), 21. 
42 Michael Bierut, William Drenttel, and Steven Heller, eds., foreword to Looking Closer 5: Critical Writings on 
Graphic Design (New York: Allworth Press, 2006), vii. See also similar compilations, such as Design Culture: An 
Anthology of Writing from the AIGA Journal of Graphic Design (New 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 Lupton, and Rick Poynor, for 
example, appear repeatedly in collected volumes as editors and writers. 
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earlier essay, still identify the ƴŜŜŘ ŦƻǊ ŀ ǿǊƛǘǘŜƴ ǊŜŎƻǊŘΦ άCƛƴŀƭƭȅΣ ŀ ǿƻǊŘ ŀōƻǳǘ ǿƻǊŘǎΥ ŎŀƭƭƛƴƎ 

ǘƘƛǎ ōƻƻƪ ŀ ΨǊŜŀŘŜǊΣΩέ ǘƘŜȅ ŎƻƴǘŜƴŘΣ άǿŀǎ ŦƻǊ ǳǎ ŀ ǿŀȅ ǘƻ ǳƴŘŜǊǎŎƻǊŜ ǘƘŜ ǘƘŜƻǊŜǘƛŎŀƭ ŀƴŘ 

discursive potential of graphic design, and to argue that its history needs not only to be 

exhibited ŀƴŘ ƛƭƭǳǎǘǊŀǘŜŘΣ ōǳǘ ŀƭǎƻ ǇǊƻŘǳŎŜŘ ŀƴŘ ŘŜōŀǘŜŘ Ψƛƴ ǘƘŜ ǿǊƛǘƛƴƎΦΩέ43 Despite the growth 

of the literature of design history since the 1980s in Britain and the United States, the written 

record remains young and ripe for expansion.  

By comparison, Canadian design history literature remains even more cursory and 

underdeveloped. As design historian Brian Donnelly points out ƛƴ ά[ƻŎŀǘƛƴƎ DǊŀǇƘƛŎ 5ŜǎƛƎƴ 

History in Canada,έ  

 
the relative lack of design studies in Canada Χ design institutions here never established 
ōǊƻŀŘƭȅ ƛŘŜƻƭƻƎƛŎŀƭ ŎƭŀƛƳǎ ǊŜƎŀǊŘƛƴƎ ǘƘƛǎ ŎƻǳƴǘǊȅΩǎ ǳƴƛǉǳŜ ƻǊ ƴŀǘƛƻƴŀƭ ŘŜǎƛƎƴ ŎǳƭǘǳǊŜΣ ŀǎ 
was so often the case elsewhere and in other fields (such as literature or art). Canada, in 
other words, has never merited a chapter in Meggs.44 

 

/ŀƴŀŘŀΩǎ ƎǊŀǇƘƛŎ ŘŜǎƛƎƴ ƘƛǎǘƻǊȅ Ƙŀǎ ōŜŜƴ ǇǳōƭƛǎƘŜŘ largely in journals, magazines, and masterΩs 

theses and doctoral dissertations. Donnelly, for example, explores the mid-century period in 

/ŀƴŀŘƛŀƴ ƎǊŀǇƘƛŎ ŘŜǎƛƎƴ ƛƴ άaŀǎǎ aƻŘŜǊƴƛǎƳΥ DǊŀǇƘƛŎ 5ŜǎƛƎƴ ƛƴ /ŜƴǘǊŀƭ Canada, 1955ς1965, 

and the Changing Definition of Modernism,έ wherein he asserts that, άŘŜǎǇƛǘŜ ƛǘǎ ǇǊŜǎŜƴŎŜ ŀǎ ŀ 

major industry in Canada, and its well-established status as a field of study at universities Χ 

ƎǊŀǇƘƛŎ ŘŜǎƛƎƴ ƛƴ /ŀƴŀŘŀ Ƙŀǎ ƴƻǘ ōŜŜƴ ŎƻƳǇǊŜƘŜƴǎƛǾŜƭȅ ƻǊ ŜǾŜƴ ŎǊƛǘƛŎŀƭƭȅ ǎǘǳŘƛŜŘΦέ45 In a two-

 
43 Sara De Bondt and Catherine de Smet, eds., Graphic Design: History in the Writing, 1983ς2011 (London: 
Occasional Papers, 2014), 5. 
44 .Ǌƛŀƴ 5ƻƴƴŜƭƭȅΣ ά[ƻŎŀǘƛƴƎ DǊŀǇƘƛŎ 5ŜǎƛƎƴ IƛǎǘƻǊȅ ƛƴ /ŀƴŀŘŀΣέ Journal of Design History 19, no. 4 (Winter 2006): 
285. 
45 .Ǌƛŀƴ 5ƻƴƴŜƭƭȅΣ άaŀǎǎ aƻŘŜǊƴƛǎƳΥ DǊŀǇƘƛŎ 5ŜǎƛƎƴ ƛƴ /ŜƴǘǊŀƭ /ŀƴŀŘŀΣ мфррς1965, and the Changing Definition of 
aƻŘŜǊƴƛǎƳέ όƳŀǎǘŜǊΩǎ ǘƘŜǎƛǎΣ /ŀǊƭŜǘƻƴ ¦ƴƛǾŜǊǎƛǘȅΣ мффтύΣ мΦ 
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part overview of design history in Canada published in Applied Arts magazine, Will Novosedlik 

outlines dual influences on Canadian modern graphic design in particular. He emphasizes that 

its development ǿŀǎ ŀƴŎƘƻǊŜŘ ƛƴƛǘƛŀƭƭȅ ƛƴ ǘƘŜ ǿƛŘŜǎǇǊŜŀŘ ƛƴŦƭǳŜƴŎŜ ƻŦ ²ƛƭƭƛŀƳ aƻǊǊƛǎΩǎ !Ǌǘǎ ŀƴŘ 

Crafts movement, which he says dominated approaches to Canadian design for four decades.46 

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 teachings for designers in the 1940s and beyond: ά/ƻƴǘǊŀǊȅ ǘƻ ǘƘŜ 

Morrisean ideal 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 

ŘŜǇǊŜǎǎƛƻƴ ŀƴŘ ǿŀǊΦέ47 His overview addresses these influences and motivations and offers 

select examples of design work by practitioners who include Carl Dair (1912ς1967) τ whose 

work I will address later in relation to Maggs τ Theo Dimson (1930ς2012), Allan Fleming 

(1929ς1977), Burton Kramer (b. 1932), and Jim Donoahue (1934ς2022)Φ bƻǾƻǎŜŘƭƛƪΩǎ ƻǾŜǊǾƛŜǿ 

is brief and, as a result, he mentions only a few key players.  

Despite a strong reputation in the industry, as I will demonstrate in chapter 1, Maggs is 

absent from bƻǾƻǎŜŘƭƛƪΩǎ overview, as is the case in the recent documentary film Design 

Canada (2019), directed by Greg Durrell, which also traces /ŀƴŀŘŀΩǎ ŘŜǎƛƎƴ ƘƛǎǘƻǊȅ ƛƴ ǘƘe 

modernist period. Using archival footage and a series of interviews with prominent Canadian 

designers who worked in the mid-century period, DurrellΩǎ film underscores the significance of 

design in shaping Canadian identity. Acknowledging the limited space and time afforded by the 

 
46 ²ƛƭƭ bƻǾƻǎŜŘƭƛƪΣ άhǳǊ aƻŘŜǊƴƛǎǘ IŜǊƛǘŀƎŜΣέ ǇǘΦ мΣ Applied Arts 11, no. 1 (March/April 1996): 31. 
47 Ibid., 32. 
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ŦƛƭƳ ŦƻǊƳŀǘΣ 5ǳǊǊŜƭƭ ŜȄǇƭŀƛƴǎΥ ά¦ƴŦƻǊǘǳƴŀǘŜƭȅ ώaŀƎƎǎϐ ǿƛƭƭ ƴƻǘ ōŜ ƛƴ ǘƘŜ ŦƛƭƳΦ LǘΩǎ Ŧǳƴƴȅ Ƙƻǿ Ŧŀǎǘ 

75 minutes go, it will allow us to focus on the flag, CN, CBC, Expo67 and only 1ς2 more major 

ǘƻǇƛŎǎΦέ48 A scarcity of literature on Canadian graphic design creates a challenge when framing 

the work of Maggs, as well as that of others who have been excluded from the already limited 

material that is availableΦ /ŀƴŀŘŀΩǎ ƎǊŀǇƘƛŎ ŘŜǎƛƎƴ ƘƛǎǘƻǊȅΣ ǘƘŜƴΣ ǊŜƳŀƛƴǎ ƭŜǎǎ ŀŎŎŜǎǎƛōƭŜ ǘƻ ǘƘƻǎŜ 

outside the field, including art historians and curators. Maggs cannot be easily slotted into the 

existing framework for understanding graphic design production in this country and beyond, 

ǿƘƛŎƘ ƘŜƭǇǎ ǘƻ ŜȄǇƭŀƛƴ ƛƴ ǇŀǊǘ ǘƘŜ ǳƴŘŜǊŜȄǇƭƻǊŜŘ ŎƻƴƴŜŎǘƛƻƴǎ ōŜǘǿŜŜƴ aŀƎƎǎΩǎ ŜŀǊƭȅ careers in 

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 defined the literature on American artist Edward Ruscha (b. 1937) until recently. Ruscha, 

who is considered a canonical conceptual artist, is often invoked in discussions about the 

άŘŜŀŘǇŀƴέ ƻǊ άŀƳŀǘŜǳǊέ ŀǇǇǊƻŀŎƘ ǘƻ ŎƻƴŎŜǇǘǳŀƭ ŀǊǘ ǇƘƻǘƻƎǊŀǇƘȅΦ49 ά5ŜǎǇƛǘŜ ƛǘǎ ŘŜǇŜƴŘŜƴŎŜ 

on photography, conceptual art exhibits little photographic self-ŎƻƴǎŎƛƻǳǎƴŜǎǎΣέ bŀƴŎȅ CƻƻǘŜ 

ǿǊƛǘŜǎ ƛƴ ά¢ƘŜ !ƴǘƛ-Photographers,έ άǎŜǘǘƛƴƎ ƛǘǎŜƭŦ ŀǇŀǊǘ ŦǊƻƳ ǎƻ-called serious photography by 

a snapshot-like amateurism and nonchalance that would raise the hackles of any earnest 

ǇǊƻŦŜǎǎƛƻƴŀƭΦέ50 This άanti-photographyέ 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. 
49 {ŜŜ ŦƻǊ ƛƴǎǘŀƴŎŜΣ WŜŦŦ ²ŀƭƭΣ άaŀǊƪǎ ƻŦ LƴŘƛŦŦŜǊŜƴŎŜΥ !ǎǇŜŎǘǎ ƻŦ tƘƻǘƻƎǊŀǇƘȅ ƛƴΣ ƻǊ ŀǎΣ /ƻƴŎŜǇǘǳŀƭ !ǊǘΣέ ƛƴ 
Reconsidering the Object of Art, 1965ς1975, ed. Ann Goldstein and Anne Rorimer (Los Angeles: Museum of 
Contemporary Art, 1995), 247ς67; also published in The Last Picture Show: Artists Using Photography, 1960ς1982, 
ed. Douglas Fogle (Minneapolis: Walker Art Center, 2003), 32ς44. 
50 bŀƴŎȅ CƻƻǘŜΣ ά¢ƘŜ !ƴǘƛ-tƘƻǘƻƎǊŀǇƘŜǊǎΣέ ƛƴ CƻƎƭŜΣ The Last Picture Show, 27; first published in Artforum 15 
(September 1976): 46ς54. Emphasis in the original. 
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supported by claims made by Ruscha ƘƛƳǎŜƭŦΦ άtƘƻǘƻƎǊŀǇƘȅΩǎ Ƨǳǎǘ ŀ ǇƭŀȅƎǊƻǳƴŘ ŦƻǊ ƳŜΣέ ƘŜ ǘƻƭŘ 

A.D. Coleman in 1972. άLΩƳ ƴƻǘ ŀ ǇƘƻǘƻƎǊŀǇƘŜǊ ŀǘ ŀƭƭΦέ51 But curator Margit Rowell asserts that 

despite the many statements he has made that minimize the importance of photography in and 

ǘƻ Ƙƛǎ ǿƻǊƪΣ άǘƘŜ ǇƘƻǘƻƎǊŀǇƘŜǊΩǎ Ψǿŀȅ ƻŦ ǘƘƛƴƪƛƴƎ ŀƴŘ ǎŜŜƛƴƎΩ ƛǎ ŦǳƴŘŀƳŜƴǘŀƭ ǘƻ ǘƘŜ Ǿƛǎǳŀƭ 

ŦƻǊƳǳƭŀǘƛƻƴ ƻŦ wǳǎŎƘŀΩǎ ƛŘŜŀǎ.έ52 In 1960 he took on a number of design-related roles, including 

painting For Sale signs, doing layout work for an advertising agency, and personalizing ceramic 

gifts for Sunset House, and in 1965 he began doing layouts for Artforum magazine, where he 

worked for a few years as a graphic designer, using the name άEddie Russia.έ53 It was in 1962, 

while he was still working as a designer, that Ruscha began creating Twentysix Gasoline 

Stations, which was published the following year. This was the first of several photobooks, 

including Every Building on the Sunset Strip (1966), that he would design and produce over the 

following decade.  

!ƭǘƘƻǳƎƘ wǳǎŎƘŀΩǎ ŘŜǎƛƎƴ ōŀŎƪƎǊƻǳƴŘ Ƙŀǎ ƴƻǘ ōŜŜƴ ƛƎƴƻǊŜŘΣ ŀƴŘ ƛƴ ǊŜŎŜƴǘ ȅŜŀǊǎ ǘƘŜ 

connections between art and design in his work have been explored in more detail, the 

literature on his work, as with Maggs, tends to emphasize his art career. Nevertheless, over the 

Ǉŀǎǘ ŎƻǳǇƭŜ ƻŦ ŘŜŎŀŘŜǎΣ ŜȄƘƛōƛǘƛƻƴǎ ƘŀǾŜ ŜȄŀƳƛƴŜŘ wǳǎŎƘŀΩǎ ŎƻƴƴŜŎǘƛƻƴǎ with design, including 

Cotton Puffs, Q-tips, Smoke and Mirrors: The Drawings of Ed Ruscha, which was mounted at the 

 
51 !Φ5Φ /ƻƭŜƳŀƴΣ άLΩƳ bƻǘ wŜŀƭƭȅ ŀ tƘƻǘƻƎǊŀǇƘŜǊΣέ ƛƴ CƻƎƭŜΣ The Last Picture Show, 22; originally published in the 
New York Times, September 10, 1972. 
52 aŀǊƎƛǘ wƻǿŜƭƭΣ ά/ƻǘǘƻƴ tǳŦŦǎΣ v-tƛǇǎΣ {ƳƻƪŜ ŀƴŘ aƛǊǊƻǊǎΥ ¢ƘŜ 5ǊŀǿƛƴƎǎ ƻŦ 9Ř wǳǎŎƘŀΣέ ƛƴ Cotton Puffs, Q-tips, 
Smoke and Mirrors: The Drawings of Ed Ruscha (New York/Göttingen: Whitney Museum of American Art/Harry N. 
Abrams/Steidl, 2004), 11. 
53 aƛŎƘŀŜƭ 5ƻƻƭŜȅΣ ά9Ř ²ƻǊŘǎΥ wǳǎŎƘŀ ƛƴ tǊƛƴǘΣέ Print 48, no. 5 (September/October 1994): 32ς42, 
https://link.gale.com/apps/doc/A16464948/AONE?u=anon~d901ab04&sid=googleScholar&xid=ea18e401.  

https://link.gale.com/apps/doc/A16464948/AONE?u=anon~d901ab04&sid=googleScholar&xid=ea18e401
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Whitney Museum of American Art in 2004.54 Similarly, an exhibition titled, Ed Ruscha: Standard 

(2012ς13), at the Los Angeles County Museum of Art, highlighted his connection to graphic 

design, cinema, and urban history. Most recently, Ed Ruscha / Now Then, a major retrospective 

ƳƻǳƴǘŜŘ ōȅ ǘƘŜ aǳǎŜǳƳ ƻŦ aƻŘŜǊƴ !Ǌǘ ƛƴ bŜǿ ¸ƻǊƪ ƛƴ нлноΣ ŀŘŘǊŜǎǎŜǎ wǳǎŎƘŀΩǎ ŎǊƻǎǎ-

disciplinary approach to artmaking.55  

Cornelia Butler stresses the collision of various categories, methodologies, and 

investigations τ including graphic design τ in his early work. And, as with wƻǿŜƭƭΩǎ ŀǎǎŜǊǘƛƻƴ 

ǘƘŀǘ wǳǎŎƘŀΩǎ ǇƘƻǘƻƎǊŀǇƘȅ ǎƘŀǇŜŘ Ƙƛǎ ǿŀȅ ƻŦ ǎŜŜƛƴƎ ŀƴŘ ǘƘƛƴƪƛƴƎΣ .ǳǘƭŜǊ ǎǳƎƎŜǎǘǎ ǘƘŜ ǎŀƳŜ ƻŦ 

ǘƘŜǎŜ άŘƛŀƭŜŎǘƛŎŀƭ ƛƴǾŜǎǘƛƎŀǘƛƻƴǎΦέ56 {ƘŜ ǉǳƻǘŜǎ ǘƘŜ ŀǊǘƛǎǘ ŀǎ ǎŀȅƛƴƎ άL ǎǘŀǊǘŜŘ ƭƻƻƪƛƴƎ ŀǘ ƛŘŜŀǎ ŀǎ 

ǘƘƻǳƎƘ ǘƘŜȅ ǿŜǊŜ ǎǘŀƛƴǎΣέ ǿƘƛŎƘ ǎƘŜ ŎƻƴƴŜŎǘǎ ǘƻ ǘƘƛǎ ƘȅōǊƛŘ ōƭŜƴŘƛƴƎ ƻŦ ŀǇǇǊƻŀŎƘŜǎ ƛƴ Ƙƛǎ ŜŀǊƭȅ 

career.57 Reinforcing further still ǘƘŜ ƛƴŦƭǳŜƴŎŜ ƻŦ wǳǎŎƘŀΩǎ ǇǊƻŘǳŎǘƛƻƴ ǿƻǊƪ ƻƴ Ƙƛǎ ōƻŘȅ ƻŦ art is 

WŜƴƴƛŦŜǊ vǳƛŎƪΩǎ ά.ŀŎƪ ǘƻ ǘƘŜ 5ǊŀǿƛƴƎ .ƻŀǊŘΥ 9Ř wǳǎŎƘŀ мфрсςсуΣέ ǿƘƛŎƘ maintains that his 

commercial art practice was fundamental to shaping both the material and conceptual 

frameworks for his artwork. Her dissertation takes an in-depth look at the design procedures 

associated with the commercial art drawing board and how those and other commercial art 

techniques ƛƴŦƻǊƳŜŘ wǳǎŎƘŀΩǎ ǇǊŀŎǘƛŎŜΦ He άŦǊŜǉǳŜƴǘƭȅ ŘŜǇƭƻȅŜŘ ǇǊƻŎŜŘǳǊŜǎ ŜȄŜŎǳǘŜŘ ƻƴ ǘƘŜ 

drawing board, including layout, projection drawing, and type design, as well as commercial art 

techniques of replication, scaling, and paste-ǳǇ ƭŀȅƻǳǘΣέ vǳƛŎƪ ŜȄǇƭŀƛƴǎ. And she insists that he 

άǳǎŜŘ ŀƴŘ ǊŜƛƴǾŜƴǘŜŘ ǘƘŜǎŜ ŎƻƳƳŜǊŎƛŀƭ ŀǊǘǎ ƳŜǘƘƻŘǎ ǘƻ ǎǘŀƪŜ ƻǳǘ Ƙƛǎ ǇƭŀŎŜ ƛƴ ǘƘŜ ǿƻǊƭŘ ƻŦ 

 
54 Margit Rowell, ed., Cotton Puffs, Q-tips, Smoke and Mirrors: The Drawings of Ed Ruscha (New York/Göttingen: 
Whitney Museum of American Art/Harry N. Abrams/Steidl, 2004). 
55 Christophe Cherix, Ana Török, and Kiko Aebi, Ed Ruscha / Now Then: A Retrospective (New York: Museum of 
Modern Art, 2023). 
56 /ƻǊƴŜƭƛŀ .ǳǘƭŜǊΣ άLƴŦƻǊƳŀǘƛƻƴ aŀƴΣέ ƛƴ wƻǿŜƭƭΣ Cotton Puffs, 28. 
57 Ibid. 
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ǇƻǎǘǿŀǊ ŀǊǘΦέ58 Ellen Lupton and Jennifer Tobias likewise explore the design processes that 

ǎƘŀǇŜŘ wǳǎŎƘŀΩǎ ǿƻǊƪ ƛƴ άtǊƻŘǳŎǘƛƻƴΥ 9ŘŘƛŜ wǳǎǎƛŀΣέ their contribution to the Ed Ruscha / Now 

Then catalogue. Situating his work in relation to design history and practice, Lupton and Tobias 

ŀŎƪƴƻǿƭŜŘƎŜ ƴƻǘ ƻƴƭȅ ǘƘŀǘ άǇǊƻŘǳŎǘƛƻƴ ōȅ 9ŘŘƛŜ wǳǎǎƛŀ ǎǳōǎƛŘƛȊŜŘ ǘƘŜ ŀǊǘ ƻŦ 9Ř-werd Rew-

ǎƘŀȅΣέ ōǳǘ ŀƭǎƻ ǘƘŜȅ ƛƴǎƛǎǘ ǘƘŀǘ ŘŜǎƛƎƴ ǇǊŀŎǘƛŎŜ ǿŀǎ ǎƛƎƴƛŦƛŎŀƴǘ ǘƻ Ƙƛǎ ŀǊǘƛǎǘƛŎ ŘŜǾŜƭƻǇƳŜƴǘΦ59 

¢ƘŜǎŜ ŀƴŀƭȅǎŜǎ ƻŦ wǳǎŎƘŀΩǎ ǿƻǊƪ τ particularly vǳƛŎƪΩǎ τ challenge commonly held 

ideas about deskilling and amateurism as intimately linked to conceptual practice. wǳǎŎƘŀΩǎ 

ǇǊŀŎǘƛŎŜ ƘŜƭǇǎ ǘƻ ǎƛǘǳŀǘŜ aŀƎƎǎΩǎ ǿƻǊƪ ŀƴŘ ŀǇǇǊƻŀŎƘ, as it offers contextual detail about the 

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

modes frequently operate within the conventions of graphic design, including, for example, an 

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

ǇǳōƭƛǎƘƛƴƎ ǎǘǊŀǘŜƎƛŜǎ ǎǳŎƘ ŀǎ ǘƘŜ ōƻƻƪ ŦƻǊƳŀǘΣ ŀǎ ŦƻǳƴŘ ƛƴ wǳǎŎƘŀΩǎ ǇǊŀŎǘƛŎŜ. In some extreme 

examples of conceptual art, the concept is expressed only as design. Consider, for instance, 

wƻōŜǊǘ .ŀǊǊȅΩǎ Closed Gallery (1969), comprising three invitations to gallery shows in 

Amsterdam, Turin, and Los Angeles, for which an exhibition announcement was designed and 

printed that stated simply: άDuring the exhibition the gallery will be closed.έ Closed Gallery 

ƻŦŦŜǊǎ ŀ ǎǳŎŎƛƴŎǘ ŜȄŀƳǇƭŜ ƻŦ ŘŜǎƛƎƴΩǎ ǎƛƎƴƛŦƛŎŀƴŎŜ ǘƻ ŎƻƴŎŜǇǘǳŀƭ ŀǊǘΦ New exhibitions and 

scholarship are contributing to a re-examination of canonical understandings and 

interpretations of conceptual art and its origins, but attention to the significance of design in 

 
58 WŜƴƴƛŦŜǊ 9ƛƭŜŜƴ vǳƛŎƪΣ ά.ŀŎƪ ǘƻ ǘƘŜ 5ǊŀǿƛƴƎ .ƻŀǊŘΥ 9Ř wǳǎŎƘŀ мфрсςсуέ όtƘ5 ŘƛǎǎΦΣ IŀǊǾŀǊŘ ¦ƴƛǾŜǊǎƛǘȅΣ нлмрύΣ оΦ 
59 9ƭƭŜƴ [ǳǇǘƻƴ ŀƴŘ WŜƴƴƛŦŜǊ ¢ƻōƛŀǎΣ άtǊƻŘǳŎǘƛƻƴΥ 9ŘŘƛŜ wǳǎǎƛŀΣέ ƛƴ Cherix, Török, and Aebi, Ed Ruscha / Now Then, 
226.  
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this context remains scarce.60 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 their respective careers as artists. Likewise, investigating the disciplinary 

ƛƴǘŜǊǎŜŎǘƛƻƴǎ ƛƴ aŀƎƎǎΩǎ ŎŀǊŜŜǊ ǘǊŀƧŜŎǘƻǊȅ ŀƴŘ ƻǳǘǇǳǘ ǊŜǾŜŀƭǎ ǘƘŀǘ ŘŜǎƛƎƴ ƛǎ not only a critical 

component of conceptual art production, but also a significant factor ƛƴ aŀƎƎǎΩǎ ƻǿƴ ŀǊǘƛǎǘƛŎ 

exploration and development.  

 

Maggs was known for his disciplined, rigorous approach to image making, and his visual and 

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

Frequently positioned within the context of conceptual art, his works reveal a synthesis of 

strategies from each stage of his career. His explorations of the grid, portraiture, and collecting 

informed his key thematic investigations, which included systems and classification, time, 

memory, and death. Maggs himself said ǘƘŀǘ άŜǾŜǊȅǘƘƛƴƎ L ƘŀŘ ŘƻƴŜ ŀǎ ŀ ŘŜǎƛƎƴŜǊ L Ǉǳǘ ƛƴǘƻ ǘƘŜ 

ǇƘƻǘƻƎǊŀǇƘǎ ǊƛƎƘǘ ŀǿŀȅΣέ61 which in many ways, given the minimal material related directly to 

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

 
60 See Alexander Alberro and Sabeth Buchmann, eds., Art after Conceptual Art (Cambridge, MA: Generali 
Foundation/MIT Press, 2006); Grant Arnold and Karen Henry, eds., Traffic: Conceptual Art in Canada, 1965ς1980 
(Vancouver: Douglas & McIntyre, 2012); Luis Camnitzer, Jane Farver, and Rachel Weiss, Global Conceptualism: 
Points of Origin, 1950sς1980s (New York: Queens Museum of Art, 1999); Heather Diack, Documents of Doubt: The 
Photographic Conditions of Conceptual Art (Minneapolis: University of Minnesota Press, 2020); Fogle, The Last 
Picture Show; 5ŀǾƛŘ WƻǎŜƭƛǘΣ ά/ƻƴŎŜǇǘǳŀƭ !Ǌǘ нΦлΣέ ƛƴ Contemporary Art 1989 to the Present, ed. Alexander 
Dumbadze (Newark: John Wiley & Sons, 2013), 159ς68; Eve Meltzer, Systems We Have Loved: Conceptual Art, 
Affect, and the Antihumanist Turn (Chicago: University of Chicago Press, 2013); Catherine Morris and Vincent 
Bonin, eds., Materializing Six Years: Lucy R. Lippard and the Emergence of Conceptual Art (Cambridge, MA: MIT 
Press, 2012); Michael Newman and Jon Bird, eds., Rewriting Conceptual Art (London: Reaktion Books, 1999); 
Matthew S. Witkovsky, ed., Light Years: Conceptual Art and the Photograph, 1964ς1977 (New Haven, CT: Yale 
University Press, 2011). 
61 9ƴǊƛƎƘǘΣ ά5ŜǎƛƎƴǎ ƻƴ [ƛŦŜΣέ псΦ  
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practice offered to his photography. Photographer Paul Orenstein was young and just starting 

out in the field when he assisted Maggs in the 1970s. Orenstein insists that, ƛƴ ƻǊŘŜǊ άǘƻ 

understand him, I think you need to understand the graphic designer and the commercial 

ǇƘƻǘƻƎǊŀǇƘŜǊ ŀǘ ƭŜŀǎǘ Ŝǉǳŀƭƭȅ ǘƻ ǘƘŜ ŦƛƴŜ ŀǊǘ ǇƘƻǘƻƎǊŀǇƘŜǊΦέ62  

The intersection of disciplines in aŀƎƎǎΩǎ practice is key to his artistic explorations; as 

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 and by reinforcing his standing as a significant contributor to 

design and commercial photography in Canada. MoreovŜǊΣ aŀƎƎǎΩǎ ƳǳƭǘƛŦŀŎŜǘŜŘ ŎŀǊŜŜǊ Ǉƻƛƴǘǎ 

to the impact that commercial practice had on shaping his artistic explorations, and, by 

extension, his practice underscores the significancŜ ƻŦ ǘƘŜ ŀǇǇƭƛŜŘ ŀǊǘǎ ǘƻ /ŀƴŀŘŀΩǎ ŀǊǘ ƘƛǎǘƻǊȅΦ 

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

to frame the narrative about Maggs. Acknowledging the interconnections between his early 

creative practice and the development of his formal and conceptual strategies as an artist also 

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 intersections in aŀƎƎǎΩǎ 

practice offers examples of how the conceptual art syntax τ often viewed as systematic, 

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

content. 

 

 
62 Paul Orenstein, discussion with author, August 9, 2017. 
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Lƴ ƻǊŘŜǊ ǘƻ ǇǊƻǾƛŘŜ ǘƘƛǎ ƴŜǿ ƭŜƴǎ ƻƴ aŀƎƎǎΩǎ ǿƻǊƪ ŀƴŘ ǇǊƻŎŜǎǎŜǎΣ L ƴŜŜŘŜŘ ǘƻ ǿƻǊƪ ŦǊƻƳ ǘƘŜ 

archive, using both existing materials found in various repositories and interview transcripts 

that I created. My project has involved archival research in several locations. The 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 photographic documentation and other related 

materials. These have ōŜŜƴ ƘŜƭǇŦǳƭ ƛƴ ǎƘŀǇƛƴƎ ŀ ǾƛŜǿ ƻŦ aŀƎƎǎΩǎ ŀǊǘƛǎǘƛŎ ǇǊƻŘǳŎǘƛƻƴ ŀǎ ǿŜƭƭ ŀǎ 

his activities in navigating the arts funding and gallery worlds. Curatorial records at the National 

Gallery of Canada, including correspondence, images, planning notes, and articles and reviews, 

ƘŀǾŜ ŦǳǊǘƘŜǊ ƛƭƭǳƳƛƴŀǘŜŘ aŀƎƎǎΩǎ ŀǊǘƛǎǘƛŎ ǇǊŀŎǘƛŎŜ ŀƴŘ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ ŎǳǊŀǘƻrs and 

institutions. Library and Archives Canada (LAC) holds fonds ǊŜƭŀǘŜŘ ōƻǘƘ ǘƻ aŀƎƎǎΩǎ 

photographic production and his design career; this material forms a significant part of the 

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

and illustration work in print, but also examples of process work that demonstrate how he 

created the images, modified them, and prepared them for publication. This research was 

further supported by holdings in fonds connected to those who knew Maggs. For example, the 

Marjorie Harris fonds, held by McMaster University, includes fashion spreads from aŀŎƭŜŀƴΩǎ 

magazine as well as notes related to her work. The aŀŎƭŜŀƴΩǎ digital archive likewise offered 

invaluable visual examples connected to my research; moreover, the tables of contents and 

mastheads during the time when Maggs was contributing to the magazine were equally 

illuminating, corroborating or clarifying dates and providing insight into the range of writers, 

editors, designers, and art directors he worked with. Similarly, the Advertising & Design Club of 
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Canada (ADCC; previously the !Ǌǘ 5ƛǊŜŎǘƻǊǎΩ /ƭǳō ƻŦ ¢ƻǊƻƴǘƻύ Ƴŀƛƴǘŀƛƴǎ ŀƴ ƻƴƭƛƴŜ ŀǊŎƘƛǾŜ ƻŦ 

past award ǿƛƴƴŜǊǎΣ ǿƘƛŎƘ ƘŜƭǇŜŘ ǘƻ ŎƭŀǊƛŦȅ ŘŀǘŜǎ ŀƴŘ ŜȄǇŀƴŘ ŀƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ aŀƎƎǎΩǎ 

collaborators while he was working in design and commercial photography. The ADCC digital 

archive also provided valuable information about the accolades Maggs received for his work 

and further insight into his years of overlapping practice. 

A historical approach τ one that emphasizes the significance of materiality τ frames 

my project. Acknowledging materiality asserts a view of artworks or designs as objects. The 

materials used in the making of an object, the modes of display and dissemination, and the 

processes and technologies involved at each of those stages are significant to understanding 

the purposes, reception, and interpretation of the object. The materiality of art and design 

objects has particular relevance to my considerations of tƘŜ ǇǊƻŎŜǎǎŜǎ ǳǎŜŘ ƛƴ aŀƎƎǎΩǎ ŘŜǎƛƎƴ 

and commercial photography work, and the way in which this work relates to ways of seeing in 

his subsequent artistic career. Scholars Elizabeth Edwards and Janice Hart, whose edited 

volume Photographs Objects Histories: On the Materiality of Images ŀŘŘǊŜǎǎŜǎ ǘƘŜ άƻōƧŜŎǘƴŜǎǎέ 

of photographs, have influenced my methodological position here. Their own stance has been 

ǎƘŀǇŜŘ ƛƴ ǇŀǊǘ ōȅ ŀ άƳŀǘŜǊƛŀƭ ǘǳǊƴέ ƛƴ ŀƴǘƘǊƻǇƻƭƻƎȅ ŀƴŘ ŎǳƭǘǳǊŀƭ ǎǘǳŘƛŜǎΣ ŀǎ ǿŜƭƭ ŀǎ ōȅ ǿƘŀǘ ǘƘŜȅ 

ǘŜǊƳ ŀ άǎƻŎƛŀƭ ǘǳǊƴέ ƛƴ ŀǊǘ ƘƛǎǘƻǊȅΦ63 ¢ƘŜȅ ŀǎǎŜǊǘ ǘƘŀǘ άǇƘƻǘƻƎǊŀǇƘǎ ƘŀǾŜ ƛƴŜȄǘǊƛŎŀōƭȅ ƭƛƴƪŜŘ 

ƳŜŀƴƛƴƎǎ ŀǎ ƛƳŀƎŜǎ ŀƴŘ ƳŜŀƴƛƴƎǎ ŀǎ ƻōƧŜŎǘǎέ ŀƴŘ ƛƴǎƛǎǘ ƻƴ άǘƘŜ ŎŜƴǘǊŀƭƛǘȅ ƻŦ ƳŀǘŜǊƛŀƭƛǘȅ ŀǎ ŀ 

ŦƻǊƳŀǘƛǾŜ ŜƭŜƳŜƴǘ ƛƴ ǘƘŜ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǇƘƻǘƻƎǊŀǇƘǎ ŀǎ ǎƻŎƛŀƭ ƛƳŀƎŜǎΦέ64 Edwards and Hart 

 
63 Elizabeth Edwards and Janice Hart eds., Photographs Objects Histories: On the Materiality of Images (New York: 
Routledge, 2004), 3. 
64 Ibid., 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 Ian 
Hodder, whose writing on material culture has contributed to the rise of object-focused studies; Introduction to 



 27 

point to Roland Barthes, who famously argued in his discussion of the image and the referent 

ǘƘŀǘ άǘƘŜ ǇƘƻǘƻƎǊŀǇƘ ōŜƭƻƴƎǎ ǘƻ ǘƘŀǘ Ŏƭŀǎǎ ƻŦ ƭŀƳƛƴŀǘŜŘ ƻōƧŜŎǘǎ ǿƘƻǎŜ ǘǿƻ ƭŜŀǾŜǎ Ŏŀƴƴƻǘ ōŜ 

separated without destroying them both: the windowpane and the landscape.έ65 Likewise, they 

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 example).66 Both the plasticity of the image 

and the presentational form of the artwork are significant considerations in the development of 

aŀƎƎǎΩǎ ǿŀȅǎ ƻŦ ǿƻǊƪƛƴƎ ŀƴŘ ǎŜŜƛƴƎΦ  

As I have pointed out elsewhere, curator Geoffrey N. Swinney calls for recognition of the 

museum register τ ǘƘŜ άŘƻŎǳƳŜƴǘǎ ŀƴŘ ǘŜȄǘǳŀƭ ǇǊŀŎǘƛŎŜǎ ǘƘŀǘ ŎƻƴǎǘǊǳŎǘ ŎƻƭƭŜŎǘƛƻƴǎ ŀƴŘ ǘƘŀǘ 

ǊŜŎƻǊŘ ǘƘŜ ŎŀǊŜŜǊ ǘǊŀƧŜŎǘƻǊƛŜǎΣ ƻǊ ōƛƻƎǊŀǇƘƛŜǎΣ ƻŦ ƻōƧŜŎǘǎέ τ as both a working tool and a 

museum object.67 {ǿƛƴƴŜȅΩǎ ƭŀƴƎǳŀƎŜ ƛƳǇƭƛŎƛǘƭȅ ŀŎƪƴƻǿƭŜŘƎŜǎ ǘƘŜ ƴŀǊǊŀǘƛǾŜ ŦǳƴŎǘƛƻƴ ƻŦ ǘƘŜ 

ƳǳǎŜǳƳΦ ¢ŜȄǘǳŀƭ ƳŀǘŜǊƛŀƭΣ ƛƴŎƭǳŘƛƴƎ aŀƎƎǎΩǎ ƴƻǘŜōƻƻƪǎ (also in the fonds at LAC), is 

particularly significant to my analysis. Textual records related to the National Film BoardΩǎ {ǘƛƭƭ 

Photography Division and the Canadian Museum of Contemporary Photography (CMCP) τ now 

held by the National Gallery of Canada τ for example, which include correspondence and 

exhibition notes, were important to my research; this material provides contextual detail about 

 
The Thing about Museums: Objects and Experience, Representation and Contestation, ed. Sandra Dudley, Amy Jane 
Barnes, Jennifer Binnie, Julia Petrov, and Jennifer Walklate (New York: Routledge, 2012), 1ς8. 
65 Roland Barthes, Camera Lucida: Reflections on Photography, trans. Richard Howard (New York: Hill and Wang, 
1981), 6. See also Edwards and Hart, The Thing about Museums, 2; although they do not quote Barthes directly, 
they do cite Barthes and this analogy. 
66 Edwards and Hart, The Thing about Museums, 3. 
67 DŜƻŦŦǊŜȅ bΦ {ǿƛƴƴŜȅΣ ά²Ƙŀǘ 5ƻ ²Ŝ Yƴƻǿ ŀōƻǳǘ ²Ƙŀǘ ²Ŝ YƴƻǿΚ ¢ƘŜ aǳǎŜǳƳ ΨwŜƎƛǎǘŜǊΩ ŀǎ aǳǎŜǳƳ hōƧŜŎǘΣέ ƛƴ 
Dudley et al., The Thing about MuseumsΣ омΦ {ŜŜ ŀƭǎƻ /ƛōƻƭŀΣ άhƭŘ ²ƻǊƪǎκbŜǿ ²ƻǊƪǎΣέ ммΦ 
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aŀƎƎǎΩǎ ƛƴǎǘƛǘǳǘƛƻƴŀƭ ǊŜƭŀǘƛƻƴǎƘƛǇǎΣ ŀǎ ǿŜƭƭ ŀǎ ŀ ǇƛŎǘǳǊŜ ƻŦ ƛƴǎǘƛǘǳǘƛƻƴŀƭ ŘŜŀƭƛƴƎǎ ǿƛǘƘ 

photographers more broadly at the time when Maggs was working.  

ά!ƴ ŀǳǘƘƻǊΩǎ ƴŀƳŜΣέ aƛŎƘŜƭ CƻǳŎŀǳƭǘ ŀǊƎǳŜǎΣ άƛǎ ƴƻǘ ǎƛƳǇƭȅ ŀƴ ŜƭŜƳŜƴǘ ƛƴ ŀ ŘƛǎŎƻǳǊǎŜ Χ 

it performs a certain role with regard to narrative discourse, assuring a classificatory 

ŦǳƴŎǘƛƻƴΦέ68 aƻǊŜƻǾŜǊΣ ƘŜ ƛƴǎƛǎǘǎ ǘƘŀǘ άǘƘŜ ŀǳǘƘƻǊ ƛǎ ŀƴ ƛŘŜƻƭƻƎƛŎŀƭ ǇǊƻŘǳŎǘΦέ69 CƻǳŎŀǳƭǘΩǎ 

emphasis on the author as construction has been instrumental in centrally positioning 

ǉǳŜǎǘƛƻƴǎ ƻŦ ŀǳǘƘƻǊǎƘƛǇ ƛƴ ŀǊǘ ƘƛǎǘƻǊƛŎŀƭ ǎŎƘƻƭŀǊǎƘƛǇΦ {ǿƛƴƴŜȅΩǎ ƛƴǎƛǎǘŜƴŎŜ ƻƴ ǘƘŜ ƴŀǊǊŀǘƛǾŜ 

capacity of the museum register and his call to view the register as a museum object, for 

ŜȄŀƳǇƭŜΣ ŘŜƳƻƴǎǘǊŀǘŜ ŀƴ ŜȄǘŜƴǎƛƻƴ ƻŦ CƻǳŎŀǳƭǘΩǎ ŀǊƎǳƳŜƴǘΦ CƻǳŎŀǳƭǘΩǎ insistence on the author 

as construct provides an important initial framework by which to address the transitions in 

aŀƎƎǎΩǎ ŎŀǊŜŜǊ, from designer to commercial photographer to artist τ or, perhaps, Artist τ 

and the way they have been positioned in the literature. The body of writings about a given 

artist or artwork is likewise a valuable object of study in the examination of narrative function 

and the construction ƻŦ ǘƘŜ ŀǊǘƛǎǘΦ !ǎ L ƘŀǾŜ ǎǳƎƎŜǎǘŜŘΣ aŀƎƎǎΩǎ ǊŜƛƴǾŜƴǘƛƻƴ ŀǎ ŀƴ ŀǊǘƛǎǘ ƛǎ ƻŦǘŜƴ 

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 photographer. As such, my 

ŘƛǎǎŜǊǘŀǘƛƻƴ ŎƻƴǎƛŘŜǊǎ ǘƘŜ ƭƛǘŜǊŀǘǳǊŜ ƻƴ aŀƎƎǎΩǎ ǇǊŀŎǘƛŎŜ ŀǎ ŀ ǎƛƎƴƛŦƛŎŀƴǘ ǇŀǊǘ ƻŦ ǘƘŜ ōƻŘȅ ƻŦ 

work on which I will focus.  

 
68 aƛŎƘŜƭ CƻǳŎŀǳƭǘΣ ά²Ƙŀǘ Lǎ ŀƴ !ǳǘƘƻǊΚέ ǘǊŀƴǎΦ WƻǎǳŞ ±Φ IŀǊŀǊƛΣ ƛƴ Aesthetics, Method, and Epistemology, ed. 
James D. Faubion (New York: New Press, 1998), 210. 
69 Ibid., 221. 



 29 

Scholar Kevin Moore, whose dissertation and subsequent book focused on the shaping 

or framing of photographer Jacques-Henri Lartigue (1894ς1986) as an artist, also underscores 

authorship as a construction. Moore asserts:  

[ŀǊǘƛƎǳŜ ƛǎ ŀ ōƛŦǳǊŎŀǘŜŘ ŦƛƎǳǊŜ ƛƴ ǘƘŜ ƘƛǎǘƻǊȅ ƻŦ ǇƘƻǘƻƎǊŀǇƘȅΦ Χ On the one hand, a 
photographer whose Χ ƛƳŀƎŜǊȅ ǿŀǎ ŎǊŜŀǘŜŘ ƻǳǘǎƛŘŜ ŀǊǘ ǇƘƻǘƻƎǊŀǇƘȅ ŎǳǊǊŜƴǘǎΧ ƻƴ ǘƘŜ 
ƻǘƘŜǊΧ ŀ άǇǊŜŎǳǊǎƻǊέ ǘƻ ƳƻŘŜǊƴ ǇƘƻǘƻƎǊŀǇƘȅΣ ŀ ŦƛƎǳǊŜ ƪƛŘƴŀǇǇŜŘ ŦǊƻƳ ƻƴŜ ŜǊŀ ŀƴŘ 
smuggled into another for the purpose of bolstering the idea of a distinct photographic 
tradition for art photography in America.70 
 

Iƛǎ ǎǘǳŘȅΣ ǿƘƛŎƘ ŜȄŀƳƛƴŜǎ ǘƘŜ ƘƛǎǘƻǊƛŎŀƭ ŎƻƴǘŜȄǘ ǊŜƭŀǘŜŘ ǘƻ ōƻǘƘ ǘƘŜ ƳŀƪƛƴƎ ƻŦ [ŀǊǘƛƎǳŜΩǎ ƛƳŀƎŜǎ 

and the shaping of Lartigue as an artist, highlights the significant impact John Szarkowski had in 

developing the canon of modern photography, during his tenure as curator and director of 

photography at the Museum of Modern Art (MoMA) in New York.71 Moore acknowledges other 

precedents for this kind of study, which, as he asserts, are necessitated by a tendency in the 

ƘƛǎǘƻǊȅ ƻŦ ǇƘƻǘƻƎǊŀǇƘȅ ǘƻ άŘƛǎŎƻǾŜǊ ώŀƴŘ ŀǎǎƛƳƛƭŀǘŜϐ Ψƭƻǎǘ ƳŀǎǘŜǊǎΦΩέ72 He points ǘƻ wƛŎƪ 5ƛƴƎǳǎΩǎ 

ǎǘǳŘȅ ƻŦ ¢ƛƳƻǘƘȅ hΩ{ǳƭƭƛǾŀƴ (1840ς1882), who, like Lartigue, was framed by Szarkowski as a 

άǇǊƛƳƛǘƛǾŜ ƎŜƴƛǳǎΦέ73 [ƛƪŜǿƛǎŜΣ aƻƻǊŜ Ŏŀƭƭǎ ŀǘǘŜƴǘƛƻƴ ǘƻ aƻƭƭȅ bŜǎōƛǘΩǎ ǎǘǳŘȅ ƻŦ Eugène Atget, 

which ǎƻǳƎƘǘ ǘƻ ŜƳǇƘŀǎƛȊŜ !ǘƎŜǘΩǎ ƛƴǘŜƴǘƛƻƴ ǘƻ ŎǊŜŀǘŜ ŘƻŎǳƳŜƴǘǎ ǊŀǘƘŜǊ ǘƘŀƴ ǇǊƻŘǳŎŜ 

άǾŜǊƴŀŎǳƭŀǊ ŜȄǇǊŜǎǎƛƻƴǎ,έ ŀǎ ŀǊƎǳŜŘ ōȅ {ȊŀǊƪƻǿǎƪƛ ŀƴŘ aŀǊƛŀ aƻǊǊƛǎ IŀƳōƻǳǊƎΦ74  

 
70 YŜǾƛƴ aƻƻǊŜΣ άWŀŎǉǳŜǎ-Henri Lartigue (1894ςмфусύΥ LƴǾŜƴǘƛƻƴ ƻŦ ŀƴ !Ǌǘƛǎǘέ όtƘ5 ŘƛǎǎΦΣ tǊƛƴŎŜǘƻƴ ¦ƴƛǾŜǊǎƛǘȅΣ 
2002), 31. See also Kevin Moore, Jacques Henri Lartigue: The Invention of an Artist (Princeton, NJ: Princeton 
¦ƴƛǾŜǊǎƛǘȅ tǊŜǎǎΣ нллпύΦ !ƭƭ ǘƘŜ ǊŜŦŜǊŜƴŎŜǎ ƳŀŘŜ ƘŜǊŜΣ ƘƻǿŜǾŜǊΣ ŀǊŜ ǘƻ aƻƻǊŜΩǎ ŘƛǎǎŜǊǘŀǘƛƻƴΦ 
71 ¢ƘŜ άǘǊŀƴǎŦƻǊƳŀǘƛƻƴέ ƻŦ [ŀǊǘƛƎǳŜ ǘƘŀǘ aƻƻǊŜ ŜȄǇƭƻǊŜǎ ƻŎŎǳǊǊŜŘ ƭŀǘŜ ƛƴ ǘƘŜ ǇƘƻǘƻƎǊŀǇƘŜǊΩǎ ƭƛŦŜΣ ǿŜƭƭ ŀŦǘŜǊ ǘƘŜ 
ǇƘƻǘƻƎǊŀǇƘǎ ŎƛǘŜŘ ōȅ {ȊŀǊƪƻǿǎƪƛ ǿŜǊŜ ǘŀƪŜƴΦ !ǎ ǎǳŎƘΣ {ȊŀǊƪƻǿǎƪƛΩǎ ƛǎ ŀ ǊŜǘǊƻǎǇŜŎǘƛǾŜ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ [ŀǊǘƛƎǳŜΩǎ 
work. By contrast, interpretatioƴǎ ƻŦ aŀƎƎǎΩǎ ǿƻǊƪ ƘŀǇǇŜƴŜŘ ŎƻƴǘŜƳǇƻǊŀƴŜƻǳǎƭȅ ǿƛǘƘ ǘƘŜ ŎǊŜŀǘƛƻƴ ƻŦ ǘƘŜ ǿƻǊƪ 
itself. 
72 aƻƻǊŜΣ άWŀŎǉǳŜǎ-IŜƴǊƛ [ŀǊǘƛƎǳŜΣέ орΦ 
73 Ibid. 
74 Ibid., 35ς36. 
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aƻƻǊŜΩǎ ǇǊƻƧŜŎǘ ŜȄŀƳƛƴŜǎ ōƻǘƘ ǘƘŜ άƘƛǎǘƻǊƛŎŀƭέ ŀƴŘ ǘƘŜ άƳȅǘƘƛŎŀƭέ [ŀǊǘƛƎǳŜ; he 

structured his dissertation (and book) around the concepts of formation and transformation, 

resulting in a two-ǇŀǊǘ ŀǊǊŀƴƎŜƳŜƴǘΦ aȅ ƛƴǘŜƴǘƛƻƴ ǘƻ ŎƻƴǎƛŘŜǊ aŀƎƎǎΩǎ ŦƻǊƳŀǘƛƻƴ ŀƴŘ 

transformation τ or transition, as I prefer to call it τ to fine artist borrows from that 

methodological approach. I have similarly structured my dissertation as two distinct parts: part 

1Σ άOnce a Designer, Always an Artist: Redefining the Mythology of MaggsΣέ and part 2, άOnce a 

Designer, Always a Designer: Commercial Practice and Conceptual Praxis.έ aƻƻǊŜΩǎ ŦǊŀƳŜǿƻǊƪ 

offers a useful guide for analysis of key motivations involved in transformation of the reception 

and interpretation of the artist. For my own project, I address both formation and transition 

within the contexts of design, conceptual art, and photography in Canada. Doing so offers a 

framework within which to emphasize the artist as narrative construction, while also insisting 

on the nature of the ƻǾŜǊƭŀǇ ōŜǘǿŜŜƴ ǘƘŜ ŘƛǎŎƛǇƭƛƴŜǎ ǘƘŜƳǎŜƭǾŜǎ ŀƴŘ aŀƎƎǎΩǎ ƻǿƴ ŎƘǊƻƴƻƭƻƎȅΦ 

wŜŎƻƎƴƛȊƛƴƎ ǘƘŀǘ ǘƘƛǎ ŘƛǎǎŜǊǘŀǘƛƻƴ ǿƛƭƭ ōŜŎƻƳŜ ǇŀǊǘ ƻŦ ǘƘŜ ƎǊƻǿƛƴƎ ƭƛǘŜǊŀǘǳǊŜ ƻƴ aŀƎƎǎΩǎ 

practice, it is important to acknowledge my own biases and subjectivities. Despite blurred 

boundaries between life and work, and art and design τ and the ever-evolving definitions of 

those practices τ I nevertheless find myself acutely aware of the tensions that exist in my own 

life and work between the fine and applied arts. As a graphic designer and a professor in the 

photography and illustration departments at Sheridan College, I inhabit various roles as a maker 

and educator. In these roles I often experience the conflicts and intersections between theory 

and practice, as well as the interplay between art and commerce. My academic research 

revolves around the convergence of design, photography, and conceptual art, which aligns with 

aŀƎƎǎΩǎ ǿƻǊƪΦ When L ŦƛǊǎǘ ŘƛǎŎƻǾŜǊŜŘ aŀƎƎǎΩǎ ŜŀǊƭȅ ŘŜǎƛƎƴΣ ƛƭƭǳǎǘǊŀǘƛƻƴΣ ŀƴŘ ŎƻƳƳŜǊŎƛŀƭ 
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photography work, I was thus immediately interested in how those initial commercial paths 

influenced his visual and conceptual languages.75 I was also struck by the absence in the 

literature about his work of explicit discussions about the impact that design processes and 

technologies had on his broader creative output, for example, or how industry changes affected 

his career trajectory.  

In order to expand biographical and contextual details, I conducted a series of 

interviews with friends and family, assistants, curators, scholars, and design professionals with 

whom Maggs worked (see appendix A), resulting in more than twenty-eight hours of audio 

material and an archive of related transcripts.76 Their recollections help to enrich published 

ŀŎŎƻǳƴǘǎ ƻŦ aŀƎƎǎΩǎ ƭƛŦŜ ŀƴŘ ŎŀǊŜŜǊ, offering keen insights, specific details and examples, and 

clarifications. Memory is, of course, subjective, άŀ ŎƻƴǎǘǊǳŎǘƛǾŜ ǇǊƻŎŜǎǎΣ ǇǊƻƴŜ ǘƻ ōƛŀǎ ŀƴŘ 

ŜǊǊƻǊǎΦέ77 Its existence, functions, and articulations are fraught with contradictions and 

ŘǳŀƭƛǘƛŜǎΦ !ǎ ǎŎƘƻƭŀǊ !ƭŜƛŘŀ !ǎǎƳŀƴƴ ŀǊƎǳŜǎΣ ǘƘŜ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ƳŜƳƻǊȅ ƛǎ άŀƭǿŀȅǎ ǇǊƻŦƛƭŜŘ ōȅ 

ǘƘŜ ŜŘƎŜǎ ƻŦ ŦƻǊƎŜǘŦǳƭƴŜǎǎΦέ78 However, compounding accounts and anecdotes of several 

individuals who knew and worked with Maggs helps to establish a more comprehensive picture 

of Maggs both personally and professionally. In her introduction to ±ƛǊƎƛƴƛŀ ²ƻƻƭŦΩǎ bƻǎŜΥ 

Essays on BiographyΣ IŜǊƳƛƻƴŜ [ŜŜ ǊŜŦŜǊǎ ǘƻ 9ƭƛȊŀōŜǘƘ DŀǎƪŜƭƭΩǎ ŜƳǇƘŀǎƛǎ ƻƴ ŀƴŜŎŘƻǘŜǎ ŀǎ ƪŜȅ 

 
75 Anne Cibola, ά!ǊƴŀǳŘ aŀƎƎǎΥ ! /ŀǊŜŜǊ ƛƴ ¢ƘǊŜŜ !ŎǘǎΣέ PhotoED Magazine 63 (Winter 2021/22): 32. 
76 Informed consent was provided per the York University Human Participants Research Protocol. Printed 
transcripts will be retained in my personal archive. 
77 /ƭŀǊŜ WΦ wŀǘƘōƻƴŜΣ aŀǊǘƛƴ !Φ /ƻƴǿŀȅΣ ŀƴŘ /ƘǊƛǎ WΦ!Φ aƻǳƭƛƴΣ άwŜƳŜƳōŜǊƛƴƎ ŀƴŘ LƳŀƎƛƴƛƴƎΥ ¢ƘŜ wƻƭŜ ƻŦ ǘƘŜ {ŜƭŦΣέ 
Consciousness and Cognition 20 (2011): 1175, https://doi.org/10.1016/j.concog.2011.02.013. 
78 Aleida Assmann, Cultural Memory and Western Civilization: Functions, Media, Archives (New York: Cambridge 
¦ƴƛǾŜǊǎƛǘȅ tǊŜǎǎΣ нлммύΣ офсΦ IƛǎǘƻǊƛŀƴ tƛŜǊǊŜ bƻǊŀ ŀƭǎƻ ŀŘŘǊŜǎǎŜǎ ǘƘŜ άŘƛŀƭŜŎǘƛŎ ƻŦ ǊŜƳŜƳōŜǊƛƴƎ ŀƴŘ ŦƻǊƎŜǘǘƛƴƎέ ƛƴ 
ά.ŜǘǿŜŜƴ aŜƳƻǊȅ ŀƴŘ IƛǎǘƻǊȅΥ Les lieux de mémoireΣέ ǘǊŀƴǎΦ aŀǊŎ wƻǳŘŜōǳǎƘΣ Representations 26 (Spring 1989): 
7ς24. 

https://doi.org/10.1016/j.concog.2011.02.013
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ǘƻ ōƛƻƎǊŀǇƘȅΥ άDŜǘ ŀǎ Ƴŀƴȅ ŀƴŜŎŘƻǘŜǎ ŀǎ ǇƻǎǎƛōƭŜΦ LŦ ȅƻǳ ƭƻǾŜ ȅƻǳǊ ǊŜŀŘŜǊ ŀƴŘ ǿŀƴǘ ǘƻ ōŜ ǊŜŀŘΣ 

ƎŜǘ ŀƴŜŎŘƻǘŜǎΗέ79 Certainly, hearing directly from those who knew Maggs enlivens this text. 

More significantly, however, essential insights from these interviews into 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 his career. 5ƻƴƴŜƭƭȅΩǎ ǿƻǊƪ ƻƴ /ŀƴŀŘŀΩǎ ŘŜǎƛƎƴ ƘƛǎǘƻǊȅ ƭƛƪŜǿƛǎŜ 

involves oral history. He 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 canonized in print 
or by institutions, and it is only now being gathered up again as an oral history from the 
practitioners themselves.80 
 

The oral histories I have recorded in this dissertation are significant in shaping an understanding 

ƻŦ aŀƎƎǎΩǎ ŜŀǊƭȅ ŎŀǊŜŜǊǎ ƛƴ ǇŀǊǘƛŎǳƭŀǊΣ ǿƘƛŎƘ ƛǎ ƛƳǇƻǊǘŀƴǘ to capture not only because there is a 

ŘŜŀǊǘƘ ƻŦ ƳŀǘŜǊƛŀƭ ŀōƻǳǘ /ŀƴŀŘŀΩǎ ŘŜǎƛƎƴ ƘƛǎǘƻǊȅ ŀƴŘ /ŀƴŀŘƛŀƴ ŎƻƳƳŜǊŎƛŀƭ ǇƘƻǘƻƎǊŀǇƘȅΣ ōǳǘ 

also because many key players in the design industry, especially from the time when Maggs was 

working, are no longer alive.81 Though largely specific to Maggs, this oral history helps to extend 

the work of others such as Donnelly, and to expand upon the limited design history published in 

Canada.  

 
79 Elizabeth Gaskell, quoted in Hermione Lee, ±ƛǊƎƛƴƛŀ ²ƻƻƭŦΩǎ bƻǎŜΥ 9ǎǎŀȅǎ ƻƴ .ƛƻƎǊŀǇƘȅ (Princeton, NJ: Princeton 
University Press, 2005), 1. The original quotation comes from The Quarterly Review (1856), copied by Gaskell in her 
manuscript of The Life of Charlotte Bronte (1857); Jenny Uglow, Elizabeth Gaskell: A Habit of Stories (London: 
Faber, 1993), 406. 
80 .Ǌƛŀƴ 5ƻƴƴŜƭƭȅΣ ά[ƻŎŀǘƛƴƎ DǊŀǇƘƛŎ 5ŜǎƛƎƴ IƛǎǘƻǊȅ ƛƴ /ŀƴŀŘŀΣέ Journal of Design History 19, no. 4 (Winter 2006): 
285. 
81 LƴŘŜŜŘΣ ǎƛƴŎŜ L ŎƻƴŘǳŎǘŜŘ ǘƘŜ ƛƴǘŜǊǾƛŜǿǎ ǿƛǘƘ aŀƎƎǎΩǎ ŦǊƛŜƴŘǎ ŀƴŘ ŎƻƭƭŜŀƎǳŜǎΣ ǘƘǊŜŜ ƻŦ Ƴȅ ƛƴǘŜǊǾƛŜǿŜŜǎ ƘŀǾŜ 
died: Keith Brandscombe (in 2021), Jim Donoahue (2022), and Michael Mitchell (2020). I am forever grateful for 
their thoughtful insights and generosity with their time. 
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IƛǎǘƻǊƛŀƴ aŀǊƎŀǊŜǘ aŀŎaƛƭƭŀƴ ŎƻƴǘŜƴŘǎ ǘƘŀǘ άƘƛǎǘƻǊƛŀƴǎ ǿƘƻ ǳǎŜ ōƛƻƎǊŀǇƘȅ Χ have too 

long been regarded with suspicion by much of the historical profession.έ82 Lee locates this anti-

biographical position in aestheticism, connecting it to French writer Gustave Flaubert and 

symbolist poets such as Charles Baudelaire, who, she asserts, ǾƛŜǿŜŘ ŀǊǘ άŀǎ ŀƴ ƛƴǾƛƻƭŀōƭŜ 

ŜƴǘƛǘȅΣ ǎŜǘ ŀǇŀǊǘ ŦǊƻƳ ƭƛŦŜΣ ƴƻǘ ǘƻ ōŜ ŘŜƎǊŀŘŜŘ ōȅ ōƛƻƎǊŀǇƘƛŎŀƭ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴΦέ83 However, as 

aŀŎaƛƭƭŀƴ ƛƴǎƛǎǘǎΣ άǿŜ Ƴǳǎǘ ŀƭǿŀȅǎ ƭƻŎŀǘŜ ǇŜƻǇƭŜ ƛƴ ǘƘŜƛǊ ǘƛƳŜǎ.έ84 In a recent panel discussion 

ǘƛǘƭŜŘ ά/ǳǊŀǘƛƴƎ !Ǌǘ ƻǊ /ǳǊŀǘƛƴƎ !ǊǘƛǎǘǎΥ ¢ƘŜ ¢ƘƻǊƴȅ vǳŜǎǘƛƻƴ ƻŦ ŀƴ !ǊǘƛǎǘΩǎ .ƛƻƎǊŀǇƘȅΣέ ŎǳǊŀǘƻǊǎΣ 

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

context. The biographical framework can be traced ōŀŎƪ ǘƻ ±ŀǎŀǊƛΩǎ Lives of the Most Excellent 

Painters, Sculptors, and Architects (1550), which used the life stories of his contemporaries to 

illuminate their practices. Emphasizing that τ although the artwork must come first τ art 

writer Louisa Buck contends ǘƘŀǘ άŀƭƭ ƻŦ ǘƘŜǎŜ ŘƛŦŦŜǊŜƴǘ ŜƭŜƳŜƴǘǎ ǘƘŀǘ ŦŜŜŘ ƛƴǘƻ ώǘƘŜ ŀǊǘϐ Ŏŀƴƴƻǘ 

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

ǿƘƛŎƘ ǘƘŜȅ ƻǇŜǊŀǘŜΣ ŀƴŘ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇǎ ǘƘŜȅ ƘŀǾŜΦέ85  

Francis Bacon (1909ς92) offers a useful comparison to Maggs here. In their exhaustive 

biography of the artist, Mark Stevens and Annalyn Swan outline 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 among some artists τ including Maggs, I argue τ to be associated with early-

 
82 Margaret MacMillan, IƛǎǘƻǊȅΩǎ tŜƻǇƭŜΥ tŜǊǎƻƴŀƭƛǘƛŜǎ ŀƴŘ ǘƘŜ tŀǎǘ (Toronto: House of Anansi Press, 2015), 5ς6. 
83 Hermione Lee, Biography: A Very Short Introduction (Oxford: Oxford University Press, 2009), 93. 
84 MacMillan, IƛǎǘƻǊȅΩǎ tŜƻǇƭŜ, 7. 
85 [ƻǳƛǎŀ .ǳŎƪΣ ǇŀƴŜƭ ƳŜƳōŜǊΣ ά/ǳǊŀǘƛƴƎ !Ǌǘ ƻǊ /ǳǊŀǘƛƴƎ !ǊǘƛǎǘǎΥ ¢ƘŜ ¢ƘƻǊƴȅ vǳŜǎǘƛƻƴ ƻŦ ŀƴ !ǊǘƛǎǘΩǎ .ƛƻƎǊŀǇƘȅΣέ 
panel discussion, Association for Art History, YouTube video, 1:27:45, 
https://www.youtube.com/watch?v=S_qk9M_Arnk, 44:38ς44:50. 

https://www.youtube.com/watch?v=S_qk9M_Arnk
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ŎŀǊŜŜǊ ŎƻƳƳŜǊŎƛŀƭ ŀǊǘ ǘƘŀǘ ƘŜƭǇŜŘ ǘƻ Ǉŀȅ ǘƘŜ ōƛƭƭǎΦ ¢ƘŜȅ ŀǎǎŜǊǘ ǘƘŀǘ .ŀŎƻƴ άŀǇǇŜŀǊŜŘ 

particularly touchy [on the subject], probably because there was a moment when his design 

ǿƻǊƪ ǿŀǎ ƴƻǘ ŀƴ ǳƴǇƭŜŀǎŀƴǘ ŎƘƻǊŜ ōǳǘ ŀ ŎƘƻǎŜƴ ŎŀǊŜŜǊΣέ86 and they further ƛƴǎƛǎǘ ǘƘŀǘ ŀ άƳƻǊŜ 

significant reason for this erasure Χ ǿŀǎ .ŀŎƻƴΩǎ ƭŀǘŜǊ ŘŜǎƛǊŜ ǘƻ ŎƻƴǘǊƻƭ Ƙƛǎ ǇǳōƭƛŎ ƛƳŀƎŜ ŀƴŘ 

ǎǘƻǊȅΦέ87 Recalling tƻȅƴƻǊΩǎ ŀǎǎŜǊǘƛƻƴ that designers have an inferiority complex in relation to 

artists, .ŀŎƻƴΩǎ ŘŜƭƛōŜǊŀǘŜ ŎƻƴŎŜŀƭƳŜƴǘ of his training and his early design successes 

underscores the complexities surrounding artistic identity and the differences in public 

reception of art and design. However, as Buck suggests, it is often what is hidden that is most 

interesting:  

Bacon completely concealed the fact, almost, that he was a designer, a really quite 
successful interior designer at the beginning of his career. He concealed the fact that he 
went to anatomy lessons and actually did really study drawing and actually the human 
ŦƛƎǳǊŜΦ ¢Ƙƛǎ ǿŀǎ ǇŀǊǘ ƻŦ Ƙƛǎ ƳȅǘƘΣ ǘƻ ƘƛŘŜ ŀƭƭ ǘƘŀǘΦ !ƴŘ ǘƘŀǘΩǎ ŀǎ ŦŀǎŎƛƴŀǘƛƴƎ ŀǎ ǿƘŀǘ ƘŜ ŘƛŘ 
reveal τ what he concealed.88 
 

As Stevens and Swan contend, with no apparent ŦƻǊƳŀƭ ǘǊŀƛƴƛƴƎΣ .ŀŎƻƴ άŎƻǳƭŘ ŜƳŜǊƎŜ 

ƳƛǊŀŎǳƭƻǳǎƭȅ ŀǎ ŀƴ ŀǊǘƛǎǘΣ ŀǎ ƛŦ ǎǇǊǳƴƎ Ŧǳƭƭȅ ŦƻǊƳŜŘ ŦǊƻƳ ǘƘŜ ƘŜŀŘ ƻŦ ½ŜǳǎΦέ89 Biography, then, 

can help to reveal a range of influences and experiences that may otherwise remain concealed 

but ŎƻƴǘǊƛōǳǘŜ ǘƻ ǎƘŀǇƛƴƎ ŀƴ ŀǊǘƛǎǘΩǎ ǿƻǊƪ. In so doing, biographical detail τ especially detail 

that traces professional experiences and work history τ helps to unsettle perceptions of 

artistic genius ōȅ ƻŦŦŜǊƛƴƎ ŀ ƳƻǊŜ ƴǳŀƴŎŜŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ Ƙƻǿ ŀƴ ŀǊǘƛǎǘΩǎ ǿƻǊƪ ŘŜǾŜƭƻǇǎ 

through interconnected influences, life experiences, and work history. My methodological 

 
86 Mark Stevens and Annalyn Swan, Francis Bacon: Revelations (New York: Alfred A. Knopf, 2021), 86 
87 Ibid. 
88 .ǳŎƪΣ ά/ǳǊŀǘƛƴƎ !Ǌǘ ƻǊ /ǳǊŀǘƛƴƎ !ǊǘƛǎǘǎΣέ ппΥрфς45:25. 
89 Stevens and Swan, Francis Bacon, 86.  
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approach to researching Maggs was anchored in biography, and so too is the structure of this 

dissertation. Biographical details and context are woven throughout both parts of this 

ŘƛǎǎŜǊǘŀǘƛƻƴ ƛƴ ƻǊŘŜǊ ǘƻ ǎƛǘǳŀǘŜ aŀƎƎǎΩǎ ŀŎǘƛǾƛǘies and illuminate the productive dialogue 

between art and design throughout his career, and to disrupt the myth of the artist and 

seemingly inherent notions of genius. 

 

This work comprehensively incorporates and extends content I wrote for Arnaud Maggs: Life & 

Work, with full acknowledgment and approval from both my supervisor, Sarah Parsons, and the 

publisher, Sara Angel.90 The extension of this content here enables me to include deeper 

ŀƴŀƭȅǎŜǎ ƻŦ aŀƎƎǎΩǎ ǿƻǊƪ, record further insights from those who knew Maggs, and include 

additional visual examples. Part 1 examines the biography of Arnaud Maggs from 1926 to 1979. 

Through this exploration, a more complete understanding of his life and work emerges, 

dismantling the dominant self-mythologizing narrative that has come to define his story. 

Practical considerations τ industry changes; financial pressures; personal relationships and 

circumstances, including divorce τ illuminate both the challenges he faced and the choices he 

made, both personally and professionally. ! ŎƭƻǎŜ ƭƻƻƪ ŀǘ aŀƎƎǎΩǎ ŜŀǊƭȅ ŀŎǘƛǾƛǘȅ ƛƴ ŘŜǎƛƎƴ ŀƴŘ 

illustration, discussed in chapter 1, for instance, reveals a range of influences and a distinct 

interest in pushing himself as a designer through informal lessons and lectures in Montreal, 

New York, and Italy. Maggs worked in design and advertising for over two decades, honing his 

skills and becoming a versatile, innovative designer who gained recognition for his self-

promotional, editorial, and advertising work. ! ǘƘƻǊƻǳƎƘ ŜȄǇƭƻǊŀǘƛƻƴ ƻŦ aŀƎƎǎΩǎ ŜŀǊƭȅ 

 
90 Anne Cibola, Arnaud Maggs: Life & Work (Toronto: Art Canada Institute, 2022). 
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biography underscores his significant contributions to the applied arts in Canada. Indeed, the 

reputation he garnered ensured support from the Toronto community when he shifted his 

focus to commercial photography. 

 Part 1 also highlights how Maggs was both part of and greatly influenced by the 

changing photographic landscape of the 1960s and 1970s. As revealed in chapter 2, his move 

from design to commercial photography coincided with a period when perceptions of 

photography were shifting and the medium was increasingly being recognized as an art form. 

This change was influenced by institutions such as MoMA in the United States and by 

developments in Canada, where Maggs was working, that also acknowledged photographyΩǎ 

significance. Key institutions, such as [ƛōǊŀǊȅ ŀƴŘ !ǊŎƘƛǾŜǎ /ŀƴŀŘŀΣ ǘƘŜ bŀǘƛƻƴŀƭ CƛƭƳ .ƻŀǊŘΩǎ 

Still Photography Division, and the National Gallery of Canada, began or maintained active 

collecting practices during that time. Likewise, public perceptions of photography were 

changing ǘƘǊƻǳƎƘ ǘƘŜ ƳŜŘƛǳƳΩǎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƛƴ ǇƻǇǳƭŀǊ ŎǳƭǘǳǊŜ, and there was a correlated 

increase in demand in the advertising and design industries. In addition to these broader 

changes, aŀƎƎǎΩǎ ŘŜŎƛǎƛƻƴ ǘƻ ŜȄǇƭƻǊŜ ƴŜǿ ŎǊŜŀǘƛǾŜ ŘƛǊŜŎǘƛƻƴǎ ƛƴ ǇƘƻǘƻƎǊŀǇƘȅ ǿŀǎ also shaped 

by specific contemporaneous changes at Art Associates, his workplace.  

The rŜŎƻƭƭŜŎǘƛƻƴǎ ƻŦ aŀƎƎǎΩǎ ǇŜŜǊǎ ŀƴŘ ŎƻƭƭŜŀƎǳŜǎ ǊŜǾŜŀƭ ŀ ǊŀƴƎŜ ƻŦ ƛƴǘŜǊŎƻƴƴŜŎǘƛƻƴǎ 

between his design and commercial photography practices, and, as his photographic career 

developed, his undeniable role in shaping Canadian magazines during the 1960s. A close 

investigation of this period, using interviews, archival documents, and negatives from aŀƎƎǎΩǎ 

commercial practice, demonstrates productive overlaps between his commercial photography 

career and his fine art practice. The explorations in part 1 also reveal ǘƘŀǘ aŀƎƎǎΩǎ ǘǊŀƴǎƛǘƛƻƴ 
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from commercial photography to fine art was less an abrupt reinvention and more a gradual 

evolution that was shaped by life experiences and creative practice. Commencing with a 1969 

trip to Europe, Maggs underwent a period of self-discovery during which he blended his 

commercial and artistic practices. A close examination of this important period of transition in 

chapter 3 offers a more nuanced understanding of the factors that shaped his career trajectory 

and his artistic narrative. 

tŀǊǘ н ŜȄǘŜƴŘǎ ǘƘƛǎ ŜȄǇƭƻǊŀǘƛƻƴ ǿƛǘƘ ŀƴ ŜƳǇƘŀǎƛǎ ƻƴ Ƙƻǿ aŀƎƎǎΩǎ ȅŜŀǊǎ ƻŦ ǇǊƻŦŜǎǎƛƻƴŀƭ 

practice in design, illustration, and photography shaped his artworks both visually and 

conceptually. Through an ongoing exploration of his biography, additional anecdotes from 

those who knew and worked with Maggs, and examination of specific examples, part 2 

ŜƳǇƘŀǎƛȊŜǎ aŀƎƎǎΩǎ ŀǊǘƛǎǘƛŎ ƻǳǘǇǳǘ ŀǎ ŀ ǎȅƴǘƘŜǎƛǎ of minimalist and conceptualist vocabularies, 

the processes of commercial photographic practice, and design strategies. 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 

associated. Chapter 4, however, examines the motivations and practical realities that shaped 

works such as Ledoyen Series, Working Notes (1979), for example, demonstrating that the 

strategies employed by Maggs emerged from the processes and practices of commercial 

photography.  

The grid, a dominant ǎǘǊǳŎǘǳǊŜ ƛƴ aŀƎƎǎΩǎ ŀǊǘǿƻǊƪ, aligns with the language of 

conceptual art and minimalism, but it is also integral to the structure and processes of both 

photography and design. tŀǊǘ н ŜȄǇƭƻǊŜǎ Ƙƻǿ aŀƎƎǎΩǎ ŜŀǊƭȅ ŎŀǊŜŜǊǎ ŀƴǘƛŎƛǇŀǘŜŘ ǘƘŜ ŘƻƳƛƴŀƴŎŜ 

of the grid in his artwork. Chapter 4 examines how his understanding of the grid as a structural 



 38 

device shaped his visual language as an artist. Chapters 4 and 5 both consider how MaggsΩǎ 

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

many of his large-scale artworks, while at the same time he ŜȄǇƭƻǊŜŘ ǘƘŜ ŘŜǾƛŎŜΩǎ ŜȄǇǊŜǎǎƛǾŜ 

capacity. His portraits of Joseph Beuys and André Kertész, for instance, foster an analytical read 

that characterizes much of his work, but they also ŦƻǊŜƎǊƻǳƴŘ ǘƘŜ ƎǊƛŘΩǎ ability to emphasize 

time and duration. Likewise, works such as ¢ǊŀǾŀƛƭ ŘŜǎ ŜƴŦŀƴǘǎ Řŀƴǎ ƭΩƛƴŘǳǎǘǊƛŜΥ [Ŝǎ ŞǘƛǉǳŜǘǘŜǎ 

(1994) and Notification xiii (1996) are at once analytical and evocative. !ƴŎƘƻǊŜŘ ƛƴ aŀƎƎǎΩǎ 

interest in graphic design, they serve as powerful examples of his use of the grid format and his 

attention to scale in the creation of affective visual archives of found ephemera. This 

ŜȄǇƭƻǊŀǘƛƻƴ ƻŦ ǘƘŜ ƛƴŦƭǳŜƴŎŜ ƻŦ aŀƎƎǎΩǎ ŜŀǊƭȅ ŎŀǊŜŜǊǎ ƻƴ Ƙƛǎ ŀǊǘƛǎǘƛŎ ǇǊƻŘǳŎǘƛƻƴ ǳƴŘŜǊƭƛƴŜs the 

significance of commercial work in shaping both the formal and conceptual inquiries that define 

his artistic practice. And, as I have noted, it also insists on the importance of the applied arts to 

ōƻǘƘ aŀƎƎǎΩǎ ƻǿƴ ƘƛǎǘƻǊȅ and to that of Canada.  

  



 39 

Introduction: Illustrations  

 
 

Figure 0.1  Margit Bennett, ά5ŜŎƻǊŀǘƛƴƎ Lǎ ŀ IƛƎƘƭȅ tŜǊǎƻƴŀƭ !ǊǘΣέ Canadian Homes and Gardens, January 1958,  
13ς15. R7959-5476, ref. R7959-311-4-E, vol. 837, Library and Archives Canada (LAC), Ottawa. © Canadian Homes 
and Gardens.  
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Figure 0.2. Leah Gingras, ά¢ƘŜ ²ŜƛǊŘ ŀƴŘ ²ƻƴŘŜǊŦǳƭ IƻǳǎŜ ƻŦ !ǊƴŀǳŘ aŀƎƎǎΣέ ǇƘƻǘƻƎǊŀǇƘǎ ōȅ wŀȅ ²ŜōŜǊΣ Star 
Weekly, August 7, 1965. R7959-5478, ref. R7959-313-8-E, vol. 837, LAC, Ottawa. © Star Weekly. 
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PART ONE 
 
Once a Designer, Always an Artist: 
Redefining the Mythology of Maggs  
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1. Graphic Design and Illustration 

Arnaud Cyril Benvenuti Maggs was born in Montreal on May 5, 1926, to Enid and Cyril Maggs. 

Iƛǎ ŦƛǊǎǘ ƴŀƳŜ ŎŀƳŜ ŦǊƻƳ Ƙƛǎ ƳƻǘƘŜǊΩǎ ŦŀǘƘŜǊΣ ǿƘƻ ƘŀŘ ōŜŜƴ the commanding officer of a Sikh 

regiment in British India, where Enid and her siblings spent the early part of their childhood. 

During a visit to England when she was thirteen, her father died of pneumonia; her mother died 

of tuberculosis soon afterward.1 After her parents died, the children were sent to Canada to live 

with their grandparents, who had retired to Windsor, Nova Scotia. Cyril Maggs was from 

Wallasey, near Liverpool, England, but his mother was Italian; Benvenuti was her maiden name. 

άIŜǊ ŦŀƳƛƭȅ ŎƭŀƛƳŜŘ ǘƻ ōŜ ŘƛǊŜŎǘ ŘŜǎŎŜƴŘŀƴǘǎ ƻŦ ǘƘŜ Lǘŀƭƛŀƴ ǎŎǳƭǇǘƻǊ .ŜƴǾŜƴǳǘƻ /ŜƭƭƛƴƛΣέ aŀƎƎǎ 

later explained.2 After fighting in the First World War, Cyril immigrated to Canada, and 

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 insurance.3 He 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 without its 

tensions, however. aŀƎƎǎ ŦŜƭǘ ǘƘŀǘ άƳȅ ƳƻǘƘŜǊ ƎŜƴŜǊŀƭƭȅ ŘƛǎƭƛƪŜŘ Ƴȅ ŦŀǘƘŜǊΣέ ǎǳƎƎŜǎǘƛƴƎ that 

her feelings shaped his own tense relationship with Cyril.4 9ƴƛŘ ŀŘƻǊŜŘ ƘŜǊ ǎƻƴΦ άaȅ ƳƻǘƘŜǊ 

ǿƻǳƭŘ ƛƳǇǊŜǎǎ ǳǇƻƴ ƳŜ ǘƘŀǘ L ǿŀǎ ōƻǘƘ ŘƛŦŦŜǊŜƴǘ ŦǊƻƳ ƻǘƘŜǊ ŎƘƛƭŘǊŜƴ ŀƴŘ ǎǳǇŜǊƛƻǊ ǘƻ ǘƘŜƳΣέ 

aŀƎƎǎ ǊŜŎƻǳƴǘŜŘΦ ά!ǎ ŀ ŎƻƴǎŜǉǳŜƴŎŜΣ L ƘŀŘ ŀ ŎƻƳōƛƴŜŘ ƛƴŦŜǊƛƻǊƛǘȅκǎǳǇŜǊƛƻǊƛǘȅ ŎƻƳǇƭŜȄΦέ5 

Maggs was the first of three children but ƛǘ ǿŀǎƴΩǘ ǳƴǘƛƭ he was ten years old that his sister, 

 
1 Arnaud Maggs, 15Σ ǇŀƴŜƭ н όάстнκмрфκуопέύΣ мфуфΣ [ƛōǊŀǊȅ ŀƴŘ !ǊŎƘƛǾŜǎ Canada (LAC), Ottawa, R7959-6396. 
2 Maggs, 15Σ ǇŀƴŜƭ м όάпфнκортκумсέύΣ [!/Σ wтфрф-6396. 
3 wƻōŜǊǘ 9ƴǊƛƎƘǘΣ ά5ŜǎƛƎƴǎ ƻƴ [ƛŦŜΥ !ƴ LƴǘŜǊǾƛŜǿ ǿƛǘƘ !ǊƴŀǳŘ aŀƎƎǎΣέ Border Crossings 31, no. 2 (June/August 
2012): 44. 
4 Maggs, 15, panel 2. 
5 vǳƻǘŜŘ ƛƴ 9ƴǊƛƎƘǘΣ ά5ŜǎƛƎƴǎ ƻƴ [ƛŦŜΣέ 44. 
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Heather, was born. From the moment she arrived, the two were inseparable.6 His 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 his interests in design 

ŀƴŘ ŘƛǎǇƭŀȅΦ [ŀǘŜǊ ǘƘŜ ŦŀƳƛƭȅ ƳƻǾŜŘ ǘƻ tǊƛƴŎŜ !ƭōŜǊǘ !ǾŜƴǳŜ ƛƴ ²ŜǎǘƳƻǳƴǘΦ aŀƎƎǎΩǎ ǎƛǎǘŜǊΣ 

IŜŀǘƘŜǊ /ƻƻƪΣ ŘŜǎŎǊƛōŜǎ άŀ ōƛƎ ǊŀƳōƭƛƴƎ ƘƻǳǎŜέ ōǳǎǘƭƛƴƎ ǿƛǘƘ ǊŜƭŀǘƛǾŜǎΦ7 As a teenager in 

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, the cƻǾŜǊ ǿŀǎ aŀƎƎǎΩǎ ŦƛǊǎǘ ǇǳōƭƛǎƘŜŘ 

ǿƻǊƪΦ IƛƴǘƛƴƎ ŀǘ Ƙƛǎ ŎǊŜŀǘƛǾŜ ŀǎǇƛǊŀǘƛƻƴǎΣ Ƙƛǎ ȅŜŀǊōƻƻƪ ŜƴǘǊȅ ŦƻǊ ǘƘŀǘ ȅŜŀǊ ǇǊŜŘƛŎǘǎ άŎŀǊǘƻƻƴƛƴƎ 

ŦƻǊ ǘƘŜ bŀǘƛƻƴŀƭ DŜƻƎǊŀǇƘƛŎέ ŀǎ Ƙƛǎ ŦǳǘǳǊŜΦ Lƴ ƛƴǘŜǊŜǎǘƛƴƎ ŀƭƛƎƴƳŜƴǘ ǿƛǘƘ Ƙƛǎ ƻǿƴ Ƴǳƭǘƛ-faceted 

career, Maggs cites American journalist, historian, food critic, and photographer Lucius Beebe 

(1902ς66) as his prototype. Beebe, who was an untrained photographer, is credited with 

inventing the railroad-picture book genre with his 1938 publication High Iron: A Book of Trains. 

Just like 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. His wife, the artist 

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

the club because he and his friends had started throwing records out his bedroom window.8 He 

 
6 Maggs, 15, panel 1. 
7 Heather Cook, Pictures from a Darkroom Floor: My Life in France (Toronto: Two Ladies Press, 2012), 9. 
8 Spring Hurlbut, discussion with author, February 28, 2020. 
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would go to see musicians such as Cab Calloway, Count Basie, and Duke Ellington, among 

others, at Chez Maurice Danceland in Montreal, a venue often packed in the early 1940s with 

crowds of teenagers. He and his friends would also go dancing at Victoria Hall in Westmount, 

where the Johnny Holmes Orchestra τ the band that gave Maynard Ferguson and Oscar 

Peterson their starts τ performed every 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 

Toronto in 1944. Though he wanted to become a pilot, he failed the test and was sent to Prince 

Edward Island to train as a rear gunner at the No. 10 Bombing and Gunnery School. By the time 

he had ŎƻƳǇƭŜǘŜŘ Ƙƛǎ ǘǊŀƛƴƛƴƎΣ ǘƘŜ ǿŀǊ ǿŀǎ ƴŜŀǊƭȅ ƻǾŜǊΦ άL ƴŜǾŜǊ ǎŀǿ ŀŎǘƛƻƴΣέ ƘŜ ŜȄǇƭŀƛƴŜŘΣ 

άǿƘƛŎƘ ǿŀǎ ŦƻǊǘǳƴŀǘŜΣ ōŜŎŀǳǎŜ ǘƘŜ ǊŜŀǊ ƎǳƴƴŜǊǎ ǿŜǊŜ ǘƘŜ ŦƛǊǎǘ ǘƻ ƎŜǘ ƪƴƻŎƪŜŘ ƻŦŦΦέ9 Maggs was 

placed in the reserves and returned to Quebec. After his return he decided to become a 

commercial artist and enrolled in the Valentine School of Commercial Art in 1945. The school 

was the studio of a commercial artist located above a drugstore at Greene and St. Catherine 

Streets in Westmount. Although his stint there was short-lived τ he quit after a month τ his 

interest in commercial art persisted. 

 

aŀƎƎǎΩǎ ŎŀǊŜŜǊ ƛƴ ŎƻƳƳŜǊŎƛŀƭ ŀǊǘ ōŜƎŀƴ ŦƻǊƳŀƭƭȅ ǿƘŜƴ ƘŜ ǿŀǎ ƘƛǊŜŘ ƛƴ мфпт ǘƻ ǿƻǊƪ ŀǎ ŀƴ 

apprentice at the Montreal offices of Bomac Federal Ltd., a commercial art studio and 

engraving house with locations in Toronto, Ottawa, and Montreal. At first he performed a range 

 
9 9ƴǊƛƎƘǘΣ ά5ŜǎƛƎƴǎ ƻƴ [ƛŦŜΣέ 44. 
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of tasks, such as cutting mats and changing paint, to support the other artists.10 Impressed by 

their work, his design aspirations were cemented and he committed to developing typographic 

ǎƪƛƭƭǎΦ άL ǉǳƛŎƪƭȅ ǊŜŀƭƛȊŜŘ ǘƘŀǘ L ǿŀƴǘŜŘ ǘƻ ōŜ ŀ Ψƭŀȅƻǳǘ ƳŀƴΣΩέ ƘŜ ŜȄǇƭŀƛƴŜŘΦ ά¢ƻ Řƻ ǘƘƛǎ L ƴŜŜŘŜŘ 

to acquire an excellent knowledge of typeface[s] and the ability to execute them faithfully by 

ƘŀƴŘΦέ11 While apprenticing, he designed an anniversary emblem for the Sun Life Assurance 

/ƻƳǇŀƴȅΦ άL ǿŀǎ нм ŀǘ ǘƘŜ ǘƛƳŜΣέ aŀƎƎǎ ƴƻǘŜdΣ άŀƴŘ ǿƻƴ ŀ ŎƻƴǘŜǎǘ ŦƻǊ ōŜǎǘ ŘŜǎƛƎƴ Ǉƭǳǎ ϷнрΦέ12 

He continued 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 Maggs was working as a commercial artist in the 1950s and 1960s, one of his 

regular tasks was to create layouts and fit type. Working with translucent layers on illustration 

board, graphic artists would create paste-ups or mechanicals with the artwork positioned in 

preparation for reproduction. Using a process camera, the paste-ups and mechanicals were 

converted to negatives, which would then be used to prepare plates for the printing press. 

Black artwork and typography formed the base layer of a paste-up or mechanical. For coloured 

designs and illustrations, transparent overlay sheets would be positioned on top to indicate the 

areas of colour. Each overlay had registration marks to ensure that all the layers aligned.  

How to Keep Your Food Safe in Summer, an illustration prepared by Maggs for the June 

30, 1962 edition of Canadian Weekly, depicts a family heading off to a picnic. The paste-up for 

 
10 /ƘŀǊƭŜǎ !Φ {ǘŀƛƴōŀŎƪΣ άv ŀƴŘ ! ǿƛǘƘ !ǊƴŀǳŘ aŀƎƎǎΣέ ƛƴ Arnaud Maggs: Identification, ed. Josée Drouin-Brisebois 
(Ottawa: National Gallery of Canada, 2012), 110. 
11 Maggs, 15, ǇŀƴŜƭ р όάнфпκтроκсмуέύΣ [!/Σ hǘǘŀǿŀΣ wтфрф-соффΣ ǉǳƻǘŜŘ ƛƴ wƘƛŀƴƴƻƴ ±ƻƎƭΣ ά¢ƘŜ aŀƪƛƴƎ ƻŦ 
!ǊƴŀǳŘ aŀƎƎǎΣέ ƛƴ 5Ǌƻǳƛƴ-Brisebois, Arnaud Maggs: Identification, 212. 
12 Arnaud Maggs, handwritten note attached to Sun Life Assurance Co. of Canada 31st Annual Dinner booklet, 
1977, R7959-6421, Arnaud Maggs fonds, LAC. 
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the illustration comprises a base layer of fine black linework, a spot-colour overlay for the 

banner, and an overlay drawing of colour for the rest of the illustration (figs. 1.2ς1.4). 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. Linework 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-up, such modifications were rendered seamless 

by the photographic process. Although fixes like these would be made before the paste-up was 

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 that resulted from this type of design practice developed into preoccupations 

ǘƘŀǘ ǿƻǳƭŘ ƎǳƛŘŜ aŀƎƎǎΩǎ ŀǊǘ ŀƴŘ ŘŜǎƛƎƴ ǿƻǊƪ ǘƘǊƻǳƎƘƻǳǘ Ƙƛǎ ŎŀǊŜŜǊΦ 

 

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

influenced by European modernism and the profession itself was being redefined. The visual 

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

and Russian Constructivism, informed twentieth-century developments in graphic design. They 

ŀƭǎƻ ǎƘŀǇŜŘ aŀƎƎǎΩǎ ŀǊǘƛǎǘƛŎ ŘŜǾŜƭƻǇƳŜƴǘ ŀƴŘ ŀǇǇǊŜŎƛŀǘƛƻƴ ƻŦ ŎŜǊǘŀƛƴ ŀǊǘƛǎǘǎΦ /ǳǊŀǘƻǊ !ƴƴ 

Thomas recalls his fascination with El Lissitzky (1890ς1941): 

L ǘƘƛƴƪ ƘŜ Ƙŀǎ ƎǊƻǿƴ ǘƻ ƭƛƪŜ ŎŜǊǘŀƛƴ ŀǊǘƛǎǘǎΩ ǿƻǊƪ ƛƴ ŀ ƪƛƴŘ ƻŦ ƻōǎŜǎǎƛǾŜ ǿŀȅΦ {ƻ ǿŜ ƘŀǾŜ 
ƛƴ ƻǳǊ ƭƛǾƛƴƎ ǊƻƻƳ ŀǘ ƘƻƳŜ ŀ ǿƘƻƭŜ ōǳƴŎƘ ƻŦ ōƻƻƪǎ ŀƴŘ Χ L ƪƴŜǿ ƛŦ L ŎŀƳŜ ƘƻƳŜ ŀƴŘ ǘƘŜ 
Lissitzky book was sitting on our coffee table τ I remember saying to my husbandΣ άhƘΣ 
ŘƛŘ !ǊƴŀǳŘ aŀƎƎǎ ŎƻƳŜ ōȅΚέ IŜΩŘ ŀƭǿŀȅǎ Ǉǳƭƭ ƛǘ ƻǳǘ Χ ƘŜ ǇǳƭƭŜŘ ƻǳǘ Ƙƛǎ [ƛǎǎƛǘȊƪȅ ōƻƻƪ 
again τ ŀƭǿŀȅǎΣ ŀƭǿŀȅǎΣ ŀƭǿŀȅǎΦ ¢ƘŜ ǎǇƛƴŜ ƻŦ ƛǘΣ ƻŦ ŎƻǳǊǎŜΣ Ƙŀǎ ά9ƭ [ƛǎǎƛǘȊƪȅέ ƛƴ ŀ ǾŜǊȅ 
constructivist typeface and for me it was the perfect sort of Arnaud declaration in a way. 
Everything he did had some connection to that structured way of thinking about art, so 
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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 picture. He took a photograph of his Lissitzky book on 
the coffee table τ the spine of it τ ŀƴŘ ǎŜƴǘ ƛǘ ǘƻ ƳŜΦ L Ƨǳǎǘ ǊŜƳŜƳōŜǊ ǎŀȅƛƴƎΣ άhƘ Ƴȅ 
ƎƻŘΣ !ǊƴŀǳŘΣ ȅƻǳΩǊŜ ǎǳŎƘ ŀ ǎƛƎƴŀǘǳǊŜ ǇƛŜŎŜ ς Ψ!ǊƴŀǳŘ ǿŀǎ ƘŜǊŜΦΩέ13 
 

aŀƎƎǎΩǎ ŘŜŜǇ ŀŘƳƛǊŀǘƛƻƴ ŦƻǊ 9ƭ [ƛssitzky underscores the lasting influence 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 Maggs was coming of age as a designer. Bauhaus 

teachers, including Josef Albers (1888ς1976), Wassily Kandinsky (1866ς1944), Paul Klee (1879ς

1940), and Lázsló Moholy-Nagy (1895ς1946), for example, rejected representational imagery 

and pursued abstraction in their work. Moholy-Nagy, whose practice was multidisciplinary, 

maintained that typography and photography were fundamental to modern visual language 

and communication. Jan Tschichold (1902ς74), who was inspired by Russian Constructivism and 

the design teachings of the Bauhaus, published Die Neue Typographie in 1928. In line with 

Moholy-bŀƎȅΩǎ Ŏŀƭƭ ŦƻǊ ŎƭŀǊƛǘȅΣ The New Typography insisted on efficient communication in 

design, promoting asymmetry, sans serif typefaces, bold rules, and, importantly, the positive 

use of negative space. These developments in graphic design expanded beyond Europe to 

impact the ideas of artists and designers in North America. An influx of European émigrés 

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

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

escape Nazi Germany. Both brought their ideas and influence to new teaching posts τ Albers 

 
13 Curator Ann Thomas, discussion with author, July 12, 2017. 
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at the experimental Black Mountain College in North Carolina, and Moholy-Nagy at the New 

Bauhaus (later the Institute of Design) in Chicago τ joining others who were beginning to 

frame a context for graphic design education in American schools. 

Informed by Moholy-Nagy and Tschichold, Canadian designer and typographer Carl Dair 

(1912ς67) 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  

ά/ŀƴŀŘŀΩǎ ŦƛǊǎǘ ǘǊǳŜ ƎǊŀǇƘƛŎ ŘŜǎƛƎƴ ƻŦŦƛŎŜΦέ14 Commissioned by E.B. Eddy, a Quebec-based paper 

manufacturer, Dair wrote and designed a series of eight hugely influential booklets on the 

subjects of typography and printing. These publications included Type & Paper (1946), Design 

for Printing (1947), Type Talks (1948), Portfolio of the Work of the Great Master Printers (1948), 

Design of Letterheads & Business Forms (1951), The E.B. Eddy Handbook of Printing Production 

(1952), Spacing (1954), and The Art of the Printer (1956). Design historian Brian Donnelly, who 

ƭŀǳŘǎ ǘƘŜ ǎŜǊƛŜǎ ŀǎ ά5ŀƛǊΩǎ Ƴƻǎǘ ƛƳǇƻǊǘŀƴǘ ǎƛƴƎƭŜ ŎƻƴǘǊƛōǳǘƛƻƴ ǘƻ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ŘŜǎƛƎƴΣέ 

points to their influence on prominent Canadian designer Allan Fleming (1929ς77), and Will 

Novosedlik highlights their use as standard texts at the Institute of Design in Chicago.15 5ŀƛǊΩǎ 

first book, Design with Type (1952), lays the groundwork for effective typographic design and 

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

aƻƴǘǊŜŀƭ aǳǎŜǳƳ ƻŦ CƛƴŜ !Ǌǘǎ ŀƴŘ ƭΩ;ŎƻƭŜ ŘŜǎ .ŜŀǳȄ-Arts.16  

 
14 ²ƛƭƭ bƻǾƻǎŜŘƭƛƪΣ άhǳǊ aƻŘŜǊƴƛǎǘ IŜǊƛǘŀƎŜΣέ ǇǘΦ мΣ Applied Arts 11, no. 1 (March/April 1996): 34. 
15 .Ǌƛŀƴ 5ƻƴƴŜƭƭȅΣ άaŀǎǎ aƻŘŜǊƴƛǎƳΥ DǊŀǇƘƛŎ 5ŜǎƛƎƴ ƛƴ /ŜƴǘǊŀƭ /ŀƴŀŘŀΣ мфррς1965, and the Changing Definition of 
aƻŘŜǊƴƛǎƳέ όa! ǘƘŜǎƛǎΣ /ŀǊƭŜǘƻƴ ¦ƴƛǾŜǊǎƛǘȅΣ hǘǘŀǿŀΣ мффтύΣ ннςнпΤ bƻǾƻǎŜŘƭƛƪΣ άhǳǊ aƻŘŜǊƴƛǎǘ IŜǊƛǘŀƎŜΣέ опΦ 
16 ¢ƘŜ ōƻƻƪ άŘǊŜǿ ƘŜŀǾƛƭȅ ƻƴ Ƙƛǎ ǘŜŀŎƘƛƴƎ ƴƻǘŜǎ ŦǊƻƳ ŎƭŀǎǎŜǎ ƎƛǾŜƴ ŀǘ ǘƘŜ aƻƴǘǊŜŀƭ aǳǎŜǳƳ ƻŦ CƛƴŜ !Ǌǘǎ ŀƴŘ ǘƘŜ 
;ŎƻƭŜ ŘŜǎ !Ǌǘǎ DǊŀǇƘƛǉǳŜǎ Χ ŀƴŘ ƛƴ ǘƘŜ ƛƴŦƻǊƳŀƭ {ŀǘǳǊŘŀȅ ƳƻǊƴƛƴƎ ǎŜƳƛƴŀǊǎ ƘŜ ŎƻƴŘǳŎǘŜŘ ǿƛǘƘ aƻƴǘǊŜŀƭ ǇǊƛƴǘŜǊǎ 
ŀƴŘ ŘŜǎƛƎƴŜǊǎέΤ 5ƻƴƴŜƭƭȅΣ άaŀǎǎ aƻŘŜǊnism, 25. 
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Following his time as an apprentice in Montreal, Maggs went to Toronto, where he 

ŎƻƴǘƛƴǳŜŘ ǘƻ ƘƻƴŜ Ƙƛǎ ǎƪƛƭƭǎ ŀǎ ŀ ƭŜǘǘŜǊŜǊ ŀǘ .ǊƛƎŘŜƴΩǎ [ǘŘΦ ¢ƘŜǊŜ ƘŜ ƳŜǘ aŀǊƎŀǊŜǘ όaŀƎƎƛŜύ 

Frew, a fashion illustrator at the studio; the two were married in 1950 and soon decided to 

ǊŜǘǳǊƴ ǘƻ aƻƴǘǊŜŀƭΦ .ŀŎƪ ƛƴ aƻƴǘǊŜŀƭΣ aŀƎƎǎ ǿŜƴǘ ǘƻ 5ŀƛǊΩǎ ŜǾŜƴƛƴƎ ƭŜŎǘǳǊŜǎΦ IŀǾƛƴƎ ƴƻ ŦƻǊƳŀƭ 

education in design, such lectures were important to Maggs. In Design with Type, Dair asserts 

that, fundamental to typographic design τ and design more broadly τ is the organization of 

diverse elements into a visual unit.17 9ǎǘŀōƭƛǎƘƛƴƎ ŀ άǾƛǎǳŀƭ ǳƴƛǘΣέ ǘƻ ōƻǊǊƻǿ 5ŀƛǊΩǎ ǘŜǊƳΣ ǿŀǎ ŀ 

ǎǘǊǳŎǘǳǊŀƭ ŀƴŘ ǎǇŀǘƛŀƭ ǎǘǊŀǘŜƎȅ aŀƎƎǎ ǿƻǳƭŘ ŜƳǇƭƻȅ ŀǎ ŀ ŘŜǎƛƎƴŜǊΣ ŀƴŘ ŀƭǎƻ ŀǎ ŀƴ ŀǊǘƛǎǘΦ 5ŀƛǊΩǎ 

ƛƴŦƭǳŜƴŎŜ ƻƴ aŀƎƎǎΩǎ ŀǊǘƛǎǘƛŎ ǿƻǊƪ ǿƛƭƭ ōŜ ŀŘŘǊŜǎǎŜŘ ƛƴ tŀǊǘ н ƻŦ ǘƘƛǎ ŘƛǎǎŜǊǘŀǘƛƻƴΦ  

Lƴ ŀŘŘƛǘƛƻƴ ǘƻ ƛƴŦƭǳŜƴŎƛƴƎ aŀƎƎǎΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘȅǇƻƎǊŀǇƘƛŎ ŦƻǊƳ ŀƴŘ ǎǘǊǳŎǘǳǊŜΣ 

5ŀƛǊΩǎ ŎƭŀǎǎŜǎ ƛƴǘǊƻŘǳŎŜŘ ƘƛƳ ǘƻ ǘƘŜ ǿƻǊƪ ƻŦ !ƳŜǊƛŎŀƴ ǇǊŀŎǘƛǘƛƻƴŜǊǎΦ ¢ƘŜ ǿƻǊƪ ƻŦ ƎǊŀǇƘƛŎ 

designer, illustrator, and writer Jerome Snyder (1916ς76) particularly resonated with Maggs. 

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

including Fortune. In the 1950s he was the first art director of Sports Illustrated magazine, 

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

{ƴȅŘŜǊΩǎ ŘŜǎƛƎƴǎ ŀƴŘ ƛƭƭǳǎǘǊŀǘƛƻƴǎ ǿŜǊŜ ŀƴ ƛƳǇƻǊǘŀƴǘ ǎƻǳǊŎŜ ƻŦ ƛƴǎǇƛǊŀǘƛƻƴ ŦƻǊ aŀƎƎǎ όŦƛƎΦ мΦрύΦ άL 

ǿƻǳƭŘ ǘŀƪŜ ǘƘƛƴƎǎ ƻǳǘ ƻŦ Ƙƛǎ ŘǊŀǿƛƴƎǎ ŀƴŘ ǘǊȅ ǘƻ ŘƛǎƎǳƛǎŜ ǘƘŜƳ ǎƻ ǇŜƻǇƭŜ ǿƻǳƭŘƴΩǘ ƪƴƻǿ ǿƘŜǊŜ 

L ƘŀŘ ƎƻǘǘŜƴ ǘƘŜ ƛƴŦƭǳŜƴŎŜΗέ aŀggs admitted.18 {ƴȅŘŜǊΩǎ ƴŀƳŜ ŀƭǎƻ ŀǇǇŜŀǊǎ ƛƴ aŀƎƎǎΩǎ 

 
17 Carl Dair, Design with Type (New York: Pellegrini & Cudahy, 1952), 44ς45. The book would later be expanded and 
republished in 1967 by University of Toronto Press. 
18 Gail Fisher-¢ŀȅƭƻǊΣ ά!ƴŀǘƻƳȅ ƻŦ ŀ tƻǊǘǊŀƛǘΥ !ƴ LƴǘŜǊǾƛŜǿ ǿƛǘƘ !ǊƴŀǳŘ aŀƎƎǎΣέ Photo Communiqué (Fall 1982): 8.  
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notebook in his lists and descriptions of key influences on his work.19 Like 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 (1914ς70) and Joseph 

Müller-Brockmann (1914ς96), extended the functionalism of the Bauhaus and The New 

Typography by introducing an underlying grid, resulting in what is commonly referred to as the 

{ǿƛǎǎ LƴǘŜǊƴŀǘƛƻƴŀƭ {ǘȅƭŜΣ ƻǊ ǎƛƳǇƭȅ ά{ǿƛǎǎ {ǘȅƭŜ.έ ¢ƘŜ {ǿƛǎǎ {ǘȅƭŜ ŘƻƳƛƴŀǘŜŘ ŎƻǊǇƻǊŀǘŜ ƎǊŀǇƘƛŎ 

ŘŜǎƛƎƴ ƎƭƻōŀƭƭȅΣ ƛƴŎƭǳŘƛƴƎ ƛƴ ǘƘŜ ¦ƴƛǘŜŘ {ǘŀǘŜǎ ŀƴŘ /ŀƴŀŘŀΦ aŀƎƎǎΩǎ ǿƻǊƪ ŦƻǊ L.a ƛƴ ǘƘŜ мфслǎΣ 

for example, demonstrates the visual economy of Swiss functionalism (figs. 1.6 and 1.7). His use 

of an underlying grid, contrast of scale, and the functional use of colour achieve a sense of 

ƻǊŘŜǊ ŀƴŘ ŜǎǘŀōƭƛǎƘ ŀ Ǿƛǎǳŀƭ ƘƛŜǊŀǊŎƘȅΦ IƻǿŜǾŜǊΣ aŀƎƎǎΩǎ ǿƻǊƪ Ŧƛǘǎ ƭŀǊƎŜƭȅ ǿƛǘƘƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ 

American illustrative graphic dŜǎƛƎƴ ǎǳŎƘ ŀǎ {ƴȅŘŜǊΩǎΣ ǿƘƛŎƘ ǊŜŀŎǘŜŘ ŀƎŀƛƴǎǘ ǘƘŜ ǊƛƎƛŘƛǘȅ ƻŦ ǘƘŜ 

LƴǘŜǊƴŀǘƛƻƴŀƭ {ǘȅƭŜΦ aŀƎƎǎΩǎ ŘŜǎƛƎƴ ǿƻǊƪ ǘŜƴŘŜŘ ǘƻ ƭŜŀƴ ƛƴ ŀ ƳƻǊŜ ǇƭŀȅŦǳƭΣ ŜƴŜǊƎŜǘƛŎ ŘƛǊŜŎǘƛƻƴΣ 

defined by the use of illustration and often hand lettering. Chicken a la King (1953) offers an 

example of his lively approach to both imagery and text in his illustrations from that period (fig. 

1.8).  

Founded in 1954 by Seymour Chwast (b. 1931), Milton Glaser, Reynold Ruffins (1930ς

2021), and Edward Sorel (b. 1929), Push Pin was a hugely influential design and illustration 

studio in New York City, with an international reputation and a stable of admirers and copiers. 

!ǎ ŘŜǎƛƎƴŜǊ .ŀǊǊȅ ½ŀƛŘ ŜȄǇƭŀƛƴǎΣ ǘƘŜǊŜ ǿŜǊŜ άŀ ƴǳƳōŜǊ ƻŦ ƛƭƭǳǎǘǊŀǘƻǊǎ ǿƘƻ τ like Push Pin τ 

ŀƭǎƻ ǿƻǊƪŜŘ ǿƛǘƘ ƭŜǘǘŜǊƛƴƎΦέ ½ŀƛŘ ŀǎǎŜǊǘǎ ǘƘŀǘΣ ƛƴ ¢ƻǊƻƴǘƻΣ !ǊƴŀǳŘ aŀƎƎǎ ŀƴŘ Theo Dimson 

 
19 !ǊƴŀǳŘ aŀƎƎǎΣ άtŜǊǎƻƴŀƭ WƻǳǊƴŀƭΥ .ŜƎƛƴƴƛƴƎ мфтрΣέ ǳƴǇŀƎƛƴŀǘŜŘ ƴƻǘŜōƻƻƪΣ мфтрς81, LAC, Ottawa, R7959-5522, 
R7959-137-3-E, vol. 839. 
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άǿŜǊŜ ǘƻǇǎ ƛƴ ǘƘŀǘ ŀǊŜŀ ŀǘ ǘƘŜ ǘƛƳŜΣέ ƴƻǘƛƴƎ ǘƘŀǘ 5ƛƳǎƻƴΩǎ ŀǇǇǊƻŀŎƘ ǿŀǎ ǊŜŦƛƴŜŘ ŀƴŘ aŀƎƎǎΩǎ 

was mischievous.20 tǳǎƘ tƛƴΩǎ ƻǳǘǇǳǘ ǿŀǎ ŎƘŀǊŀŎǘŜǊƛȊŜŘ ōȅ ǘƘŜ ǳǎŜ ƻŦ ōƻƭŘ ƛƭƭǳǎǘǊŀǘƛƻƴ ŀƴŘ 

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 impact can still be 

seen in his work, and he cites the studio in the list of influences in his notebook.21 tǳǎƘ tƛƴΩǎ 

ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ ŀŜǎǘƘŜǘƛŎ ƛǎ ŜǾƛŘŜƴǘ ƛƴ aŀƎƎǎΩǎ ǇǊƻƳƻǘƛƻƴŀƭ ƳŀǘŜǊƛŀƭ ŦƻǊ !Ǌǘ !ǎǎƻŎƛŀǘŜǎ ƛƴ мфсп 

(fig. 1.10). The grid-based layout and varied illustrations in 1945 (1964), for example, 

demonstrate similar structural and stylistic strategies. Likewise, the boisterous logo design and 

posters Maggs created to advertise Toronto-based antique store Antiques & Things (figs. 1.10ς

1.13) recall the work of the famous American studio. The seductive draw of Push Pin had an 

ƛƳǇŀŎǘ ƻƴ ¢ƻǊƻƴǘƻΩǎ ŘŜǎƛƎƴ ŎƻƳƳǳƴƛǘȅΣ ƭŜŀŘƛƴƎ ǘƻ ŀƴ ŜȄƻŘǳǎ ƻŦ ǎŜǾŜǊŀƭ ƻŦ aŀƎƎǎΩǎ ŎƻƭƭŜŀƎǳŜǎ 

to New York to work there in the 1960s, including Hedda and Doug Johnson and Zaid, who went 

to Push Pin following a brief stint at Art Associates when Maggs was art director. 

In 1952 Maggs received an early honour in Canadian Art magazine, when Dair 

ǇǊƻŎƭŀƛƳŜŘΣ άaƻƴǘǊŜŀƭ Ƙŀǎ ƛǘǎ ōǊƛƎƘǘ ǎƻƴǎ ƛƴ !ǊƴŀǳŘ aŀƎƎǎΣ DŜƻǊƎŜ ²ƛƭŘŜΣ IŜŎǘƻǊ {Ƙŀƴƪǎ ŀƴŘ 

¢ŀƴŎǊŝŘŜ aŀǊǎƛƭΦέ22 Dair was summarizing the 1951 exhibitions of the Art Directors Clubs of 

Montreal and Toronto, drawing attention to successful projects and the promise of the younger 

ƎŜƴŜǊŀǘƛƻƴΣ ŀǊƎǳƛƴƎ ǘƘŀǘ άǘƘŜ ƴŜǿ ŎǊƻǇ ƻŦ ŀǊǘƛǎǘǎ ƛǎ ǎǘǳǊŘȅ ŀƴŘ ǎƻǳƴŘ ŀƴŘ ƛƳŀƎƛƴŀǘƛǾŜΦέ23 

aŀƎƎǎΩǎ ǿƻǊƪ ǿƻǳƭŘ ŎƻƴǘƛƴǳŜ ǘƻ be included in Canadian Art roundups of strong contemporary 

 
20 Designer Barry Zaid, email discussion with author, July 5, 2017. 
21 aŀƎƎǎΣ άtŜǊǎƻƴŀƭ WƻǳǊƴŀƭΦέ  
22 /ŀǊƭ 5ŀƛǊΣ άbŜǿ tŀǘǘŜǊƴǎ ƛƴ /ŀƴŀŘƛŀƴ !ŘǾŜǊǘƛǎƛƴƎΣέ Canadian Art 9, no. 4 (Summer 1952), 157. 
23 Ibid., 173. 



 52 

graphic design throughout the 1950s and 1960s, and the magazine twice commissioned his 

illustration work for the cover in the 1950s.24 In 1960, when the Canadian Art published a 

special issue on graphic design, eleven of his designs were featured on its pages.25  

 

Though the influence of European modernism is undeniable in design work of this period, 

ŘŜǎƛƎƴ ƘƛǎǘƻǊƛŀƴǎ {ǘŜǾŜƴ IŜƭƭŜǊ ŀƴŘ DǊŜƎ 5ΩhƴƻŦǊƛƻ ŎƻƴǘŜƴŘ ǘƘŀǘ ά!ƳŜǊƛŎŀƴ aƻŘŜǊƴƛǎǘǎ ŎŀƳŜ ƛƴ 

Ƴŀƴȅ ŦƭŀǾƻǊǎΦέ26 !ƳƻƴƎ ǘƘŜǎŜ ǘƘŜȅ ƴƻǘŜ ǘƘŜ άǊŀǘƛƻƴŀƭ ƳƻŘŜǊƴǎΣέ ǿƘƻǎŜ ǿƻǊƪ ƛǎ ŎƭƻǎŜƭȅ ŀƭƛƎƴŜŘ 

ǿƛǘƘ ǘƘŜ {ǿƛǎǎ {ǘȅƭŜΤ ǘƘŜ άŜȄǳōŜǊŀƴǘ ƳƻŘŜǊƴǎΣέ ǿƘƻ ŜȄǇƭƻǊŜŘ άōƛƎ ƛŘŜŀǎέ ǳǎƛƴƎ ǘȅǇƻƎǊŀǇƘȅΤ ŀƴŘ 

ǘƘŜ άŜŎƭŜŎǘƛŎ ƳƻŘŜǊƴǎΣέ ǿƘƻ ŜƳǇƘŀǎƛȊŜŘ ǇŜǊǎƻƴŀƭΣ ŜȄǇǊŜǎǎƛǾŜ ŜƭŜƳŜƴǘǎ ƛƴ ǘƘŜƛǊ ŘŜǎƛƎƴǎ.27 The 

illustrative approaches of many American designers in the mid-century period exemplify this 

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

(1915ςррύΣ ǿƘƻ ƘŀŘ ŀ ǇǊƻŦƻǳƴŘ ƛƳǇŀŎǘ ƻƴ aŀƎƎǎΩǎ ǿŀȅ ƻŦ ǘƘƛƴƪƛƴƎ. 

Lƴ мфрм aŀƎƎǎΩǎ ŦƛǊǎǘ ǎƻƴΣ [ŀǳǊŜƴŎŜ όŀƭǎƻ ƪƴƻǿƴ ŀǎ [ƻǊŜƴȊƻύΣ ǿŀǎ ōƻǊƴΦ ¢Ƙŀǘ ǎŀƳŜ ȅŜŀǊ 

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 clients, including 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 

ƛƴ мфрмΦ άLǘ ǿŀǎ ŀ ǘƘǊƛƭƭƛƴƎ ŜȄǇŜǊƛŜƴŎŜΣέ aŀƎƎǎ ǿǊƻǘŜΦ άIŜ ƘŜƭǇŜŘ Ƴȅ ǳƴŀǊǘƛŎǳƭŀǘŜŘ ǘƘƻǳƎƘǘǎ 

 
24 See Canadian Art 13, no. 4 (Summer 1956) and Canadian Art 15, no. 2 (Spring 1958). 
25 See Canadian Art, special Issue on graphic design (May 1960): 54, 56, 62, 70, 97, 140, 181, 183, 187, 197, and 
198. 
26 {ǘŜǾŜƴ IŜƭƭŜǊ ŀƴŘ DǊŜƎ 5ΩhƴƻŦǊƛƻΣ The Moderns: Midcentury American Graphic Design (New York: Abrams, 
2017), 13. 
27 Ibid. 
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ōŜŎƻƳŜ ŎƭŜŀǊΦέ28 According to Maggs, Lustig insisted that άƛŦ ȅƻǳΩǊŜ ƎƻƛƴƎ ǘƻ ōŜ ŀƴ ŀǊǘƛǎǘ ƛǘ Ƙŀǎ 

ǘƻ ǇŜǊƳŜŀǘŜ ŜǾŜǊȅ ŎŜƭƭ ƻŦ ȅƻǳǊ ōŜƛƴƎΣ ƛǘ Ƙŀǎ ǘƻ ƛƴŦƻǊƳ ŀƭƭ ȅƻǳǊ ŘŜŎƛǎƛƻƴǎΣ Řŀȅ ŀƴŘ ƴƛƎƘǘΣ нпκтΦέ29 

Lǘ ǿŀǎ ŀ ǇƛǾƻǘŀƭ ƳƻƳŜƴǘ ŦƻǊ ƘƛƳΤ [ǳǎǘƛƎΩǎ ƭŜŎǘǳǊŜ ŜƴŜǊƎƛȊŜŘ aŀƎƎǎ ŀƴŘ ƛƴǎǇƛǊŜŘ ƘƛƳ ǘƻ ƳƻǾŜ ǘƻ 

New York City with his young family.  

Lustig died very young τ he was just forty years old τ 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 relationship with paiƴǘƛƴƎΦ ά¢ƘŜ ƛƴǘŜǊ-

relationship between the highest kind of experimental painting and the best kind of design is a 

ǾŜǊȅ ŎƭƻǎŜ ƻƴŜ ŀƴŘ ŀ ǾŜǊȅ ǇǊƻŦƻǳƴŘ ƻƴŜΣέ ƘŜ ŀǊƎǳŜŘ ƛƴ мфрнΦ aƻǊŜƻǾŜǊΣ ƘŜ ŘŜŎƭŀǊŜŘΣ άƛǘ ǿŀǎ ƴƻ 

accident that the best design came out of the Bauhaus, where you also had some of the best 

ǇŀƛƴǘŜǊǎΦέ30 Indeed, the aesthetic influence of abstract painters such as Joan Míro (1893ς1983) 

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 the work of modernist 

writers, including D.H. Lawrence, Ezra Pound, Tennessee Williams, and Henry Miller, among 

ƻǘƘŜǊǎΦ [ǳǎǘƛƎΩǎ ŎƻǾŜǊ ŦƻǊ The Man Who Died (1947), by Lawrence, for instance, recalls the visual 

ŜŎƻƴƻƳȅ ƻŦ aƝǊƻΩǎ ǿƻǊƪ ƻŦ ǘƘŜ ǎŀƳŜ ǇŜǊƛƻŘΣ ŦŜŀǘǳǊƛƴƎ ŀƴ ŜƳǇƘŀǎƛǎ ƻƴ ƭƛƴŜΣ ǇƻƛƴǘΣ ŀƴŘ ǎƘŀǇŜ 

that playfully blurs the boundaries between representation and abstraction (fig. 1.16). 

Frequently using the lŀƴƎǳŀƎŜ ƻŦ ŀōǎǘǊŀŎǘƛƻƴ ŀƴŘ ǎǳǊǊŜŀƭƛǎƳΣ [ǳǎǘƛƎΩǎ ŀǇǇǊƻŀŎƘ ǿŀǎ ǘƻ ŎŀǇǘǳǊŜ 

 
28 aŀƎƎǎΣ άtŜǊǎƻƴŀƭ WƻǳǊƴŀƭΦέ 
29 9ƴǊƛƎƘǘΣ ά5ŜǎƛƎƴǎ ƻƴ [ƛŦŜΣ 46.  
30 !ƭǾƛƴ [ǳǎǘƛƎΣ ά5ŜǎƛƎƴƛƴƎΥ ! tǊƻŎŜǎǎ ƻŦ ¢ŜŀŎƘƛƴƎΣέ ƛƴ The Collected Writings of Alvin Lustig, with an introduction by 
Philip Johnson (New Haven, CT: Holland R. Melson Jr., 1958), 20ς21; first published in the Western Arts Association 
Bulletin, September 1952. 
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ǘƘŜ ǎǇƛǊƛǘ ƻŦ ǘƘŜ ǘŜȄǘ ǊŀǘƘŜǊ ǘƘŀƴ ƻŦŦŜǊ ŀ ƭƛǘŜǊŀƭ ƛƭƭǳǎǘǊŀǘƛƻƴΦ ¢ƘŜ ǊŜǎǳƭǘΣ ŀǎ ƻƴŜ ŎǊƛǘƛŎ ŎƭŀƛƳŜŘΣ άƘŀǎ 

ƳƻǊŜ ƛƳŀƎƛƴŀǘƛǾŜ ǇƻǿŜǊ ǘƘŀƴ ŘƛǊŜŎǘ ƛƭƭǳǎǘǊŀǘƛƻƴ ŎƻǳƭŘ ŀŎƘƛŜǾŜΦέ31 

In his notebooks, Maggs also names Míro as an inspiration, alongside other painters 

who explored abstraction, such as Pablo Picasso (1881ς1973), Klee, Arshile Gorky (1904ς48), 

and Willem de Kooning (1904ς97), and he cites Fantastic Art, Dada & Surrealism, published by 

aƻa! ƛƴ мфптΣ ŀǎ ŀƴ ƛƳǇƻǊǘŀƴǘ ƛƴŦƭǳŜƴŎŜΦ ά¢ƘŜ ōƻƻƪ ŜǾŜƴ ǎƳŜƭǘ ǎǳǊǊŜŀƭƛǎǘƛŎΣέ ƘŜ ǿǊƻǘŜΦ32 But 

ƳƻǊŜ ƛƳǇƻǊǘŀƴǘ ǘƘŀƴ [ǳǎǘƛƎΩǎ ŘŜǎƛƎƴ ǿƻǊƪ ŀǎ ŀŜǎǘƘŜǘƛŎ ƛƴǎǇƛǊŀǘƛƻƴ ǿŜǊŜ Ƙƛǎ ǇƘƛƭƻǎƻǇƘƛŜǎ ƻƴ 

ŘŜǎƛƎƴ ŀƴŘ ƭƛŦŜΣ ǿƘƛŎƘ ƘŀŘ ŀ ƳƻǊŜ ŜƴŘǳǊƛƴƎ ƛƳǇŀŎǘ ƻƴ aŀƎƎǎΩǎ ŎŀǊŜŜǊΣ ŜǾŜƴ ŀǎ ƛǘ ŜǾƻƭǾŜŘ ŦǊƻƳ 

commercial to fine art practice. 

In his writings, Lustig addresses the differences between the applied and the fine arts. 

ά¢ƘŜ ōŀǎƛŎ ŘƛŦŦŜǊŜƴŎŜ ōŜǘǿŜŜƴ ǘƘŜ ƎǊŀǇƘƛŎ ŘŜǎƛƎƴŜǊ ŀƴŘ ǘƘŜ ǇŀƛƴǘŜǊ ƻǊ ǎŎǳƭǇǘƻǊΣέ ƘŜ ŜȄǇƭŀƛƴǎΣ 

άƛǎ Ƙƛǎ ǎŜŀǊŎƘ ŦƻǊ ǘƘŜ ΨǇǳōƭƛŎΩ ǊŀǘƘŜǊ ǘƘŀƴ ǘƘŜ ΨǇǊƛǾŀǘŜΩ ǎȅƳōƻƭΦέ CǳǊǘƘŜǊΣ ƘŜ ƛƴǎƛǎǘǎΣ άƛǘ ƛǎ ǘƘƛǎ 

tragic split between the public and private experience that makes both our society and our art 

ŦǊŀƎƳŜƴǘŀǊȅ ŀƴŘ ƛƴŎƻƳǇƭŜǘŜΦέ33 [ǳǎǘƛƎΩǎ ŀƛƳΣ ǘƘƻǳƎƘΣ ǿŀǎ ƴƻǘ ǘƻ ōŜ ŀ ǇŀƛƴǘŜǊΤ ƘŜ ōŜƭƛŜǾŜŘ ƛƴ ǘƘŜ 

ǊƻƭŜ ƻŦ ŘŜǎƛƎƴ ŀƴŘ ǘƘŜ ǊŜǎǇƻƴǎƛōƛƭƛǘȅ ƻŦ ǘƘŜ ŘŜǎƛƎƴŜǊΦ !ǎ ƘŜ ǿǊƻǘŜ ǘƻ [ŀǳƎƘƭƛƴ ƛƴ мфпуΣ άL ǘƘƛƴƪ 

that it is in this effort to break down the barrier between art and life that the most challenging 

ǇǊƻōƭŜƳ ƭƛŜǎΣ ŀƴŘ ǿƘƛŎƘ L ŦŜŜƭ Ƴȅ ŎƻƴǘǊƛōǳǘƛƻƴ ƳƛƎƘǘ ōŜ ƳŀŘŜΦέ34 In addition to a significant and 

influential body of work, it is his insistence τ inspired by the Bauhaus τ on integrating art and 

 
31 /ΦCΦhΦ /ƭŀǊƪŜΣ ά!ƭǾƛƴ [ǳǎǘƛƎΥ /ƻǾŜǊ 5ŜǎƛƎƴǎΣέ Graphis 4, no. 23 (1948): 244. 
32 aŀƎƎǎΣ άtŜǊǎƻƴŀƭ WƻǳǊƴŀƭΦέ 
33 !ƭǾƛƴ [ǳǎǘƛƎΣ άDǊŀǇƘƛŎ 5ŜǎƛƎƴΣέ ƛƴ The Collected Writings of Alvin Lustig, with an introduction by Philip Johnson 
(New Haven, CT: Holland R. Melson Jr., 1958), 35ς36. 
34 Alvin Lustig to James Laughlin, January 9, 1948, Correspondence, 1943ς55 and undated, Bequest of James 
Laughlin IV, Houghton Library, Harvard University, quoted in Steven Heller and Elaine Lustig Cohen, Born Modern: 
The Life and Design of Alvin Lustig (San Francisco: Chronicle Books, 2010), 56. 
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ƭƛŦŜ ǘƘǊƻǳƎƘ ŘŜǎƛƎƴ ǘƘŀǘ ŎƻƴǘǊƛōǳǘŜǎ ǘƻ [ǳǎǘƛƎΩǎ ƭŜƎŀŎȅΦ Iƛǎ ǇǊŀŎǘƛŎŜ ŜȄǘŜƴŘŜŘ ōŜȅƻƴŘ ƎǊŀǇƘƛŎ 

design to include textiles, architecture, and furniture, which aligned with his push for 

interdisciplinarity in the practice. His dedication to shaping design as a profession with mutable 

ōƻǳƴŘŀǊƛŜǎ ǇŜǊƘŀǇǎ ŎƻƴǘǊƛōǳǘŜŘ ǘƻ aŀƎƎǎΩǎ ŎƻƳŦƻǊǘ ƛƴ ƳƻǾƛƴƎ ŦǊƻƳ ƻƴŜ ŘƛǎŎƛǇƭƛƴŜ ǘƻ ŀƴƻǘƘŜǊ 

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 (1898ς1971) as the instructor of one 

such class, Maggs selected a different teacher.35 It is interesting to speculate what direction his 

ǿƻǊƪ ƳƛƎƘǘ ƘŀǾŜ ǘŀƪŜƴ ƘŀŘ ƘŜ ŜƴǊƻƭƭŜŘ ƛƴ .ǊƻŘƻǾƛǘŎƘΩǎ Ŏƭŀǎǎ ƛƴǎǘŜŀŘΣ ōŜŎŀǳǎŜ ǘƘŜ ŦŀƳŜŘ 

Russian-born art director favoured photography. His experimental and dynamic use of the 

medium often featured the work of European avant-garde photographers such as Man Ray, for 

instance.  

aŀƎƎǎΩǎ ǘƛƳŜ ƛƴ bŜǿ ¸ƻǊƪ ǎƘŀǇŜŘ Ƙƛǎ ǿƻǊƪ ŜǘƘƛŎ ŀƴŘ ŀǘǘŜƴǘƛƻƴ ǘƻ ŘŜǘŀƛƭΦ άL ǘƘƛƴƪ ǿƘŀǘ 

ƛƴŦƭǳŜƴŎŜŘ ƳŜ ǘƘŜ ƳƻǎǘΣέ ƘŜ ŜȄǇƭŀƛƴŜŘΣ άǿŀǎ ǘƘŜ ǇǊƻŦŜǎǎƛƻƴŀƭƛǎƳ ŀƴŘ ǘƘŜ ŘǊƛǾŜ ǘƻ ŜȄŎŜƭΣ ǿƘƛŎƘ L 

ƘŀŘƴΩǘ ŜȄǇŜǊƛŜƴŎŜŘ ƛƴ aƻƴǘǊŜŀƭΦ !Ǌǘ ŘƛǊŜŎǘƻǊǎ ǿƻǳƭŘ ǎŜƴŘ ƳŜ ōŀŎƪ ŀƎŀƛƴ ŀƴŘ again to my studio 

ǘƻ ƳŀƪŜ ŀ ŘǊŀǿƛƴƎ ōŜǘǘŜǊΦέ36 He also met designer and illustrator Jack Wolfgang Beck (1923ς

ууύΣ ǿƘƻ ƛƴŦƭǳŜƴŎŜŘ Ƙƛǎ ǿƻǊƪΦ !ǘ ¢ǳŜǎŘŀȅ ƴƛƎƘǘ ƎŀǘƘŜǊƛƴƎǎ ǿƛǘƘ .ŜŎƪΩǎ ŦǊƛŜƴŘǎΣ aŀƎƎǎ 

encountered other New York-based designers, including Rudolph de Harak (1924ς2002) and 

Jerome Kühl (1927ς2016). Beck had established the Loft Gallery in his Manhattan studio, where 

 
35 {ǘŀƛƴōŀŎƪΣ άv ŀƴŘ !Σέ ммлΦ 
36 Ibid., 111. 
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he would show the artwork of local illustrators. Among them was Andy Warhol (1928ς87), who, 

ƭƛƪŜ aŀƎƎǎΣ ōŜƎŀƴ Ƙƛǎ ŎŀǊŜŜǊ ƛƴ ŎƻƳƳŜǊŎƛŀƭ ŀǊǘΦ ²ƘŜƴ ²ŀǊƘƻƭΩǎ ŘǊŀǿƛƴƎǎ ŀǇǇŜŀǊŜŘ ƻƴ .ŜŎƪΩǎ 

gallery walls, Maggs purchased three of them for five dollars each.  

¢ƘŜǊŜ ŀǊŜ ǎŜǾŜǊŀƭ ǇŀǊŀƭƭŜƭǎ ōŜǘǿŜŜƴ ²ŀǊƘƻƭΩǎ ŎŀǊŜŜǊ ŀƴŘ ǘƘŀǘ ƻŦ aŀƎƎǎΦ ¢ƘŜ ǘǿƻ ǿŜǊŜ 

working in commercial art in New York City at the same time and their professional circles 

overlapped. As Maggs notes in his late-career interview with Charles Stainback, however, 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 

ƳƻǾŜǎ ƛƴ ǘƘŜ ŘƛǊŜŎǘƛƻƴ ƻŦ ŀǊǘΦ ά!ƴŘȅ ǿŀǎƴΩǘ ǎǘǊǳƎƎƭing in the same way. In some circles he was 

ǊŜƎŀǊŘŜŘ ŀǎ ǘƘŜ ŀǊǘƛǎǘ ƻŦ ǘƘŜ ƳƻƳŜƴǘΣέ aŀƎƎǎ ŜȄǇƭŀƛƴŜŘΦ άLŦ ƘŜ ǿŀǎ ǎǘǊǳƎƎƭƛƴƎΣ ƛǘ ǿŀǎ ǘƻ ōŜŎƻƳŜ 

ǘƘŜ ŀǊǘƛǎǘ ƘŜ ŜǾŜƴǘǳŀƭƭȅ ōŜŎŀƳŜΦ L ǿŀǎ Ƨǳǎǘ ōŜƎƛƴƴƛƴƎΦ L ǿŀǎ ǎǘǊǳƎƎƭƛƴƎ ǘƻ ǎǳǊǾƛǾŜΦέ37 

Nevertheless, Warhol remained an important influence.  

aŀƴȅ ƘŀǾŜ ǇƻƛƴǘŜŘ ǘƻ ŀŦŦƛƴƛǘƛŜǎ ōŜǘǿŜŜƴ ǘƘŜ ŦƻǊƳŀƭ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎ ƻŦ aŀƎƎǎΩǎ ŀǊǘǿƻǊƪ 

and the grids and seriality of Warhol and the minimalist sensibilities of Sol LeWitt (1928ς2007) 

and Carl Andre (1935ς2024).38 ¢ƘŜ ƳǳƭǘƛǇƭƛŎƛǘȅ ŀƴŘ ǊŜǇŜǘƛǘƛƻƴ ǘƘŀǘ ŘŜŦƛƴŜ ²ŀǊƘƻƭΩǎ ǎƛƭƪǎŎǊŜŜƴŜŘ 

ǇƻǊǘǊŀƛǘǎΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ǎƘŀǇŜŘ aŀƎƎǎΩǎ ƛŘŜŀǎ ŀōƻǳǘ ǎǘǊǳŎǘǳǊŜ ŀƴŘ ŦƻǊƳŀǘ ōƻǘƘ ŎƻƴŎŜǇǘǳŀƭƭȅ ŀƴŘ 

formally. 5ŜŎƭŀǊƛƴƎ ²ŀǊƘƻƭ Ƙƛǎ ŦŀǾƻǳǊƛǘŜ ŀǊǘƛǎǘΣ aŀƎƎǎ ƘƛƳǎŜƭŦ ŀǎǎŜǊǘŜŘΣ άIŜ ǿƻǳƭŘ ǎƘƻǿ ŀ ƎǊƛŘΣ 

repeating the same image with variations caused by either too much or too little ink in the 

silkscreen. I would show a grid, which would appear to be the same image but which would 

 
37 Ibid. 
38 See, for instance, Maia-aŀǊƛ {ǳǘƴƛƪΣ άtƻǊǘǊŀƛǘǎ ōȅ !ǊƴŀǳŘ aŀƎƎǎΣέ ƛƴ tƘƛƭƛǇ aƻƴƪΣ !ǊƴŀǳŘ aŀƎƎǎΣ ŀƴŘ aŀƛŀ-Mari 
Sutnik, Arnaud Maggs: Works, 1976ς1999 ό¢ƻǊƻƴǘƻΥ tƻǿŜǊ tƭŀƴǘΣ мфффύΣ фΦ {ŜŜ ŀƭǎƻ tƘƛƭƛǇ aƻƴƪΣ ά[ƛŦŜΩǎ ¢ǊŀŎŜǎΣέ ƛƴ 
the same volume, 20ς21. 
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ŀŎǘǳŀƭƭȅ ōŜ ǾŜǊȅ ǎƛƳƛƭŀǊ ǇƻǊǘǊŀƛǘǎ ƻŦ ǘƘŜ ǎŀƳŜ ǎǳōƧŜŎǘΦέ39 !ƪƛƴ ǘƻ [ǳǎǘƛƎΩǎ ƛƴŦƭǳŜƴŎŜΣ ²ŀǊƘƻƭ ŀƭǎƻ 

ƘŀŘ ŀƴ ƛƳǇŀŎǘ ƻƴ aŀƎƎǎΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǿƘŀǘ ƛǘ ƛǎ ǘƻ ōŜ ŀƴ ŀǊǘƛǎǘΦ !ƭƛƎƴŜŘ ǿƛǘƘ ǘƘŜ ƭŀƴƎǳŀƎŜǎ 

ŀƴŘ ǎǘǊŀǘŜƎƛŜǎ ƻŦ ŀŘǾŜǊǘƛǎƛƴƎ ŀƴŘ ǇƻǇǳƭŀǊ ŎǳƭǘǳǊŜΣ ²ŀǊƘƻƭΩǎ artistic identity was defined both by 

his persona and the 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 and establish 

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

(1921ς86) and André Kertész (1894ς1985) τ discussed in more detail in part 2 τ Maggs also 

shared WarƘƻƭΩǎ ŦŀǎŎƛƴŀǘƛƻƴ ǿƛǘƘ ŎŜƭŜōǊƛǘȅ ŀƴŘ ŎƻƭƭŀōƻǊŀǘƛƻƴΦ 

 

Lƴ bŜǿ ¸ƻǊƪΣ aŀƎƎǎΩǎ ƛƴǘŜǊŜǎǘǎ ƛƴ ŘŜǎƛƎƴ ŀƴŘ ƧŀȊȊ ŎƻŀƭŜǎŎŜŘΦ IŜ ǇǊƻŘǳŎŜŘ ŀƭōǳƳ ŎƻǾŜǊǎ ŦƻǊ ōƻǘƘ 

Columbia Records and Prestige Records (figs. 1.17ς1.19), including one for Jazz 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 studio.40 American graphic 

designer Alex Steinweiss (1917ς2011) is credited with developing the idea of album cover art in 

the late 1930s. Likewise, designer Reid Miles (1927ς93), who in his prolific career produced 

nearly five hundred album covers, is viewed as thŜ άŦŀǘƘŜǊ ƻŦ ǘƘŜ ƳƻŘŜǊƴ ƧŀȊȊ ŀƭōǳƳ ŎƻǾŜǊΦέ41 

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

 
39 {ǘŀƛƴōŀŎƪΣ άv ŀƴŘ !Σέ мммΦ 
40 Ibid., 110. 
41 IŜƭƭŜǊ ŀƴŘ 5ΩhƴƻŦǊƛƻΣ The Moderns, нснΦ CƻǊ ŀ ŦǳǊǘƘŜǊ ƻǾŜǊǾƛŜǿ ƻŦ ǘƘŜ ǇŜǊƛƻŘΣ ǎŜŜ ¢ƘŜƻ LƴƎƭƛǎΣ άwŜŎƻǊŘ {ƭŜŜǾŜǎΣέ 
in Mid-century Modern Graphic Design (London: Batsford, 2019), 63ς107. 
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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 music in their design. Many 

prominent artists, illustrators, and designers, including Albers, Lustig, Jim Flora (1914ς98), and 

{ƴȅŘŜǊΣ ŀƳƻƴƎ ƻǘƘŜǊǎΣ ƘŜƭǇŜŘ ǘƻ ŘŜŦƛƴŜ ǘƘŜ ƭƻƻƪ ƻŦ ǘƘŜ ǊŜŎƻǊŘ ǎƭŜŜǾŜ ƛƴ ǘƘŜ мфплǎΣ ΩрлǎΣ ŀƴŘ 

ΩслǎΦ aŀƎƎǎΩǎ ǎǘȅƭŜ ŀǘ ǘƘŜ ǘƛƳŜ ǿŀǎ ǾŀǊied, but the artwork of Jazz at Massey Hall exemplifies 

his playful illustrative approach. On the back of the album he explored space and typographic 

ŦƻǊƳ ōȅ ǎŜǘǘƛƴƎ ǘƘŜ ŎƻǇȅ ƛƴǎƛŘŜ ƭŀǊƎŜ ƭŜǘǘŜǊŦƻǊƳǎ ǎǇŜƭƭƛƴƎ άW!½½Φέ 

It was a challenging time, ƘƻǿŜǾŜǊΦ !ǎ aŀƎƎǎ ƭŀǘŜǊ ǊŜŎŀƭƭŜŘΣ ά²Ŝ ŎƻǳƭŘƴΩǘ ŀŦŦƻǊŘ ǘƻ Ǝƻ ǘƻ 

a movie, much less hear some live jazz. I pounded the pavement in the daytime looking for 

interesting work. At night I laid out full-page newspaper ads for out-of-town department 

ǎǘƻǊŜǎΦέ42 In 1954, 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 studio (fig. 

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 

ŦŀƳƛƭȅΩǎ 5ƻƴ aƛƭƭǎ ƘƻƳŜΦ Iƛǎ ǘƘƛǊŘ ŎƘƛƭŘΣ ŘŀǳƎƘǘŜǊ /ŀƛǘƭŀƴΣ ǿŀǎ ōƻǊƴ ǘƘŀǘ ǎŀƳŜ ȅŜŀǊΦ aŀƎƎǎ 

produced a range of design and illustration work during this period, further expanding 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 

 
42 {ǘŀƛƴōŀŎƪΣ άv ŀƴŘ !Σέ мммΦ 
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Maggs collaborated with photographer Peter Croydon on an editorial project for Chatelaine 

ŀōƻǳǘ ŦǊƻȊŜƴ ŘŜǎǎŜǊǘǎΣ ǇŀƛǊƛƴƎ aŀƎƎǎΩǎ ǇƭŀȅŦǳƭ ƭŜǘǘŜǊƛƴƎ ŀƴŘ /ǊƻȅŘƻƴΩǎ ōǊƛƎƘǘ ƛƳŀƎŜǎ ƻŦ ƛŎŜ 

cream (fig. 1.22). ¢ƘŜƛǊ ǿƻǊƪ ǿŀǎ ǊŜŎƻƎƴƛȊŜŘ ōȅ ǘƘŜ !Ǌǘ 5ƛǊŜŎǘƻǊǎΩ /ƭǳō ƻŦ ¢ƻǊƻƴǘƻ όƴƻǿ ǘƘŜ 

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 Croydon.43 In addition 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 both design and illustration. In keeping with the 

ŀǇǇǊƻŀŎƘ ƻŦ ŘŜǎƛƎƴŜǊǎ ǎǳŎƘ ŀǎ [ǳǎǘƛƎΣ ŦƻǊ ŜȄŀƳǇƭŜΣ aŀƎƎǎΩǎ ŎƻǾŜǊǎ τ as seen in the work he 

ǇǊƻŘǳŎŜŘ ƛƴ мфру ŦƻǊ {ƛƴŎƭŀƛǊ wƻǎǎΩǎ The Well and Figurets: More Fun with Figures, by J.A.H. 

Hunter τ 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 Boggeri (1900ς89), the 

Milan-based studio had an international reputation. With its roster of design masters, including 

Boggeri himself, Aldo Calabresi (1930ς2004), Max Huber (1919ς92), Bruno Monguzzi (b. 1941), 

Bruno Munari (1907ς98), and Bob Noorda (1927ςнлмлύΣ ǘƘŜ ǎǘǳŘƛƻΩǎ ǿƻǊƪ ŜȄŜƳǇƭƛŦƛŜŘ Lǘŀƭƛŀƴ 

and Swiss modernism. Their output was characterized by clear communication, 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 

 
43 {ŜŜ !ŘǾŜǊǘƛǎƛƴƎ ϧ 5ŜǎƛƎƴ /ƭǳō ƻŦ /ŀƴŀŘŀΣ ά!ǿŀǊŘκмфруΣ 9ŘƛǘƻǊƛŀƭ !ǊǘΣέ 
https://theadcc.ca/archive/211_1958_award_non-fiction. 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 
projects 48 Views, Turning, and Downwind. 

https://theadcc.ca/archive/211_1958_award_non-fiction
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1.26). His illustrative approach to tubi per irrorazione for Pirelli is bold and simple, particularly in 

contrast to the bold blue flood of the background; it exemplifies the harmonious spatial 

ǊŜƭŀǘƛƻƴǎƘƛǇǎ ǘƘŀǘ ŎƘŀǊŀŎǘŜǊƛȊŜŘ ǘƘŜ ǎǘǳŘƛƻΩǎ ǿƻǊƪΦ aŀƎƎǎ ŀƭǎƻ ǘƻƻƪ ŘǊŀǿƛƴƎ ŎƭŀǎǎŜǎ ŀǘ ǘƘŜ 

Accademia di belle arti di Brera. But his stay in Italy was brief and difficult. He called the move 

άŘƛǎŀǎǘǊƻǳǎΣέ ŀŘƳƛǘǘƛƴƎ ǘƘŀǘ ƘŜ ŀƴŘ ǘƘŜ ŦŀƳƛƭȅ άǎŜŜƳŜŘ ǳƴŀōƭŜ ǘƻ ŎƻǇŜ ǿƛǘƘ ǘƘŜ ŎƘŀƴƎŜ ƛƴ 

ƭƛŦŜǎǘȅƭŜΦέ44 Though just a young child at the time, Caitlan Maggs recalls that some of the 

ǊŜŀǎƻƴǎ ǘƘŜ ŦŀƳƛƭȅ ǎǘǊǳƎƎƭŜŘ ƛƴŎƭǳŘŜŘ aŀƎƎǎΩǎ ŘƛŦŦƛŎǳƭǘƛŜǎ ƎŜǘǘƛƴƎ ǇŀƛŘ ŀƴŘ ƛƭƭƴŜǎǎ ŀƴŘ ƛƴƧǳǊȅ 

among the children: 

Lǘ ǿŀǎ ŀ ōƛǘ ƻŦ ŀ ŦƛŀǎŎƻ Χ ǘƘŜ Ǝǳȅ ŘƛŘƴΩǘ Ǉŀȅ ƘƛƳΦ {ƻ ƘŜ ǿŀǎ ǿƻǊƪƛƴƎ ŦƻǊ ŀōƻǳǘ ŀ ƳƻƴǘƘΤ 
we were all there τ he had three little kids: six, three, and a baby. I had dysentery, Toby 
had scarlet fever or something, and my other brother met with a terrible accident there. 
It was just τ ƛǘ ǿŀǎ ǊŜŀƭƭȅ ǘƻǳƎƘ ƻƴ Ƴȅ ǇŀǊŜƴǘǎΦ Lǘ ǿŀǎ ǊŜŀƭƭȅ ǘƻǳƎƘ ŀƴŘ ƛǘ ŘƛŘƴΩǘ ǿƻǊƪ 
out. 45  

 
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 was honoured in 1961 in the 

ά5ƛǊŜŎǘ !ŘǾŜǊǘƛǎƛƴƎ !ǊǘΣ LƭƭǳǎǘǊŀǘƛƻƴέ ŎŀǘŜƎƻǊȅ ōȅ ǘƘŜ !Ǌǘ 5ƛǊŜŎǘƻǊǎΩ /ƭǳō ƻŦ ¢ƻǊƻƴǘƻΦ 

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 
ƻŦ ǿƻǊƪ ŘŜǎƛƎƴƛƴƎ ōƻƻƪ ŎƻǾŜǊǎ ŀƴŘ ǊŜŎƻǊŘ ŎƻǾŜǊǎ ŀƴŘ ǎǘǳŦŦ ƭƛƪŜ ǘƘŀǘΦ Χ IŜ ƘŀŘ ǘƘƛǎ ŀǊǘ 
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 
Ǝƻǘ ƳŀǊǊƛŜŘΣ ǿƛǘƘ ōŀōƛŜǎ ŀǊǊƛǾƛƴƎΣ ȅƻǳ ŘƛŘƴΩǘ ƘŀǾŜ ŀ ŎŀǊŜŜǊΦ .ǳǘ ǿŜ ǿŜǊŜ ŀƭƭ ŜƴŎƻǳǊŀƎŜŘ 
ǘƻ ŘǊŀǿ ŀ ƭƻǘΦ {ƻ ǿŜ ǿŜǊŜ ŀ ŦŀƳƛƭȅ ƻŦ ŀ ƭƻǘ ƻŦ ŘǊŀǿƛƴƎ ŀƴŘ ǿƘŀǘƴƻǘ Χ 9ǾŜƴ ǿƘŜƴ L ǿŀǎ ŀ 

 
44 Maggs, 15, panel 5. 
45 Caitlan Maggs, discussion with author, September 14, 2017. 
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ǘŜŜƴŀƎŜǊ Χ ǿŜΩŘ Ǝƻ ǳǇ ǘƻ Ƙƛǎ ǇŀǊŜƴǘǎΩ ŎƻǘǘŀƎŜ ƛƴ ǘƘŜ [ŀǳǊŜƴǘƛŀƴǎ ŀƴŘ ǿŜ ǿƻǳƭŘ Řƻ ǘƘŜǎŜ 
group drawings. You know, where each of us would take a turn to draw.46 

 
IŜǊ ƳŜƳƻǊƛŜǎ ƻŦ ƭƛŦŜ ƛƴ 5ƻƴ aƛƭƭǎ Ǉƻƛƴǘ ǘƻ aŀƎƎǎΩǎ ōǳǎȅ ŘŜǎƛƎƴ ŎŀǊŜŜǊΣ ōǳǘ ǘƘŜȅ ŀƭǎƻ ǊŜǾŜŀƭ ǘƘŜ 

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:  

My first time meeting him, he was a slick-looking guy. He was tall and thin and wore 
ǊŜŀƭƭȅ ƘŀƴŘǎƻƳŜ ǎǳƛǘǎΦ L ŘƻƴΩǘ ƪƴƻǿ ǿƘȅ L ǊŜƳŜƳōŜǊ ǘƘŜ ǎǳƛǘǎΣ ōǳǘ ƘŜ ŀƭǿŀȅǎ ƘŀŘ ŀ ǾŜǊȅ 
nice suit on. He was very well dressed. So he was very much the part at that time in his 
ƭƛŦŜΣ ƘŜ ǿŀǎ ǾŜǊȅ ƳǳŎƘ ŀƴ ŀŘǾŜǊǘƛǎƛƴƎ ƎǳȅΦ ¢ƘŀǘΩǎ ŀ ōƛǘ ƻŦ ŀ ŎƭƛŎƘŞΣ ōǳǘ ǘƘŀǘΩǎ ǊŜŀƭƭȅ ǿƘŀǘ 
he was.47 
 

!Ǌǘ ŘƛǊŜŎǘƻǊ ŀƴŘ ŘŜǎƛƎƴŜǊ YŜƛǘƘ .ǊŀƴǎŎƻƳōŜ ƘŀŘ ǎƛƳƛƭŀǊ ǊŜŎƻƭƭŜŎǘƛƻƴǎ ŀōƻǳǘ aŀƎƎΩǎ ǎǘȅƭŜΦ CŜƭƭƻǿ 

designer Allan Fleming encouraged him to meet with Theo Dimson and Maggs when he 

ǊŜǘǳǊƴŜŘ ŦǊƻƳ ǘƘŜ ¦ƴƛǘŜŘ YƛƴƎŘƻƳ ƛƴ ǎŜŀǊŎƘ ƻŦ ǿƻǊƪ ƛƴ /ŀƴŀŘŀΦ άL ŎŀƭƭŜŘ ǘƘŜƳ ǳǇ and I went 

ƻǾŜǊ ǘƻ 5ŀƴŦƻǊǘƘ wƻŀŘΣέ .ǊŀƴǎŎƻƳōŜ ŜȄǇƭŀƛƴŜŘΦ ά!ƴŘ L ǘƘƻǳƎƘǘΣ Ω²ŜƭƭΣ ǘƘŀǘΩǎ ŀ ŎƻǳǇƭŜ ƻŦ ǎǇƛŦŦȅ-

ƭƻƻƪƛƴƎ Ǝǳȅǎ ǘƘŀǘ ǊŜŀƭƭȅ ŘǊŜǎǎŜŘ ǳǇΩΦ {ƻ Mad MenςƭƻƻƪƛƴƎΣ ȅƻǳ ƪƴƻǿΦέ48  

aŀƎƎǎΩǎ ǊŜǇǳǘŀǘƛƻƴ ŦƻǊ ŘŜǎƛƎƴ ǿƻǳƭŘ ŎƻƴǘƛƴǳŜ ǘƻ ǎǘǊŜƴƎǘƘŜƴΦ Lƴ ǘƘŜ мфрлǎ ŀƴŘ мфслǎΣ 

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 such projects 

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 illustrations, Maggs ǎƛƭƪǎŎǊŜŜƴŜŘ ǇƘǊŀǎŜǎ ǎǳŎƘ ŀǎ ά[Ŝǘ aŜ ¢ǊȅΣ LΩƭƭ /ƻƳŜ hǳǘ {ǿƛƴƎƛƴƎέ 

 
46 Ibid. 
47 Jim Donoahue, discussion with author, August 10, 2017. 
48 Keith Branscombe, discussion with author, September 14, 2017. 



 62 

ŀƴŘ ά¦ǎŜ aŜ ƻƴ ¸ƻǳǊ bŜȄǘ /ŀƳǇŀƛƎƴΥ 5ŜǎƛƎƴŜǊ {Ǝǘ aŀƎƎǎέ όŦƛƎǎΦ мΦну ŀƴŘ мΦнфύΦ Lƴ ŀƴƻǘƘŜǊ 

example from the same period, Maggs printed on tissue a constellation of flowers in bright 

colours.49 The inventiveness of his work and the unconventional materials left a lasting 

ƛƳǇǊŜǎǎƛƻƴΦ άL ŎŀƴΩǘ ǊŜƳŜƳōŜǊ ŀƴȅōƻŘȅ ŜǾŜǊ ǘǊȅƛƴƎ ŀƴȅǘƘƛƴƎ ƭƛƪŜ ǘƘŀǘΣέ 5ƻƴƻƘǳŜ ŜȄǇƭŀƛƴŜŘΦ 

ά¢ƛǎǎǳŜ ǇŀǇŜǊ ƛǎ ǇǊŜǘǘȅ ƭƛƎƘǘ ŀƴŘ ŦƭƛƳǎȅΣ ŀƴŘ ǎƛƭƪǎŎǊŜŜƴ ink ƛǎ ǇǊŜǘǘȅ ƘŜŀǾȅ Χ Lǘ ǿŀǎ ǎƻ ōƛȊŀǊǊŜ ǘƻ 

ǘǊȅ ǘƻ Řƻ ǎƻƳŜǘƘƛƴƎ ƻƴ ǘƛǎǎǳŜΦέ50 Lƴ Ƙƛǎ ǾƛŜǿΣ ǘƘŜ ǿƻǊƪ ǊŜǾŜŀƭŜŘ ǎƻƳŜǘƘƛƴƎ ƻŦ aŀƎƎǎΩǎ ŎƘŀǊŀŎǘŜǊ 

ŀǎ ŀ ŘŜǎƛƎƴŜǊΥ άŀǘ ǘƘŜ ǘƛƳŜ ƛǘ ƻŎŎǳǊǊŜŘ ǘƻ ƳŜ ǘƘŀǘ ǘƘƛǎ ǿŀǎ ŀ ǾŜǊȅ ǳƴǳǎǳŀƭ Ǝǳȅ ǿƘƻ ǿƻǳƭŘ 

ŀǘǘŜƳǇǘ ǘƘŀǘ Χ .ǳǘ !ǊƴŀǳŘ ŘƛŘ ƛǘ Χ ƘŜ ŀŎǘǳŀƭƭȅ ǇǳƭƭŜŘ ƛǘ ƻŦŦΦέ51 But, as Donoahue contended, 

aŀƎƎǎ ŘƛŘ ƴƻǘ άǇǳƭƭ ƛǘ ƻŦŦέ ǎƛƳǇƭȅ ŦǊƻƳ ŀ ǘŜŎƘƴƛŎŀƭ Ǉƻƛƴǘ ƻŦ ǾƛŜǿΥ άǘƘŜȅ ǿŜǊŜ ǉǳƛǘŜ ŎǳƴƴƛƴƎ 

ƛƳŀƎŜǎΦέ52  

When Idea, 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 Dimson and 

CƭŜƳƛƴƎΦ aŀƎƎǎΩǎ ǎǇǊŜŀŘǎ ŦŜŀǘǳǊŜŘ ǎŜƭŦ-promotional work, editorial illustration, booklet design, 

and advertisements he had done for Pirelli while in Milan. At the height of his design career, 

aŀƎƎǎΩǎ ƛƴƴƻǾŀǘƛǾŜ ŀǇǇǊƻŀŎƘ ŀƴŘ ǿƛƭƭƛƴƎƴŜǎǎ ǘƻ ŜȄperiment won the respect and admiration of 

Ƙƛǎ ǇŜŜǊǎΦ CŜƭƭƻǿ ŘŜǎƛƎƴŜǊ !ǊƴƻƭŘ wƻŎƪƳŀƴ ŘŜŎƭŀǊŜŘΥ άIƛǎ ǘŀƭŜƴǘ ƛǎ ŀƴ ŜȄŎƛǘƛƴƎ ƻƴŜΣ ǊŀǊŜ 

anywhere, but especially in Canada. Unlike most designers in Toronto, Maggs likes to turn his 

ƘŀƴŘ ǘƻ ŀƴȅǘƘƛƴƎΦέ53 He was regularly recognized by inclusion in design and illustration annuals 

 
49 Canadian Art, special Issue on graphic design (May 1960): 130. 
50 Donoahue, discussion. 
51 Ibid. 
52 Ibid. 
53 !ǊƴƻƭŘ wƻŎƪƳŀƴΣ άDƻƻŘōȅŜΣ !ǊƴŀǳŘ aŀƎƎǎΣέ Toronto Star, January 19, 1963, 46. 
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in both Canada and the United States. The bold, minimalist design he created in 1961 for the 

ŎƻǾŜǊ ƻŦ ǘƘŜ ǘƘƛǊǘŜŜƴǘƘ ŀƴƴǳŀƭ ƻŦ ǘƘŜ !Ǌǘ 5ƛǊŜŎǘƻǊǎΩ /ƭǳō ƻŦ ¢ƻǊƻƴǘƻΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ǿŀǎ ŦŜŀǘǳǊŜŘ 

in the 1962 annual of the American Institute of Graphic Arts (fig. 1.30). In a 1963 overview of 

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

aŀƎƎǎΩǎ ŎƻǾŜǊ άƘŀǎ ƻǊƛƎƛƴŀƭ ǘƻǳŎƘŜǎ ǘƘŀǘ ŀǊŜ ǎǘǳƴƴƛƴƎ ƛƴ ǘƘŜƛǊ ǎƛƳǇƭƛŎƛǘȅΦέ54 Produced around 

ǘƘŜ ǎŀƳŜ ǘƛƳŜΣ aŀƎƎǎΩǎ ƭŜǘǘŜǊƘŜŀŘ ŦƻǊ ǇƘƻǘƻƎǊŀǇƘŜǊ tŀǳƭ wƻŎƪŜǘǘ ǿŀǎ ǎƛƳƛƭŀǊƭȅ ƳƛƴƛƳŀƭ όŦƛƎΦ 

мΦомύΦ Lǘ ǿŀǎ ǊŜŎƻƎƴƛȊŜŘ ōȅ ǘƘŜ !ŘǾŜǊǘƛǎƛƴƎ ϧ 5ŜǎƛƎƴ /ƭǳō ƻŦ /ŀƴŀŘŀ ƛƴ мфсоΣ ƛƴ ǘƘŜ ά5ƛǊŜŎǘ 

!ŘǾŜǊǘƛǎƛƴƎ 5ŜǎƛƎƴΣ [ŜǘǘŜǊƘŜŀŘǎέ ŎŀǘŜƎƻǊȅΦ 

Maggs also continued to illustrate. Toye points to his facility in this area, arguing that 

άƛƭƭǳǎǘǊŀǘƛƻƴ ŦƻǊ ŎƘƛƭŘǊŜƴΩǎ ōƻƻƪǎΣ ǿƘƛŎƘ ŎƻǳƭŘ Řƻ ǿƛǘƘ ŀ ǎƘƻǊǘ ŀǊǘƛŎƭŜ ƻŦ ƛǘǎ ƻǿƴΣ ƛǎ ŀ ǎǇŜŎƛŀƭ ǎƪƛƭƭΣ 

and Maggs is one of our few graphic artists who do original and memorable work in this field 

(his Nunnybags [sicϐ ŦƻǊ DŀƎŜ ƛǎ ƻǳǘǎǘŀƴŘƛƴƎύέ55 Likewise, Donoahue acknowledged the strength 

ƻŦ aŀƎƎǎΩǎ ǿƻǊƪ ƛƴ ōƻǘƘ ŘƻƳŀƛƴǎ ŀǎ ǇŀǊǘ ƻŦ ǿƘŀǘ ŘŜŦƛƴŜŘ ƘƛƳ ŀǎ ŀ ŘŜǎƛƎƴŜǊΥ 

He had a good eye. He was a good designer. He was also an illustrator τ he could draw. 
! ƭƻǘ ƻŦ ƎǊŀǇƘƛŎ ŘŜǎƛƎƴŜǊǎ ŎŀƴΩǘ ŀŎǘǳŀƭƭȅ ŘǊŀǿΦ ¢ƘŜȅ Ŏŀƴ ŘŜǎƛƎƴ ǎǘǳŦŦΣ ōǳǘ ǘƘŜȅ ŎŀƴΩǘ ŘǊŀǿΦ 
So illustrators are often in a different world, but Arnaud could certainly handle both. He 
did wonderful stuff. He had an interesting way of looking at things. It separated him. He 
ǿŀǎƴΩǘ ƻƴŜ ƻŦ ǘƘŜ ǳǎǳŀƭ ƎǊŀǇƘƛŎ ŘŜǎƛƎƴŜǊǎΦ IŜ ǿŀǎ ŀ ƭƛǘǘƭŜ ōƛǘ ŘƛŦŦŜǊŜƴǘΦ56 
 

aŀƎƎǎΩǎ ōƻƻƪ ƧŀŎƪŜǘ ŘŜǎƛƎƴ ŀƴŘ ƛƭƭǳǎǘǊŀǘƛƻƴǎ ŦƻǊ Nunny Bag: Stories for Young Canada were 

published in 1962. Epitomizing his childlike illustration style for the book, his playful line 

ŘǊŀǿƛƴƎǎ ŦƻǊ aǳǊƛŜƭ aŀŎƭŜŀƴΩǎ ά! ¢ŀǎǘŜ ƻŦ {ǇǊƛƴƎΣέ CǊŜŘ {ǿŀȅȊŜΩǎ ά{ƘŀŘƻǿŜŘΣέ ŀƴŘ .ŜŀǘǊƛŎŜ 

{ƘŀƴŘΩǎ ά[ƻǎǘ τ ! ¢ŜƳǇŜǊΗ ! CŀƛǊȅ CŀƴǘŀǎȅΣέ ŦƻǊ ŜȄŀƳǇƭŜΣ ŜȄǇǊŜǎǎ his ongoing fascination with 

 
54 ²ƛƭƭƛŀƳ ¢ƻȅŜΣ ά.ƻƻƪ 5ŜǎƛƎƴ ƛƴ /ŀƴŀŘŀΣέ Canadian Literature 15 (Winter 1963): 62. 
55 Ibid.  
56 Donoahue, discussion. 
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the human head, particularly in profile (figs. 1.32ςмΦопύΦ ¢ƘŜ ƛƭƭǳǎǘǊŀǘƛƻƴǎ ŦƻǊ άWƻŜȅΣ ǘƘŜ [ƻǎǘ 

YŀƴƎŀǊƻƻΣέ ōȅ IŜǊƳƛƻƴŜ CǊŜȅΣ ƛƴǘŜƎǊŀǘŜ ƭƛƴŜ ŘǊŀǿƛƴƎǎ ŀƴŘ ǘȅǇŜΣ ŀƴƻǘƘŜǊ ƻŦ aŀƎƎǎΩǎ ƻƴƎƻƛƴƎ 

design interests (figs. 1.35ς37). In addition to underscoring these consistent preoccupations, 

this work also points to a range of design and illustration influences that include Warhol and 

Alexander Girard (1907ς93).  

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. This time Maggs 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 (figs. 1.38ς1.41) 

were not produced, they convey the whimsy that characterizeǎ ōƻǘƘ aŀƎƎǎΩǎ ŀƴŘ DƛǊŀǊŘΩǎ ǿƻǊƪΦ 

The snake from this series (fig. 1.38) bears some resemblance to a well-known Herman Miller 

design created by Girard in 1961. After three months in Santa Fe, Maggs returned to Toronto, 

where he joined Dimson at Art Associates as a graphic designer; in 1965 he was appointed the 

ŦƛǊƳΩǎ ŀǊǘ ŘƛǊŜŎǘƻǊΦ  

²ƛǘƘ ƴŜŀǊƭȅ ǘǿƻ ŘŜŎŀŘŜǎΩ ŜȄǇŜǊƛŜƴŎŜ ƛƴ ŘŜǎƛƎƴ ŀƴŘ ƛƭƭǳǎǘǊŀǘƛƻƴΣ aŀƎƎǎ ŦǊŜǉǳŜƴǘƭȅ 

ǊŜŎŜƛǾŜŘ ŀŎŎƻƭŀŘŜǎ ŦƻǊ Ƙƛǎ ǿƻǊƪ ŀƴŘ ǿŀǎ ǿŜƭƭ ŜǎǘŀōƭƛǎƘŜŘ ŀǎ ŀ ƪŜȅ ǇƭŀȅŜǊ ƛƴ ¢ƻǊƻƴǘƻΩǎ ŘŜǎƛƎƴ 

scene. As publisher and editor WƻƴŀǘƘŀƴ 9ōȅ ǇǊƻŎƭŀƛƳǎΣ άWƛƳ 5ƻƴƻŀƘǳŜΣ !ǊƴŀǳŘ aŀƎƎǎΣ ŀƴŘ 

¢ƘŜƻ 5ƛƳǎƻƴ ǿŜǊŜ ǘƘŜ ȅƻǳƴƎ ƘƻǘǎƘƻǘ ŘŜǎƛƎƴŜǊǎ ƛƴ ǘƘŜ слǎΦέ57 aŀƎƎǎΩǎ ǿƻǊƪ ƛƴ ƎǊŀǇƘƛŎ ŘŜǎƛƎƴ 

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 editor at aŀŎƭŜŀƴΩǎ, her colleagues in the art 

ŘŜǇŀǊǘƳŜƴǘ ƛƴǎƛǎǘŜŘ ƻƴ ǿƻǊƪƛƴƎ ǿƛǘƘ aŀƎƎǎΦ ά¢ƘŜ Ǝǳȅǎ ƛƴ ǘƘŜ ŀǊǘ ŘŜǇŀǊǘƳŜƴǘ ŀƭƭ ƻŦ ŎƻǳǊǎŜ 

knew who Arnaud was, because he was a well-known graphic designer, and they told me, 

Ψ¸ƻǳΩǊŜ ƎƻƛƴƎ ǘƻ ǳǎŜ ǘƘƛǎ Ǝǳȅ !ǊƴŀǳŘΣΩέ ǎƘŜ ŜȄǇƭŀƛƴǎΦ ά!ƴŘ L ǎŀƛŘΣ Ψ²ŜƭƭΣ ƎǊŜŀǘΣ ōŜŎŀǳǎŜ Ƙƻǿ 

ƳǳŎƘ ŘƻŜǎ ƘŜ ƪƴƻǿ ŀōƻǳǘ ŦŀǎƘƛƻƴ ǇƘƻǘƻƎǊŀǇƘȅΚΩ !ƴŘ ǘƘŜȅ ǎŀƛŘΣ ΨbƻǘƘƛƴƎΦ {ƻ ƛǘΩƭƭ ōŜ ǾŜǊȅ 

ƛƴǾŜƴǘƛǾŜΩ τ ŀƴŘ ƛǘ ǿŀǎΦέ58 9ȄŀƳƛƴƛƴƎ ǘƘƛǎ ǇŜǊƛƻŘ ƛƴ ŘŜǘŀƛƭ ƘŜƭǇǎ ǘƻ ǳƴŘŜǊǎŎƻǊŜ aŀƎƎǎΩǎ 

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 

design industry, 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.  



 66 

Chapter 1: Illustrations 

 

Figure 1.1  Arnaud Maggs, cover for Vox Ducum, Westmount High School yearbook, Montreal, Quebec, 1944. 
Library and Archives Canada, Ottawa, R7959-5523. 
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Figure 1.2  Arnaud Maggs, How to Keep Your Food Safe in Summer, created for Canadian Weekly, June 30, 1962. 
Illustration paste-up; pen and ink and wash on wove paper, 38.2 x 51 cm (support). Library and Archives Canada, 
Ottawa, R7959-20. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figure 1.3  Arnaud Maggs, How to Keep Your Food Safe in Summer, created for Canadian Weekly, June 30, 1962. 
Illustration paste-up; pen and ink and wash on wove paper, 38.2 x 51 cm (support). Library and Archives Canada, 
Ottawa, R7959-20. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figure 1.4  Arnaud Maggs, How to Keep Your Food Safe in Summer, created for Canadian Weekly, June 30, 1962. 
Illustration paste-up; pen and ink and wash on wove paper, 38.2 x 51 cm (support). Library and Archives Canada, 
Ottawa, R7959-20. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figure 1.5  Jerome Snyder, New York, from the United States series, c. 1946ς49. 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  !ǊƴŀǳŘ aŀƎƎǎΣ ŦƻƭŘŜŘ ōǊƻŎƘǳǊŜΣ ά¢ƘŜ .ǳǎƛƴŜǎǎ .ǳƛƭŘŜǊΥ L.a 5ŀǘŀŎŜƴǘǊŜΣέ ŎΦ мфслς65. Photomechanical 
print on wove paper, 21.6 x 27.8 cm (front cover and interior spread shown). Library and Archives Canada, Ottawa, 
R7959-303. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figure 1.7  !ǊƴŀǳŘ aŀƎƎǎΣ ŦƻƭŘŜŘ ōǊƻŎƘǳǊŜΣ ά{ƻƳŜ tŜǊǘƛƴŜƴǘ CŀŎǘǎ ŀōƻǳǘ ǘƘŜ bŜǿ L.a 5ŀǘŀŎŜƴǘǊŜΣέ ŎΦ мфслς65. 
Photomechanical print on wove paper, 21.6 x 27.8 cm (front and back covers and interior spread shown). Library 
and Archives Canada, Ottawa, R7959-305. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figure 1.8  Arnaud Maggs, Chicken a la King, 1953. Watercolour and gouache on tinted wove paper, 27 x 42 cm. 
Library and Archives Canada, Ottawa, R7959-3. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figure 1.9  Seymour Chwast, Push Pin Monthly Graphic #24: Entertaining Boxes, 1959. Seymour Chwast Archive. 
  

Figure 1.9 has been removed due to copyright restrictions. It was a grid-based example 

of work by Push Pin from The Push Pin Monthly Graphic #24. The image can be found 

online here: Anne Cibola, Arnaud Maggs: Life & Work (Toronto: Art Canada Institute, 

2022). https://www.aci-iac.ca/art-books/arnaud-maggs/ 

 

https://www.aci-iac.ca/art-books/arnaud-maggs/
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Figure 1.10  Arnaud Maggs, 1945, advertisement for Art Associates, 1964. Photomechanical print on coated wove 
paper, 29.9 x 28.0 cm. Library and Archives Canada, Ottawa, R7959. © Arnaud Maggs, courtesy Stephen Bulger 
Gallery. 
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Figures 1.11ς1.13  Arnaud Maggs, Tell Your Friends; Pop Over!; and Gnomes for Sale!, advertising posters for 
Antiques & Things, 1964. Photomechanical prints on coated wove paper, 24.2 x 32.5 cm. Library and Archives 
Canada, Ottawa, R7959-462ς464). © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figure 1.14  !ǊƴŀǳŘ aŀƎƎǎΣ ōǊƻŎƘǳǊŜ όŎƻǾŜǊ ŀƴŘ ƛƴǘŜǊƛƻǊύ ŦƻǊ {ǇƻǊǘ ¢ƻƎǎ [ǘŘΦΣ ά²ŜΩǾŜ DǊŜŀǘ bŜǿǎΗέ мфрмΦ 
Photomechanical print on wove paper, 26.5 x 36.4 cm. Library and Archives Canada, Ottawa, R7959-141. © Arnaud 
Maggs, courtesy Stephen Bulger Gallery. 
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Figure 1.15  Arnaud MaggsΣ ōǊƻŎƘǳǊŜ ŎƻǾŜǊ ŦƻǊ /ƛōŀ /ƻΦΣ άbǳǇŜǊŎŀƛƴŀƭΥ /ƛōŀΩǎ .ǊŀƴŘ ƻŦ 5ƛōǳŎŀƛƴŜ hƛƴǘƳŜƴǘΣέ мфрмΦ 
Photomechanical print on coated wove paper, 6.7 x 9.1 cm. Library and Archives Canada, Ottawa, R7959-139.  
© Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figure 1.16  Alvin Lustig, cover design for D.H. Lawrence, The Man Who Died (New York: New Directions, 1947). Los 
Angeles County Museum of Art, M.2015.204.176, gift of Tamar Cohen, 2015. Image courtesy of the Estate of Elaine 
Lustig Cohen / Los Angeles County Museum of Art / Art Resource, NY. © 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 1.17  Arnaud Maggs, album cover, wƻŘƎŜǊǎ ϧ IŀƳƳŜǊǎǘŜƛƴΩǎ /ŀǊƻǳǎŜƭΣ {ǳƴƎ ōȅ CǊŀƴƪ {ƛƴŀǘǊŀ (New York: 
Columbia Records, 1953). Photomechanical print on coated wove paper, 18.2 x 18.2 cm. Library and Archives 
Canada, Ottawa, R7959-149. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
 
 

 
 

Figure 1.18  Arnaud Maggs, album cover, Blues by Gould: Morton Gould and his Orchestra (New York: Columbia 
Records, 1953). Photomechanical print on coated wove paper, 18.3 x 18.1 cm. Library and Archives Canada, 
Ottawa, R7959-152. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figure 1.19  Arnaud Maggs, album cover, The New Benny Goodman Sextet #2 (New York: Columbia Records, 1954). 
Photomechanical print on coated wove paper, 20.3 x 20.9 cm. Library and Archives Canada, Ottawa, R7959-150.  
© Arnaud Maggs, courtesy Stephen Bulger Gallery. 

 
 

 
 

Figure 1.20  Arnaud Maggs, album cover, Jazz at Massey Hall, vol. 1, Quintet (New York: Debut Records, 1953). 
Photomechanical print on coated wove paper, 26 x 26 cm. Library and Archives Canada, Ottawa, R7959-5474.  
© Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figure 1.21  Arnaud Maggs, advertisement for William R. Templeton Studios, c. 1950ς55. Photomechanical print 
on wove paper, 36.2 x 28.2 cm. Library and Archives Canada, Ottawa, R7959-100. © Arnaud Maggs, courtesy 
Stephen Bulger Gallery. 
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Figure 1.22  !ǊƴŀǳŘ aŀƎƎǎ ŀƴŘ tŜǘŜǊ /ǊƻȅŘƻƴΣ ŘŜǎƛƎƴ ŀƴŘ ǇƘƻǘƻƎǊŀǇƘȅ ŦƻǊ 9ƭŀƛƴŜ /ƻƭƭŜǘǘΣ άCǊƻȊŜƴ 5ŜǎǎŜǊǘǎΣέ 
Chatelaine, June 1957. Courtesy of Toronto Public Library. © Chatelaine / St. Joseph Communications / Arnaud 
Maggs, courtesy of Stephen Bulger Gallery. 
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Figure 1.23  Arnaud Maggs, cover for Sinclair Ross, The Well (Toronto: Macmillan, 1958). © Arnaud Maggs, 
courtesy of Stephen Bulger Gallery.  
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Figure 1.24  Arnaud Maggs, cover for J.A.H. Hunter, Figurets: More Fun with Figures (New York: Oxford University 
Press, 1958). © Arnaud Maggs, courtesy Stephen Bulger Gallery.  
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Figure 1.25  !ǊƴŀǳŘ aŀƎƎǎΣ άPirelli, tubi per irrorazioneΣέ advertising design for Pirelli, 1959. Photomechanical 
print on coated wove paper, 31.9 x 23.3 cm. Library and Archives Canada, Ottawa, R7959-137. © Arnaud Maggs, 
courtesy Stephen Bulger Gallery. 
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Figure 1.26  !ǊƴŀǳŘ aŀƎƎǎΣ ōǊƻŎƘǳǊŜ όŦǊƻƴǘ ŀƴŘ ōŀŎƪ ŎƻǾŜǊΣ ƛƴǘŜǊƛƻǊ ǎǇǊŜŀŘύ ŦƻǊ wƻŎƘŜ tƘŀǊƳŀŎŜǳǘƛŎŀƭǎΣ ά.ŜǇŀƴǘŜƴ 
wƻŎƘŜΣέ мфрфΦ tƘƻǘƻƳŜŎƘŀƴƛŎŀƭ ǇǊƛƴǘ ƻƴ ŎƻŀǘŜŘ ǿƻǾŜ ǇŀǇŜǊΣ пм Ȅ пм ŎƳΦ [ƛōǊŀǊȅ ŀƴŘ !ǊŎƘƛǾŜǎ /ŀƴŀŘŀΣ hǘǘŀǿŀΣ 
R7959-153. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figure 1.27  Arnaud Maggs, self-ǇǊƻƳƻǘƛƻƴŀƭ ǇƻǎǘŜǊΣ ά5ŜǎƛƎƴŜǊ .ŀŎƪ ƛƴ ¢ƻǿƴΣέ 1960. Silkscreen on tissue paper, 
76.1 x 25.1 cm. Library and Archives Canada, Ottawa, R7959-281. © Arnaud Maggs, courtesy Stephen Bulger 
Gallery. 
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Figures 1.28 and 1.29  Arnaud Maggs, self-ǇǊƻƳƻǘƛƻƴŀƭ ǇƻǎǘŜǊǎΣ ά[Ŝǘ aŜ ¢ǊȅΣ LΩƭƭ /ƻƳŜ hǳǘ {ǿƛƴƎƛƴƎέ ŀƴŘ ά¦ǎŜ aŜ 
hƴ ¸ƻǳǊ bŜȄǘ /ŀƳǇŀƛƎƴΣέ мфслΦ {ƛƭƪǎŎǊŜŜƴ ƻƴ ǘƛǎǎǳŜ ǇŀǇŜǊΣ рлΦс Ȅ отΦу ŎƳΦ [ƛōǊŀǊȅ ŀƴŘ !ǊŎƘƛǾŜǎ /ŀƴŀŘŀΣ hǘǘŀǿŀΣ 
R7959-471 and 469. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figure 1.30  Arnaud Maggs, spine and cover, моǘƘ !Ǌǘ 5ƛǊŜŎǘƻǊǎΩ /ƭǳō ƻŦ ¢ƻǊƻƴǘƻ !ƴƴǳŀƭ, 1961. Photomechanical 
print on coated wove paper, 84.1 x 28.6 cm. Library and Archives Canada, Ottawa, R7959-358. © Arnaud Maggs, 
courtesy Stephen Bulger Gallery. 
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Figure 1.31  Arnaud Maggs, letterhead for Paul Rockett, c. 1962. Photomechanical print on wove paper,  
22.8 x 23.1 cm. Library and Archives Canada, Ottawa, R7959-293. © Arnaud Maggs, courtesy Stephen Bulger 
Gallery.  
  



 92 

 
 

Figures 1.32ς1.34  Arnaud Maggs, illustrations for Nunny Bag: Stories for Young Canada (Toronto: W.J. Gage, 
1962). © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figures 1.35ς1.37  !ǊƴŀǳŘ aŀƎƎǎΣ ƛƭƭǳǎǘǊŀǘƛƻƴǎ ŦƻǊ IŜǊƳƛƻƴŜ CǊŜȅΣ άWƻŜȅΣ ǘƘŜ [ƻǎǘ YŀƴƎŀǊƻƻΣέ ƛƴ Nunny Bag: Stories 
for Young Canada (Toronto: W.J. Gage, 1962). © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figures 1.38ς1.41  Arnaud Maggs, pillow designs for Herman Miller, 1963. Marker pen and watercolour on wove 
paper: Snake, 37.8 x 38.1cm; Cat, 38.1 x 37.9 cm; Fox, 38 x 38.1 cm; Lemur, 38 x 37.6 cm. Library and Archives 
Canada, Ottawa, R7959-22, -21, -23, -25. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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2. Commercial Photography 

In 1966 Maggs left 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 long-standing interest; since 

the early 1960s he had been noting film exposure times and camera settings for some of his 

ǇƘƻǘƻƎǊŀǇƘǎ όŦƛƎΦ нΦмύΦ άIŜ ƘŀŘ ŀ ŎŀƳŜǊŀ ŀǊƻǳƴŘ Ƙƛǎ ƴŜŎƪ ŀƭƭ ǘƘŜ ǘƛƳŜΣέ aŀƎƎǎΩǎ ŘŀǳƎƘǘŜǊΣ 

/ŀƛǘƭŀƴΣ ǊŜƳŜƳōŜǊǎΦ άL ƘŀŘ ŀ ŎŀƳŜǊŀ ŀƴŘ ŀ ƭƛƎƘǘ ƳŜǘŜǊ ƛƴ Ƴȅ ŦŀŎŜ Ƴȅ ŜƴǘƛǊŜ ƭƛŦŜΗέ1 By the 

summer of 1966 Maggs had a Hasselblad, a professional medium-format 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 was a frequent sitter (fig. 2.3), and his older 

ǎƻƴΣ [ŀǳǊŜƴŎŜ όά[ŀǳǊƛŜέύΣ ǿƻǳƭŘ ǇƻǎŜ ǿƛǘƘ Ƙƛǎ ōŀƴŘƳŀǘŜǎ ŦǊƻƳ /ŀǘǎ tȅƧŀƳŀǎ όŦƛƎǎΦ нΦпς2.6). As 

the contact sheets demonstrate, Maggs photographed the band both on 35 mm film and using 

his Hasselblad. As was the case with 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 1969 The Canadian Magazine published a special issue about the sixties. The headline 

ǇǊƻŎƭŀƛƳŜŘ ǘƘŜ ŘŜŎŀŘŜ άǘŜƴ ȅŜŀǊǎ ƻŦ ǘǳǊƳƻƛƭΥ ǿƻƴŘǊƻǳǎΣ ǿƛŘŜ ƻǇŜƴ ŀƴŘ ǾƛƻƭŜƴǘΦέ2 Marked by 

the escalating war in Vietnam 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. 
2 The Sixties: A Special IssueΣέ The Canadian Magazine, December 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 photography. Scholar Christopher Phillips argues that MoMA maintained an 

authoritative hold on the reception of photographyΦ ¢ƘǊƻǳƎƘ ŀƴ ŜȄŀƳƛƴŀǘƛƻƴ ƻŦ Ƙƻǿ aƻa!Ωǎ 

curatorial approaches τ first by Beaumont Newhall, then Edward Steichen, then John 

Szarkowski, and finally Peter Galassi τ have framed photography, he demonstrates how the 

museum transfigured the medium, defining for photography its own aesthetic realm.3 John 

Szarkowski in particular had a strong impact on shaping ideas about photography at the time in 

question. He arrived at MoMA in 1962. As writer Clive James posits, in a 1980 review of 

ǎŜƭŜŎǘƛƻƴǎ ŦǊƻƳ ǿƘŀǘ ƘŜ Ŏŀƭƭǎ άŀƴ ŀǾŀƭŀƴŎƘŜΣ ŎƻƳǇƻǎŜŘ ƻŦ ōƻƻƪǎ ŀōƻǳǘ ǇƘƻǘƻƎǊŀǇƘǎΣέ 

{ȊŀǊƪƻǿǎƪƛ άŎƻƴƧǳǊŜŘ ǳǇ ŦǊƻƳ ǇƘƻǘƻƎǊŀǇƘȅΩǎ ǎƘƻǊǘ Ǉŀǎǘ ƳƻǊŜ ƎŜƴƛǳǎŜǎ ǘƘŀƴ ǘƘŜ wŜƴŀƛǎǎŀƴŎŜ 

ŜǾŜǊ ƪƴŜǿΦέ4 In 1966 Szarkowski published ¢ƘŜ tƘƻǘƻƎǊŀǇƘŜǊΩǎ 9ȅŜ, in which he put forward a 

formalist vocabulary that attempted to emphasize the inherent and particular qualities of the 

medium. His landmark 1967 exhibition New Documents, featuring the work of Diane Arbus 

(1923ς71), Lee Friedlander (b. 1934), and Garry Winogrand (1928ς84), drew important 

distinctions between self-expression and documentation in photography and emphasized the 

ǎƛƎƴƛŦƛŎŀƴŎŜ ƻŦ ǘƘŜ ǇƘƻǘƻƎǊŀǇƘŜǊΩǎ ǇŜǊǎƻƴŀƭ ǾƛǎƛƻƴΦ {ǳōǎŜǉǳŜƴǘ ŜȄƘƛōƛǘƛƻƴǎ ŀƴŘ ŎŀǘŀƭƻƎǳŜǎΣ 

including Mirrors and Windows: American Photography Since 1960 (1978), would further 

establish photography as a medium of personal expression. 

 
3 /ƘǊƛǎǘƻǇƘŜǊ tƘƛƭƭƛǇǎΣ ά¢ƘŜ WǳŘƎƳŜƴǘ {Ŝŀǘ ƻŦ tƘƻǘƻƎǊŀǇƘȅΣέ October 22 (Autumn 1982): 27ς63. 
4 /ƭƛǾŜ WŀƳŜǎΣ ά¢ƘŜ DŜƴǘƭŜ {ƭƻǇŜ ƻŦ /ŀǎǘŀƭƛŀΣέ New York Review of Books, December 18, 1980, 
https://www.nybooks.com/articles/1980/12/18/the-gentle-slope-of-castalia/?lp_txn_id=1538905. 

https://www.nybooks.com/articles/1980/12/18/the-gentle-slope-of-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 that in 1967 τ ǘƘŜ ȅŜŀǊ ƻŦ /ŀƴŀŘŀΩǎ ŎŜƴǘŜƴƴƛŀƭ τ 

άǇƘƻǘƻƎǊŀǇƘȅ ōƭƻǎǎƻƳŜŘ ƛƴ /ŀƴŀŘŀΦέ5 Similarly, curator Maia-Mari Sutnik, in her introduction 

to Michel Lambeth, PhotographerΣ ǎǳƎƎŜǎǘǎ ǘƘŀǘ [ŀƳōŜǘƘΩǎ ŘŜŀǘƘ ƛƴ мфтт ƘŀǇǇŜƴŜŘ ŀǘ ǘƘŜ 

άƘŜƛƎƘǘ ƻŦ ǘƘŜ ǇƘƻǘƻƎǊŀǇƘȅ ōƻƻƳΣέ ǿƘŜƴ ƛŘŜŀǎ ŀōƻǳǘ ǘƘŜ ƳŜŘƛǳƳ ǿŜǊŜ ōŜƛƴƎ ǊŜǎƘŀǇŜŘΦ6 

Public galleries were exhibiting photography and artist-run centres were popping up across the 

country, offering alternatives to established exhibition frameworks. But as Peter Bunnell has 

ŀǊǘƛŎǳƭŀǘŜŘΣ άǇŜǊƛƻŘƛŎ ŜȄƘƛōƛǘƛƻƴǎ Řƻ ƴƻǘ ŎǊŜŀǘŜ ŀ Ǿƛǘŀƭ ǇƭŀŎŜ ŦƻǊ ŀ ƳǳǎŜǳƳ ƛƴ ŀ ŎƻƳƳǳƴƛǘȅ ƻŦ 

artists and public. There has to be the guiding direction of an exhibition program which must 

ultimately be defined in conjunction with an acǉǳƛǎƛǘƛƻƴ ǇƻƭƛŎȅΦέ7 And as Millie McKibbon points 

out in her talk at the Canadian Perspectives conference, clear exhibition and collecting policies 

related to photography were underdeveloped or non-existent at the institutions she surveyed.8 

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 institutional players 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.  

 
5 tŀǳƭ /ƻǳǾǊŜǘǘŜΣ άbŀǘƛƻƴŀƭ CƛƭƳ .ƻŀǊŘ ς {ǘƛƭƭǎ 5ƛǾƛǎƛƻƴΣ tŀǎǘ ϧ tǊŜǎŜƴǘΣέ ƛƴ Canadian Perspectives: A National 
Conference on Canadian Photography, March 1ς4, 1979 (Toronto: Ryerson Polytechnic Institute, 1979), 263. 
6 Maia-Mari Sutnik, Michel Lambeth, Photographer (Toronto: Art Gallery of Ontario, 1998), 7. 
7 tŜǘŜǊ .ǳƴƴŜƭƭΣ ά¢ƘŜ bŀǘƛƻƴŀƭ DŀƭƭŜǊȅ tƘƻǘƻƎǊŀǇƘƛŎ /ƻƭƭŜŎǘƛƻƴΥ ! ±ƛǘŀƭ wŜǎƻǳǊŎŜΣέ artscanada 192ς95 (December 
1974): 40. 
8 aƛƭƭƛŜ aŎYƛōōƻƴΣ άtƘƻǘƻƎǊŀǇƘȅ ŀƴŘ ǘƘŜ tǳōƭƛŎ DŀƭƭŜǊȅ ƛƴ /ŀƴŀŘŀΣ мфтфΣέ ƛƴ Canadian Perspectives: A National 
Conference on Canadian Photography, March 1ς4, 1979 (Toronto: Ryerson Polytechnic Institute, 1979). 
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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 centuries. Having begun with an official mandate in 

мфмнΣ [!/Ωǎ ŎƻƭƭŜŎǘƛƻƴ ǎƛƎƴƛŦƛŎŀƴǘƭȅ ǇǊŜŘŀǘŜǎ ǘƘŜ άǇƘƻǘƻƎǊŀǇƘƛŎ ōƻƻƳέ ƛƴ /ŀƴŀŘŀΦ ¢ƘŜ ŀǊŎƘƛǾŜǎ 

had a clear purpose as the 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.  

Wǳǎǘ ŀǎ [!/ ǿŀǎ ŀƭǊŜŀŘȅ ŎƻƭƭŜŎǘƛƴƎ ǇƘƻǘƻƎǊŀǇƘƛŎ ƳŀǘŜǊƛŀƭǎΣ ǎƻ ǘƻƻ ǿŀǎ ǘƘŜ bC.Ωǎ {ǘƛƭƭ 

Photography Division, later the Canadian Museum of Contemporary Photography (CMCP) and 

now part of the National Gallery of Canada collection. Martha Langford posits that it was in the 

1960s τ when photography was achieving greater recognition as art τ that the Division first 

saw itself as a key player in cultural expression in Canada. She underscores the significance and 

ƛƴŦƭǳŜƴŎŜ ƻŦ aƻa! ƛƴ ƭŜƎƛǘƛƳƛȊƛƴƎ ǇƘƻǘƻƎǊŀǇƘȅ ŀǎ ŀƴ ŀǊǘΣ ǇƻƛƴǘƛƴƎ ǘƻ ǘƘŜ ƳǳǎŜǳƳΩǎ ŜƳǇƘŀǎƛǎ 

on personal expression in both the interpretation and validation of photographs.9 Langford 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 with the influx of American students 

 
9 aŀǊǘƘŀ [ŀƴƎŦƻǊŘΣ ά{ƻƳŜ aŀƧƻǊ /ŀƴŀŘƛŀƴ /ƻƭƭŜŎǘƛƻƴǎΥ ¢ƘŜ /ŀƴŀŘƛŀƴ aǳǎŜǳƳ ƻŦ /ƻƴǘŜƳǇƻǊŀǊȅ tƘƻǘƻƎǊŀǇƘȅΣέ 
History of Photography 20, 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 Boileau-aŀǘǘŜŀǳΣ άwŜ-
contextualizing a Visual History of Canada: The Division of the Naǘƛƻƴŀƭ CƛƭƳ .ƻŀǊŘ ƻŦ /ŀƴŀŘŀΩǎ {ǘƛƭƭ tƘƻǘƻƎǊŀǇƘȅ 
5ƛǾƛǎƛƻƴ /ƻƭƭŜŎǘƛƻƴέ όa! ǘƘŜǎƛǎΣ wȅŜǊǎƻƴ ¦ƴƛǾŜǊǎƛǘȅΣ нллсύΦ 
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during the Vietnam War.10 In her chapter of Traffic: Conceptual Art in Canada, Jayne Wark 

addresses this phenomenon in relation to the Nova Scotia College of Art and Design (NSCAD), 

ŎƛǘƛƴƎ ǘƘŜ ƴǳƳōŜǊ ƻŦ !ƳŜǊƛŎŀƴǎ ǿƘƻ ǇƭŀȅŜŘ ŀ ǊƻƭŜ ƛƴ ǘƘŜ ƴƻǿ ƳȅǘƘƛŎ ǇŜǊƛƻŘ ƻŦ ǘƘŜ ǎŎƘƻƻƭΩǎ 

history related to conceptual art. She explains that Canada was attractive as a liberal alternative 

to the United States, which was fraught with social and racial tension.11 It was during this time 

that the Still Photography Division expanded its output, starting a travelling exhibition program 

ƛƴ мфссΣ ƻǇŜƴƛƴƎ ŀ ǇŜǊƳŀƴŜƴǘ ƎŀƭƭŜǊȅ ǎǇŀŎŜ ƻƴ hǘǘŀǿŀΩǎ YŜƴǘ {ǘǊŜŜǘ ƛƴ мфстΣ ŀƴŘ ŦǳǊǘƘŜǊƛƴƎ ƛǘǎ 

ǇǳōƭƛŎŀǘƛƻƴ ǇǊƻƎǊŀƳΦ !ǎ /ŀǊƻƭ tŀȅƴŜ ŎƻƴǘŜƴŘǎΣ ǘƘŜ 5ƛǾƛǎƛƻƴΩǎ ŜǎǘŀōƭƛǎƘƳŜƴǘ ƻŦ ŀ ǇŜǊƳŀƴŜƴǘ 

ŜȄƘƛōƛǘƛƻƴ ǎǇŀŎŜ άŎŜƳŜƴǘώŜŘϐ ƛǘǎ ƛƴǘŜǊŜǎǘ ƛƴ ǇǊŜǎŜƴǘƛƴƎ ǇƘƻǘƻƎǊŀǇƘȅ ŀǎ ŀƴ ŜȄǇǊŜǎǎƛǾŜ ŦƻǊƳΦέ12  

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 

ƛƴǎǘƛǘǳǘƛƻƴΦ .ƻǊŎƻƳŀƴΩǎ ŀƛƳ ǿŀǎ ǘƻ ŎƻƭƭŜŎǘ ōƻŘƛŜǎ ƻŦ ǿƻǊƪ ŀƴŘΣ ŀǎ !ƴƴ ¢ƘƻƳŀǎ ƻǳǘƭƛnes, 

The principle that he established was that the collection would cover the entire history 
of photography τ not just from the beginning, but from the prehistory up to the current 
ǇŜǊƛƻŘΦ Χ ¢ƘŜ bŀǘƛƻƴŀƭ CƛƭƳ .ƻŀǊŘ ǿŀǎ ŎƻƭƭŜŎǘƛƴƎ ŎƻƴǘŜƳǇƻǊŀǊȅ /ŀƴŀŘƛŀƴΣ [ƛōǊŀǊȅ and 
Archives Canada (or National Archives as it was then) was collecting historic Canadian, 
ŀƴŘ ǘƘŜȅ ŘƛŘƴΩǘ ǿŀƴǘ ŘǳǇƭƛŎŀǘƛƻƴ ƛƴ ƎƻǾŜǊƴƳŜƴǘ ŘŜǇŀǊǘƳŜƴǘǎΦ {ƻ ǘƘŜ ƳŜƳƻǊŀƴŘǳƳ ǿŀǎ 
that the National Gallery collects a comprehensive history of photography, including, 
but not emphasizing, Canadian.13  
 

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

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

 
10 [ŀƴƎŦƻǊŘΣ ά{ƻƳŜ aŀƧƻǊ /ŀƴŀŘƛŀƴ /ƻƭƭŜŎǘƛƻƴǎΣέ мтпΦ 
11 WŀȅƴŜ ²ŀǊƪΣ ά/ƻƴŎŜǇǘǳŀƭ !Ǌǘ ƛƴ /ŀƴŀŘŀΥ ¢ƘŜ 9ŀǎǘ /ƻŀǎǘ {ǘƻǊȅΣέ ƛƴ Traffic: Conceptual Art in Canada, 1965ς1980, 
ed. Grant Arnold and Karen Henry (Vancouver: Douglas & McIntyre, 2012), 18. 
12 Carol Payne, ¢ƘŜ hŦŦƛŎƛŀƭ tƛŎǘǳǊŜΥ ¢ƘŜ bŀǘƛƻƴŀƭ CƛƭƳ .ƻŀǊŘ ƻŦ /ŀƴŀŘŀΩǎ {ǘƛƭƭ tƘƻǘƻƎǊŀǇƘȅ 5ƛǾƛǎƛƻƴ ŀƴŘ ǘƘŜ LƳŀƎŜ 
of Canada, 1941ς1971 (Montreal and Kingston: McGill-vǳŜŜƴΩǎ ¦ƴƛǾŜǊǎƛǘȅ tǊŜǎǎΣ нлмоύΣ рлΦ 
13 Curator Ann Thomas, discussion with author, July 12, 2017. 
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ƻǊŘŜǊ ǎƘŀǇƛƴƎ ŀ ŎƻƭƭŜŎǘƛƻƴ ƻŦ άŜȄŎŜǇǘƛƻƴŀƭ ƳŜǊƛǘ ŀƴŘ ƛƴǘŜǊƴŀǘƛƻƴŀƭ ǎǘŀǘǳǊŜΦέ14 That key national 

ƛƴǎǘƛǘǳǘƛƻƴǎ ŘŜŎƛŘŜŘ ǘƻ ŎƻƭƭŜŎǘ ǇƘƻǘƻƎǊŀǇƘƛŎ ƳŀǘŜǊƛŀƭ ŀǎ ŀǊǘ ǿŀǎ ŎǊƛǘƛŎŀƭ ǘƻ ǘƘŜ ƳŜŘƛǳƳΩǎ 

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

 

In 1966 Italian director Michelangelo Antonioni released his first English-language film, Blow-

Up. The plot of this thriller centres around the potential chance documentation of a crime by 

ǘƘŜ ŦƛƭƳΩǎ ǇǊƻǘŀƎƻƴƛǎǘΣ ŀ ŦŀǎƘƛƻƴ ǇƘƻǘƻƎǊŀǇƘŜǊ ǇƭŀȅŜŘ ōȅ 5ŀǾƛŘ IŜƳƳƛƴƎǎΦ άCǳƭƭ ƻŦ ǎƘƻŎƪǎΣέ 

according to a review in Life magazine, Blow-Up was hugely successful at the box office.15 

!ƴǘƻƴƛƻƴƛΩǎ ŦƛƭƳ ǿŀǎ ŎƻƴǎƛŘŜǊŜŘ ŀƴ ƛƴǎǘŀƴǘ ŎƭŀǎǎƛŎ ŀƴŘ ǿŀǎ ŀƭǎƻ ǊŜǎǇƻƴǎƛōƭŜ ŦƻǊ ǎƘƛŦǘƛƴƎ ŀƴŘ 

expanding perceptions of photography in popular culture. Addressing the fundamental 

ŎŜƴǘǊŀƭƛǘȅ ƻŦ ǇƘƻǘƻƎǊŀǇƘȅ ǘƻ ǘƘŜ ŦƛƭƳΣ ²ŀƭǘŜǊ aƻǎŜǊ ŀǎǎŜǊǘǎ ǘƘŀǘ άƴƻ ƻǘƘŜǊ ƳƻǾie shows as 

many different aspects of photography or explores them as timelessly and in as much depth as 

Blow-UpΦέ16 ¢Ƙŀǘ ǎŀƳŜ ȅŜŀǊΣ aŀƎƎǎ ŘŜŎƛŘŜŘ ǘƻ ōŜŎƻƳŜ ŀ ǇƘƻǘƻƎǊŀǇƘŜǊΦ ά!ƴǘƻƴƛƻƴƛΩǎ Blow-Up 

ƘŀŘ Ƨǳǎǘ ŎƻƳŜ ƻǳǘΣέ ƘŜ ǘƻƭŘ /ƘŀǊƭŜǎ {ǘŀƛƴōŀŎƪΣ άǎƻ ƛǘ ǿŀǎ ǉǳƛǘŜ Ŏƻƻƭ ǘƻ ōŜ ŀ ǇƘƻǘƻƎǊŀǇƘŜǊ ŀǘ ǘƘŀǘ 

ƳƻƳŜƴǘ ƛƴ ǘƛƳŜΦέ17  

In Phil Bergerson: A Retrospective, Peter Higdon and Don Snyder survey the 

development of the Toronto-based photographer, including the shifting of views on 

 
14 tŜǘŜǊ .ǳƴƴŜƭƭΣ ά¢ƘŜ bŀǘƛƻƴŀƭ DŀƭƭŜǊȅ tƘƻǘƻƎǊŀǇƘƛŎ /ƻƭƭŜŎǘƛƻƴΥ ! ±ƛǘŀƭ wŜǎƻǳǊŎŜΣέ artscanada 192ς95 (December 
1974), 40ς42. Also pointing to the changing significance of photography in Canada is artscanadaΩǎ ŘŜŘƛŎŀǘƛƻƴ ƻŦ ƛǘǎ 
entire issue to the medium in 1974. 
15 ά!ƴǘƻƴƛƻƴƛΩǎ IȅǇƴƻǘƛŎ 9ȅŜ ƻƴ ŀ CǊŀƴǘƛŎ ²ƻǊƭŘΣέ Life, January 27, 1967, 62B. 
16 ²ŀƭǘŜǊ aƻǎŜǊΣ άΨ!ƴǘƻƴƛƻƴƛΩǎ IȅǇƴƻǘƛŎ 9ȅŜ ƻƴ ŀ CǊŀƴǘƛŎ ²ƻǊƭŘΩΥ Blow-Up ŀƴŘ tƘƻǘƻƎǊŀǇƘȅέ ƛƴ Blow-Up: 
!ƴǘƻƴƛƻƴƛΩǎ /ƭŀǎǎƛŎ CƛƭƳ ŀƴŘ tƘƻǘƻƎǊŀǇƘȅ, ed. Walter Moser and Klaus Albrecht Schrǀder (Ostfildern, Germany: 
Hatje Cantz, 2014), 6. 
17 /ƘŀǊƭŜǎ !Φ {ǘŀƛƴōŀŎƪΣ άv ŀƴŘ ! ǿƛǘƘ !ǊƴŀǳŘ aŀƎƎǎΣέ ƛƴ Arnaud Maggs: Identification, ed. Josée Drouin-Brisebois 
(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 

ŀƴŘ ŀƴ ŜƴŜǊƎƛȊŜŘ ǇƘƻǘƻƎǊŀǇƘȅ ŘŜǇŀǊǘƳŜƴǘΦ !ǎ IƛƎŘƻƴ ŀƴŘ {ƴȅŘŜǊ ŜȄǇƭŀƛƴΣ άŀǇǇƭƛŎŀǘƛƻƴǎ ǘo the 

tƘƻǘƻƎǊŀǇƘƛŎ !Ǌǘǎ ǇǊƻƎǊŀƳ ǎƘƻǘ ǳǇ ŘǊŀƳŀǘƛŎŀƭƭȅ ŀŦǘŜǊ ǘƘŜ ŦƛƭƳ ǿŀǎ ǊŜƭŜŀǎŜŘΦέ18 Indeed, the 

marketplace was shifting accordingly. Illustration fell out of fashion with art directors and 

advertisers, who favoured photography in its place. Tracing the impact of the commercial 

ƛƴŘǳǎǘǊȅΩǎ ŎƘŀƴƎŜǎ ƻƴ ²ŀǊƘƻƭΩǎ ŎŀǊŜŜǊΣ ¢ƘƻƳŀǎ /Ǌƻǿ ŜȄǇƭŀƛƴǎ that by the mid-мфрлǎ άǘƘŜ 

ōŀƭŀƴŎŜ ƻŦ ǇƻǿŜǊ ōŜǘǿŜŜƴ ƛƭƭǳǎǘǊŀǘƛƻƴ ŀƴŘ ǇƘƻǘƻƎǊŀǇƘȅ ǿŀǎ ǎƘƛŦǘƛƴƎΣέ ŀƴŘ ƘŜ ŀǎǎŜǊǘǎ ǘƘŀǘ ƛƴ ǘƘŜ 

ǿŀƪŜ ƻŦ ǘƘƻǎŜ ŎƘŀƴƎŜǎ ŀƴŘ ǘƘŜ ŀǎŎŜƴŘŀƴŎŜ ƻŦ tǳǎƘ tƛƴΩǎ ƛƴƴƻǾŀǘƛǾŜ ƛƭƭǳǎǘǊŀǘƛǾŜ ŀǇǇǊƻŀŎƘΣ 

²ŀǊƘƻƭΩǎ ǎǘȅƭŜ ƻŦ ƛƭƭǳǎǘǊŀǘƛƻƴ ǿŀǎ ōŜŎƻƳƛƴƎ increasingly outdated.19 Given its growing 

popularity in the advertising world, photography could also be more lucrative. Jonathan Eby, an 

assistant art director at aŀŎƭŜŀƴΩǎ ƛƴ мфстΣ Ƴŀƛƴǘŀƛƴǎ ǘƘŀǘ άǇƘƻǘƻƎǊŀǇƘȅ ǿŀǎ ŀǘǘǊŀŎǘƛǾŜ ǘƻ ŀ ƭƻǘ 

ƻŦ ŘŜǎƛƎƴŜǊǎ ōŜŎŀǳǎŜ ƛǘ ǿŀǎ ŀ ǉǳƛŎƪ ŀƴŘ ǾŜǊȅ ƎƻƻŘ ōǳŎƪΦέ20 Visual trends in the industry were 

changing, and there were increasing and well-paid opportunities to be had in photography. 

Mirroring shifts in the broader creative industry, change was afoot at Art Associates as 

ǿŜƭƭΣ ǿƘƛŎƘ ŎƻƴǘǊƛōǳǘŜŘ ǘƻ aŀƎƎǎΩǎ ŘŜŎƛǎƛƻƴ ǘƻ ǘŀƪŜ ǳǇ ǇƘƻǘƻƎǊŀǇƘȅΦ Lƴ мфср ¢ƘŜƻ 5ƛƳǎƻƴ ƭŜŦǘ 

the firm to start his own business, Reeson Dimson & Smith Ltd. Barry Zaid, who had been hired 

by Maggs in 1964 or 1965 to work at Art Associates, recalls that the firm seemed to be in a 

slump.21 {ƛƳƛƭŀǊƭȅΣ ƛƴ aŀƎƎǎΩǎ ŀǳǘƻōƛƻƎǊŀǇƘƛŎŀƭ ǿƻǊƪ 15 όмфуфύ ƘŜ ŎƭŀƛƳǎ ǘƘŀǘ ŀŦǘŜǊ 5ƛƳǎƻƴΩǎ 

 
18 Peter Higdon and Don Snyder, Phil Bergerson: A Retrospective (Toronto: Daylight Community Arts Foundation, 
2020), 16. 
19 ¢ƘƻƳŀǎ /ǊƻǿΣ ά!Ř aŜƴΣέ The Long March of Pop: Art, Music and Design, 1930ς1995 (New Haven, CT: Yale 
University Press, 2014), 175ς81. 
20 Jonathan Eby, discussion with author, November 3, 2017. 
21 Barry Zaid, email discussion with author, July 5, 2017. 
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ŘŜǇŀǊǘǳǊŜΣ ά!Ǌǘ !ǎǎƻŎƛŀǘŜǎ ōŜƎŀƴ ǘƻ ŎŀǾŜ ƛƴΦέ22 According to Maggs, it was the dissolution of the 

packaging department and the sell-off 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 make use of photographic processes. The result, according to designer 

ŀƴŘ ŀǊǘ ŘƛǊŜŎǘƻǊ YŜƛǘƘ .ǊŀƴǎŎƻƳōŜΣ ǿŀǎ άŀ ǿǊŜǘŎƘŜŘ ǇŜǊƛƻŘ ƻŦ ǇƘƻǘƻǘȅǇŜ ǎŜǘǘƛƴƎ ǿƘŜƴ ŘǊŜŀŘŦǳƭ 

ǘƘƛƴƎǎ ƘŀǇǇŜƴŜŘ ǘƻ ƭŜǘǘŜǊŦƻǊƳǎΦέ23 In keeping with his tendency to characterize changes in his 

ŎŀǊŜŜǊ ŘƛǊŜŎǘƛƻƴ ŀǎ ŀōǊǳǇǘ ŀƴŘ ǳƴŜȄǇŜŎǘŜŘΣ aŀƎƎǎ ŘŜŎƭŀǊŜŘ ǘƘŀǘ ƘŜ ƘŀŘ άǘƘŜ ǎǳŘŘŜƴ ǳǊƎŜ ǘƻ ōŜ 

ŀ ǇƘƻǘƻƎǊŀǇƘŜǊέ ƛƴ мфссΦ24  

Branscombe, then art director at Canadian Homes magazine, recalled a story he ran that 

ǊŜŦƭŜŎǘǎ aŀƎƎǎΩǎ ǎƘƛŦǘƛƴƎ ƛƴǘŜǊŜǎǘǎ ŀƴŘ ƳƻǾŜ ǘƻǿŀǊŘ ǇƘƻǘƻƎǊŀǇƘȅΦ Lƴ aŀǊŎƘ мфсс ƘŜ ǇǊƻŘǳŎŜŘ 

ŀƴ ŀǊǘƛŎƭŜ ŀōƻǳǘ ŘŜŎƻǊŀǘƛƴƎ ǿƛǘƘ ƻōƧŜŎǘǎ ǘƻ ŀŘŘ ǇŜǊǎƻƴŀƭƛǘȅ ǘƻ ŀ ƘƻƳŜΦ aŀƎƎǎΩǎ ƘƻƳŜ ŀƴŘ 

collection had appeared previously in Canadian 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 I would get paid twenty-five cents a week to dust 
from my mom. It was all these artifacts τ beautiful. You know, very chic, and Eames 
chairs and all white-on-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.25 
 

 

 
22 Arnaud Maggs, 15Σ ǇŀƴŜƭ т όάуопκмрфκстнέύΣ мфуфΣ [ƛōǊŀǊȅ ŀƴŘ !ǊŎƘƛǾŜǎ /ŀƴŀŘŀ ό[!/ύΣ hǘǘŀǿŀΣ wтфрф-6399. 
23 Keith Branscombe, discussion with author, September 14, 2017. 
24 {ǘŀƛƴōŀŎƪΣ άv ŀƴŘ !Σέ мммΦ 
25 Caitlan Maggs, discussion. 
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Since he had visited the home, Branscombe knew that Maggs appreciated the aesthetic details 

ƻŦ Ƙƛǎ ǾŀǊƛƻǳǎ ŦƭŜŀ ƳŀǊƪŜǘ ŦƛƴŘǎΦ άL ǊŜƳŜƳōŜǊ ōŜƛƴƎ ŀǘ !ǊƴŀǳŘΩǎ ŦƻǊ ŘƛƴƴŜǊ ƻƴŎŜ ƛƴ Ƙƛǎ ǎǳōǳǊōŀƴ 

ƘƻƳŜ ώƛƴ 5ƻƴ aƛƭƭǎϐΣέ ƘŜ ǊŜŎƻǳƴǘŜŘΦ άL ǿŀǎ ǘŀƪŜƴ ǿƛǘƘ ŜǾŜǊȅ ǇƭŀŎŜ ƛƴ that house, where there 

ǿŜǊŜ ǘŎƘƻǘŎƘƪŜǎ ƻŦ ŀƭƭ ƪƛƴŘǎΦέ26 But, Branscombe recalled, Maggs seemed reluctant to 

ǇŀǊǘƛŎƛǇŀǘŜ ƛƴ ǘƘŜ ŀǊǘƛŎƭŜΣ ǘƘŀǘ ǇŜǊƘŀǇǎ ƘŜ άŘƛŘƴΩǘ ǿŀƴǘ ǇŜƻǇƭŜ ƳŀǳƭƛƴƎ ƻǾŜǊ Ƙƛǎ ŎƻƭƭŜŎǘƛƻƴΦέ27 So 

.ǊŀƴǎŎƻƳōŜ ƻŦŦŜǊŜŘ ǘƻ ǿƻǊƪ ǿƛǘƘ ŀ ǇƘƻǘƻƎǊŀǇƘŜǊ ƻŦ aŀƎƎǎΩǎ ŎƘƻƛŎŜΦ LƴǎǘŜŀŘ ƻŦ ǎǳƎƎŜǎǘƛƴƎ 

ǎƻƳŜƻƴŜΣ ƘƻǿŜǾŜǊΣ aŀƎƎǎ ǊŜǎǇƻƴŘŜŘΣ άL ǿŀǎ ǘƘƛƴƪƛƴƎ ƳŀȅōŜ L ŎƻǳƭŘ ǘŀƪŜ ǘƘŜ ǇƛŎǘǳǊŜǎΦέ28 

²ƘŜǘƘŜǊ ƛǘ ǇǊƻǾƛŘŜŘ ƛƴǎǇƛǊŀǘƛƻƴ ƻǊ ƛƳǇŜǘǳǎΣ .ǊŀƴǎŎƻƳōŜΩǎ ǎǘƻǊȅ ƎŀǾŜ aŀƎƎǎ ŀ ǊŜŀǎƻƴ ǘƻ ǘǊȅ 

photography for an editorial context.  

 

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

publications. In 1967 he started shooting for aŀŎƭŜŀƴΩǎ magazine 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 produced editorial fashion images and portraiture for a number of 

Canadian magazines, including Chatelaine, Quest, HomemakŜǊΩǎΣ /ŀƴŀŘƛŀƴ .ǳǎƛƴŜǎǎΣ {ŀǘǳǊŘŀȅ 

Night, and Toronto LifeΦ hƴŜ ƻŦ aŀƎƎǎΩǎ Ƴƻǎǘ ƛƳǇƻǊǘŀƴǘ ŜŀǊƭȅ ǇƘƻǘƻƎǊŀǇƘȅ ǇǊƻƧŜŎǘǎ ǿŀǎ ŦƻǊ ǘƘŜ 

¢ƘǊŜŜ {Ƴŀƭƭ wƻƻƳǎ ǊŜǎǘŀǳǊŀƴǘ ƛƴ ¢ƻǊƻƴǘƻΩǎ ²ƛƴŘǎƻǊ !ǊƳǎ IƻǘŜƭΦ  

In the 1960s the Windsor Arms underwent a number of transformations. It had been 

purchased by Arthur Minden, a partner at Toronto-based law firm Minden and Gross. When he 

 
26 Branscombe, discussion. 
27 Ibid. 
28 Ibid.  
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died in 1963, his son, George Minden, took over as owner and managing director. According to 

architect Janis Kravis, Minden was impressed and inspired by Sju Små Hem (Seven Small 

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

the hotel offered.29 Kravis was hired to design and develop Three Small Rooms, which 

comprised a main dining room, the Wine Cellar, and the Grill, which was a smaller dining area 

ǿƛǘƘ ŀ ŎƘŜŦΩǎ ǎǘŀǘƛƻƴΦ Lƴƛǘƛŀƭƭȅ ŀ ŎƻǳǇƭŜ ƻŦ ƭŀǊƎŜ-scale, brightly coloured Marimekko fabric panels 

hung on the main wall of the Grill.30 Eventually though, Minden sought an update. In 1968 

ƎǊŀǇƘƛŎ ŘŜǎƛƎƴŜǊ WƛƳ 5ƻƴƻŀƘǳŜ ǿŀǎ ŎƘŀǊƎŜŘ ǿƛǘƘ ŘƻƛƴƎ άǎƻƳŜǘƘƛƴƎ ǳƴǳǎǳŀƭέ ŀǎ ŀ 

replacement.31  

Donoahue had ǎŜŜƴ ǎƻƳŜ ƻŦ aŀƎƎǎΩǎ ǇƘƻǘƻƎǊŀǇƘƛŎ ǿƻǊƪΣ ŀƴŘ ƘŜ ŘŜŎƛŘŜŘ ƻƴ ŀ ǿŀƭƭ ƻŦ 

photographs to be chosen ŦǊƻƳ aŀƎƎǎΩǎ ŜȄƛǎǘƛƴƎ ŎƻƭƭŜŎǘƛƻƴ ƻŦ ƛƳŀƎŜǎΦ IŜ ǿŀǎ ŘǊŀǿƴ ǘƻ ǘƘŜ 

black-and-ǿƘƛǘŜ ǇƘƻǘƻƎǊŀǇƘǎ ƻŦ ƻōƧŜŎǘǎΣ ƴƻǘƛƴƎΣ ά¢ƘŜȅ ǿŜǊŜ ƛƴǘŜǊŜǎǘƛƴƎΦ Lǘ ǿƻǳƭŘ ōŜΣ ƭƛƪŜΣ ŀ 

ǊŜŀƭƭȅ ƳŀǊǾŜƭƭƻǳǎ ƭŜǘǘŜǊōƻȄ ǘƘŀǘ ǿƻǳƭŘ ōŜ ōȅ ǘƘŜ ǎƛŘŜ ƻŦ ǘƘŜ ǊƻŀŘ ŀƴŘ ƘŜΩŘ ǎƘƻƻǘ ƛǘΦ IŜ ǎƘƻǘ 

unusuaƭ ǘƘƛƴƎǎΦέ32 aŀƎƎǎΩǎ ƴŜƎŀǘƛǾŜǎΣ ƘƻǿŜǾŜǊΣ ǊŜǾŜŀƭ ǘƘŀǘ ƘŜ ŎƘƻǎŜ ǘƻ ǇƘƻǘƻƎǊŀǇƘ ƻōƧŜŎǘǎ 

specifically for the project (fig. 2.7), and Donoahue allowed him to select the final images. In the 

end, the installation comprised approximately twenty-four photographs, all in black-and-white. 

Although shot on 35 mm film, each image was cropped to a square format. Many of the images 

were close-ups of objects, but there was no clear, overarching theme for the installation. As 

5ƻƴƻŀƘǳŜ ŘŜǎŎǊƛōŜǎ ƛǘΣ άǘƘŜȅ ǿŜǊŜ ŀƭƭ ŘƛŦŦŜǊŜƴǘΣ ōǳǘ ǘƘŜȅ ǿŜǊŜ ŀƭƭ ŎƘŀǊƳƛƴƎΦέ33  

 
29 Wŀƴƛǎ YǊŀǾƛǎΣ ά¢ƘǊŜŜ {Ƴŀƭƭ wƻƻƳǎ wŜǎǘŀǳǊŀƴǘΣ ¢ƻǊƻƴǘƻΣ мфспΣέ 
https://www.karelia.ca/blog/2ml3xw5z7aj53b2xs74l8exdd4lfww. 
30 Ibid. 
31 Jim Donoahue, discussion with author, August 10, 2017. 
32 Ibid. 
33 Ibid. 

https://www.karelia.ca/blog/2ml3xw5z7aj53b2xs74l8exdd4lfww
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5ƻƴƻŀƘǳŜΩǎ Ǉƭŀƴ ŦƻǊ ǘƘŜ ǿŀƭƭ ƛƴǾƻƭǾŜŘ ƘŀƴƎƛƴƎ ǘƘŜ ŜǾŜƴƭȅ ǎƛȊŜŘ ǇƘƻǘƻƎǊŀǇƘǎ ƛƴ ŀ ƎǊƛŘ 

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 shorter at one end of the 

installation to accommodate a bulkhead. Paul Orenstein, a photographer who assisted Maggs 

ŀǘ ǘƘŜ ǎǘŀǊǘ ƻŦ Ƙƛǎ ƻǿƴ ŎŀǊŜŜǊΣ ǎŀȅǎ ǘƘŜ ǇƘƻǘƻƎǊŀǇƘǎ ǿŜǊŜ άŀ ǎƛƎƴŀǘǳǊŜ ǇŀǊǘ ƻŦ ǘƘŜ ǊŜǎǘŀǳǊŀƴǘέ τ 

so much so that, after becoming damaged, they were reprinted rather than replaced with 

ǎƻƳŜǘƘƛƴƎ ƴŜǿΥ ά²Ŝ ŀŎǘǳŀƭƭȅ ǊŜǇǊƛƴǘŜŘ ǘƘŜƳΣ ōŜŎŀǳǎŜ ƻǾŜǊ ǘƘŜ ȅŜŀǊǎ ŦƻƻŘ ǎǇƭŀǎƘŜŘ ƻƴ ώǘƘŜ 

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 thing again, and we treated it like it was a museum 

ŜȄŜŎǳǘƛƻƴΦέ34 Interestingly τ ŀǎ ǘƘƛǎ Ƴŀȅ ǿŜƭƭ ƘŀǾŜ ōŜŜƴ ǘƘŜ ŦƛǊǎǘ ǘƛƳŜ aŀƎƎǎΩǎ ǇƘƻǘƻƎǊŀǇƘƛŎ 

images were presented in a grid τ in 1968 Maggs was not actively involved in their 

arrangement. According to Donoahue, he had been unwell on the day of the installation, so 

Donoahue determined their placement and glued them to the wall himself.35 Nonetheless, the 

project is an important precursor of the grid-ōŀǎŜŘ ƛƴǎǘŀƭƭŀǘƛƻƴǎ ǘƘŀǘ ǿƻǳƭŘ ŘŜŦƛƴŜ aŀƎƎǎΩǎ ƭŀǘŜǊ 

art practice.36  

 

 
34 Paul Orenstein, discussion with author, August 9, 2017. 
35 Donoahue, discussion. 
36 9ǾƛƴŎƛƴƎ aŀƎƎǎΩǎ ƻǿƴ ŀŎƪƴƻǿƭŜŘƎƳŜƴǘ ƻŦ ǘƘŜ ǎƛƎƴƛŦƛŎŀƴŎŜ ƻŦ ǘƘƛǎ ǿƻǊƪΣ ƘŜ ǇǊŜǇŀǊŜŘ ŀ ǎŜǘ ƻŦ ǇǊƛƴǘǎ ŦǊƻƳ ¢ƘǊŜŜ 
Small Rooms as an artwork. LAC holds a set, along with an exhibition hanging scheme and a note about the 
contemporary editions, dated 2005. Although the restaurant installation needed to accommodate a bulkhead, 
aŀƎƎǎΩǎ ƭŀǘŜǊ ƘŀƴƎƛƴƎ ǎŎƘŜƳŜ ƻǳǘƭƛƴŜǎ ǘƘǊŜŜ Ŝǉǳŀƭ Ǌƻǿǎ ƻŦ ǘŜƴ ƛƳŀƎŜǎΤ ƛǘ Ŏŀƭƭǎ ŦƻǊ ǘƘŜ ƛƳŀƎŜǎ ǘƻ ōŜ ǳƴƳŀǘǘŜŘ ŀƴŘ 
ŦǊŀƳŜŘΣ άǇǊŜŦŜǊŀōƭȅ ώƛƴϐ ōƭŀŎƪ ƳŜǘŀƭΣέ ŀƴŘ ǘƘŀǘ ǘƘŜȅ ōŜ άƛƴ ŎƭƻǎŜ ǇǊƻȄƛƳƛǘȅ ώǘƻ ŜŀŎƘ ƻǘƘŜǊϐ ƻǊ ǘƻǳŎƘƛƴƎέΤ !ǊƴŀǳŘ 
aŀƎƎǎΣ άtƭŀƴ ŦƻǊ LƴǎǘŀƭƭƛƴƎ Ψ¢ƘǊŜŜ {Ƴŀƭƭ wƻƻƳǎΣΩέ мфсуΣ [!/Σ hǘǘŀǿŀΣ wтфрф-677-2-E, vol. 856. 
36 Donoahue, discussion. 
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aŀƎƎǎΩǎ ŎŀǊŜŜǊ ǎƘƛŦǘ ǇŀǊŀƭƭŜƭŜŘ ŎƘŀƴƎŜǎ ƻƴ ǘƘŜ ƘƻƳŜ ŦǊƻƴǘΦ Iƛǎ ƳŀǊǊƛŀƎŜ ǘƻ aŀƎƎƛŜ ƘŀŘ ŜƴŘŜŘ 

the year he joined TDF, and he moved from Don Mills to the Cabbagetown neighbourhood of 

Řƻǿƴǘƻǿƴ ¢ƻǊƻƴǘƻΦ !ǎ /ŀƛǘƭŀƴ ǊŜƳŜƳōŜǊǎΣ ά9ǾŜǊȅ ŦŀƳƛƭȅ ǿŜ ƪƴŜǿ ǿŀǎ ǎǇƭƛǘǘƛƴƎ up. It was the 

ƴŜǿ ǘƘƛƴƎΦ Lǘ ǿŀǎ ǘƘŜ ǎƛȄǘƛŜǎ Χ ŀƴŘ ǎǳŘŘŜƴƭȅ ŜǾŜǊȅǘƘƛƴƎ ǎƘƛŦǘŜŘΦέ37 In a transformation from ad 

Ƴŀƴ ǘƻ ǿƛƭŘ ƳŀƴΣ aŀƎƎǎΩǎ ƛŘŜƴǘƛǘȅ ŀƭǎƻ moved with the times. Marjorie Harris remembers a 

dramatic change: 

he went from being really chicly dressed τ fabulously up-to-date τ to a guy with 
great long hair and a huge beard. One time I 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 
backseat of the ŎŀǊ ŀƴŘ ǘƘŜǊŜΩǎ !ǊƴŀǳŘ ƎŜǘǘƛƴƎ ǎǘƻǇǇŜŘ ŦƻǊ ŘǊƛǾƛƴƎ ǿƘƛƭŜ ƘŀƛǊȅΗ Lǘ ǿŀǎ 
unbelievable.38 

 
Toronto-based daguerreotypist Mike Robinson was a friend and neighbour 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 hippie.39 Likewise, Caitlan recalls: 

aȅ ŘŀŘ ƘŀŘ ōŜŜƴ ƻƴŜ ƻŦ ǘƘŜ ŦƛǊǎǘ ƘƛǇǇƛŜǎ ƛƴ ǘƘŜ Ψслǎ ŀƴŘ ƘŜ ŘƛŘ ŜȄǇŜǊƛƳŜƴǘ ǿƛǘƘ 
different substances and stuff. I remember him very clearly telling me, when I was 
about eight and we were walking on the street (I think we were in Cabbagetown) ... 
ά/ŀƛǘΣ ƭƛǎǘŜƴΣ L ŘƻƴΩǘ ǿŀƴǘ ȅƻǳ ŜǾŜǊ ǘƻ ǘŀƪŜ ŘǊǳƎǎΦέ IŜ ǎŀƛŘΣ ά.ǳǘ L ǿŀƴǘ ȅƻǳ ǘƻ ƭƻƻƪ ŀǘ 
the trees and see the pink and the purple of the bark τ ōǳǘ ŘƻƴΩǘ Řƻ ƛǘ ǿƛǘƘ ŘǊǳƎǎΣ Ƨǳǎǘ 
ƭƻƻƪ ŦƻǊ ǘƘƻǎŜ ŎƻƭƻǳǊǎΦέ ¢Ƙƛǎ ǇǊƻōŀōƭȅ ǿƻǳƭŘΩǾŜ ōŜŜƴ ƛƴ ŀǊƻǳƴŘ Ψсс τ ƴƻΣ Ψср τ and he 
waǎ ǊŜŀƭƭȅ ǎǘǊƛǾƛƴƎ ǘƻ ǘƘƛƴƪ ƻǳǘǎƛŘŜ ǘƘŜ ōƻȄΣ ȅƻǳ ƪƴƻǿΦ άwŜŀƭƭȅ ƭƻƻƪΦ ²Ƙŀǘ Řƻ ȅƻǳ really 
ǎŜŜΚ ¸ƻǳ ŘƻƴΩǘ ƴŜŜŘ ǘƻ ōŜ ƻƴ ŀƴȅǘƘƛƴƎ ǘƻ ǎŜŜ ǘƘŀǘΦέ40 
 

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

impact on Maggs.  

 

 
37 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 

such as aŀŎƭŜŀƴΩǎ and Canadian Business shifted direction in terms of both content and design, 

ŀƴŘ aŀƎƎǎΩǎ ǿƻǊƪ ŎƻƴǘǊƛōǳǘŜŘ ǘƻ ǘƘŜƛǊ ǊŜǎƘŀǇƛƴƎΦ Iƛǎ ǇƘƻǘƻƎǊŀǇƘƛŎ ǿƻǊƪ ƛƴ /ŀƴŀŘƛŀƴ ƳŀƎŀȊƛƴŜǎ 

also influenced a new generation of young photographers such as Orenstein. 

Following tensions between editors and management in the 1960s, aŀŎƭŜŀƴΩǎ 

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 too.41 For example, Jonathan Eby, who ultimately championed Maggs, joined the 

ǇǳōƭƛŎŀǘƛƻƴ ŀǎ ŀǊǘ ŘƛǊŜŎǘƻǊ ƛƴ мфстΦ tǊŜǾƛƻǳǎƭȅ ǇǳōƭƛǎƘŜŘ ŜǾŜǊȅ ǘǿƻ ǿŜŜƪǎΣ ǳƴŘŜǊ {ǇŜŀǊǎΩǎ 

direction aŀŎƭŜŀƴΩǎ shifted to a monthly magazine, starting that same year. As part of an effort 

to increase advertising revenue and draw readership, aŀŎƭŜŀƴΩǎ also introduced new content. 

When writer Marjorie Harris joined the publication, she was assigned fashion and lifestyle 

ŎƻƴǘŜƴǘΣ ǿƘƛŎƘΣ ǎƘŜ ŎƻƴǘŜƴŘǎΣ άƛǎ ǎƻƳŜǘƘƛƴƎ ǘƘŜȅΩŘ ƴŜǾŜǊ ŜǾŜǊ ŘƻƴŜ ōŜŦƻǊŜ ŀƴŘ ŀōƻǳǘ ǿƘƛŎƘ L 

ƪƴŜǿ ȊŜǊƻΦέ42 Her focus was on highlighting Canadian fashion design.  

aŀƎƎǎΩǎ ǊŜǇǳǘŀǘƛƻƴ ŦƻǊ ŜȄŎŜƭƭŜƴŎŜ ƛƴ ¢ƻǊƻƴǘƻΩǎ ŀŘǾŜǊǘƛǎƛƴƎ ŀƴŘ ŘŜǎƛƎƴ ǿƻǊƭŘ ǇǊƻǾƛŘŜŘ 

him leverage when shifting careers. When he began working as a photographer, he was well 

ǎǳǇǇƻǊǘŜŘ ōȅ ǘƘƻǎŜ ŦŀƳƛƭƛŀǊ ǿƛǘƘ Ƙƛǎ ŘŜǎƛƎƴ ǿƻǊƪΦ άIŜ ƘŀŘ ŎŀƭƭŜŘΣ ǎŀȅƛƴƎ ƘŜ ǿŀǎ ƎŜtting into 

ǇƘƻǘƻƎǊŀǇƘȅ ŀƴŘ ƛŦ ǿŜ ŎƻǳƭŘ ǳǎŜ ƘƛƳΣ ƘŜ ǿŀǎ ŀǾŀƛƭŀōƭŜΣέ 9ōȅ ŜȄǇƭŀƛƴǎΦ άIŜ ǿŀǎ ƻƴŜ ƘŜƭƭ ƻŦ ŀƴ 

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

 
41 For a detailed history of aŀŎƭŜŀƴΩǎ, see Fraser Sutherland, The Monthly Epic: A History of Canadian Magazines 
(Markham, ON: Fitzhenry & Whiteside, 1989).  
42 Harris, discussion.  
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ǳǎƛƴƎ ƘƛƳΦέ43 During this period aŀŎƭŜŀƴΩǎ held a distinctive position within the Canadian 

publishing landscape. It was a large-format publication, akin to renowned American magazines 

such as Look and Life, making it visually compelling. As Eby explains, 

aŀŎƭŜŀƴΩǎ ƳŀƎŀȊƛƴŜ ǿŀǎ ŀ ǾŜǊȅ Ǿƛǎǳŀƭ ƳŀƎŀȊƛƴŜ ŀǘ ǘƘŜ ǘƛƳŜΣ ƴƻǘ ŀ ƴŜǿǎƳŀƎŀȊƛƴŜΣ ŀƴŘ Χ 
it was large τ the size of Look magazine at the time and Life magazine. [They] were all 
large-format magazines and they had great visual displays. So the people who were 
hired to work for [aŀŎƭŜŀƴΩǎ] were considered the best in Canada and it was an honour 
for them. So, just by being included, they were included in the top people in Canada.44 
 

Wǳǎǘ ŀǎ Ƙƛǎ ŘŜǎƛƎƴ ŎŀǊŜŜǊ ƘŜƭǇŜŘ Ǝŀƛƴ ǎǳǇǇƻǊǘ ŦƻǊ Ƙƛǎ ǇƘƻǘƻƎǊŀǇƘȅΣ aŀƎƎǎΩǎ ǇǊŜǎŜƴŎŜ ƛƴ 

aŀŎƭŜŀƴΩǎ helped to 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 1967.45 άCŀƴǘŀǎȅ 

[ƛǾƛƴƎέ ƛƴǘǊƻŘǳŎŜŘ ǊŜŀŘŜǊǎ ǘƻ ǎǘȅƭƛǎƘ άŀǘ-ƘƻƳŜ ŎƭƻǘƘŜǎέ όŦƛƎΦ нΦмлύΦ ά²Ŝ ǿŜǊŜ ōƻǘƘ ƭŜŀǊƴƛƴƎΣέ 

IŀǊǊƛǎ ŎƻƴǘŜƴŘǎΦ άIŜ ǿŀǎ ƭŜŀǊƴƛƴƎ Ƙƻǿ ǘƻ ǘŀƪŜ ŀ ǇƘƻǘƻƎǊŀǇƘΦ L ǿŀǎ ƭŜŀǊƴƛƴƎ Ƙƻǿ ǘƻ ǎŜǘ ǳǇ ŀ 

fashion shoƻǘΦέ46 Though 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 

IŀǊǊƛǎ ŜȄǇƭŀƛƴǎΣ ǎƘŜ ǿƻǳƭŘ ǳǎŜ aŀƎƎǎ άƛŦ L ǿŀƴǘŜŘ ǘƻ Řƻ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ǿŀǎ ǊŜŀƭƭȅ ŘŀǊƛƴƎΦέ47 A 

more traditional approach to editorial photography had photographers execute client-approved 

concepts that sometimes came with specific directives. It was not uncommon for the client to 

ŜȄǇǊŜǎǎ ǇǊŜŦŜǊŜƴŎŜǎ ǎǳŎƘ ŀǎ ǘƘŜƛǊ ǎǇƻǳǎŜΩǎ ŦƻƴŘƴŜǎǎ ŦƻǊ ǊŜŘ ŘǊŜǎǎŜǎ, for instance. As 

Branscombe illuminated, 

 
43 Eby, discussion. 
44 Ibid. 
45 ¢ƘŜ ƛǎǎǳŜ ƛƴŎƭǳŘŜǎ ǎŜǾŜǊŀƭ ǎǘƻǊƛŜǎ ǘƘŀǘ ŦŜŀǘǳǊŜ aŀƎƎǎΩǎ ǇƘƻǘƻƎǊŀǇƘȅΦ 
46 Harris, discussion. 
47 Ibid. 
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In the old days, artists used to draw pictures and then this drawing would be approved 
ōȅ ǘƘŜ ŎƭƛŜƴǘΦ ¢ƘŜ ŎƭƛŜƴǘ ǿƻǳƭŘ ƭƻƻƪ ŀǘ ƛǘ ŀƴŘ ƘŜΩŘ ǎŀȅΣ ά¸ŜŀƘΣ ōǳǘ L ǎƘƻǿŜŘ Ƴȅ ǿƛŦŜ ŀƴŘ 
ǎƘŜ ƭƛƪŜǎ ǊŜŘ ŘǊŜǎǎŜǎΣ ǎƻ Ŏŀƴ ȅƻǳ ƘŀǾŜ ŀ ǊŜŘ ŘǊŜǎǎ ƻƴ ǘƘŀǘ ǿƻƳŀƴΚέ {ƻ ǘƘŜƴ ȅƻǳΩŘ write 
άǊŜŘ ŘǊŜǎǎΦέ !ƴŘ ǘƘŜƴ ǘƘƛǎ ǿƻǳƭŘ Ǝƻ ǘƻ ǘƘŜ ǇƘƻǘƻƎǊŀǇƘŜǊ ŀƴŘ ƘŜ ǿƻǳƭŘ ƭƻƻƪ ŀǘ ƛǘ ŀƴŘ 
ƘŀǾŜ ǘƻ Řƻ ǘƘŀǘ ǇƘƻǘƻΦ !ƴŘ ǘƘŀǘΨǎ ǘƘŜ ǿŀȅ ƛǘ ǿƻǊƪŜŘΦ48 

IŀǊǊƛǎ ŀƴŘ aŀƎƎǎΩǎ ŀǇǇǊƻŀŎƘ ǿŀǎ ƭŜǎǎ ǎǘŀǘƛŎ ŀƴŘ ŦƻǊƳǳƭŀƛŎΣ ǇŜǊƘŀǇǎ ōŜŎŀǳǎŜ ǘƘŜȅ ǿŜǊŜ ƴŜǿ ǘƻ 

ǘƘŜƛǊ ǊŜǎǇŜŎǘƛǾŜ ǊƻƭŜǎΦ IŀǊǊƛǎ ǊŜŎŀƭƭǎ aŀƎƎǎΩǎ ƻǇŜƴƴŜǎǎ ǘƻ ŜȄǇƭƻǊƛƴƎ ƛŘŜŀǎΥ 

²Ŝ ǿƻǳƭŘ ǎƛǘ ŀƴŘ ǘŀƭƪΦ L ǿƻǳƭŘ ǘŜƭƭ ƘƛƳ ǿƘŀǘ Ƴȅ ŎƻƴŎŜǇǘ ǿŀǎ ŀƴŘ ƘŜ ǿƻǳƭŘ ǎŀȅΣ άL ǿƻǳƭŘ 
ǊŜŀƭƭȅΣ ǊŜŀƭƭȅ ƭƛƪŜ ǘƻ Řƻ ǘƘƛǎΦέ !ƴŘ ǎƻ ƛǘΩǎ ŀƴ ŀǊǘΦ  
  !ƴŘ ƘŜ ǿŀǎ ƎǊŜŀǘ ǘƻ ǿƻǊƪ ǿƛǘƘ ōŜŎŀǳǎŜ ȅƻǳ ŎƻǳƭŘ Ƨǳǎǘ ǎŀȅ ŀƭƳƻǎǘ ŀƴȅǘƘƛƴƎ ŀƴŘ ƘŜΩŘ 
ƎŜǘ ƛǘ ŀƴŘ ǘƘŜƴ ǇǳǎƘ ƛǘΣ ǿƘŜǊŜŀǎ ŀ ƭƻǘ ƻŦ ǇƘƻǘƻƎǊŀǇƘŜǊǎ ƳƛƎƘǘ ǎŀȅΣ ά²ŜƭƭΣ ŜȄŀŎǘƭȅ ǿƘŀǘ ƛǎ 
ƛǘ ǘƘŀǘ ȅƻǳ ǿŀƴǘ ǘƻ ƎŜǘ ŀŎǊƻǎǎΚέΦΦΦ !ǊƴŀǳŘ ǿƻǳƭŘ Ƨǳǎǘ ƎƻΣ ά²ƘƻƻΣ ȅŜǎΣ ƭŜǘΩǎ Řƻ ǘƘƛǎΗ [ŜǘΩǎ 
get so-and-ǎƻ ǘƻ ŎƻƭƭŀōƻǊŀǘŜΦ [ŜǘΩǎ ƳƻǾŜ ƻǳǘǎƛŘŜ ƻǊ ƛƴǎƛŘŜ ƻǊ ǎƻƳŜǘƘƛƴƎΦέ IŜ ǿƻǳƭŘ Řƻ 
creative things.49  
 

CƻǊ άCŀƴǘŀǎȅ [ƛǾƛƴƎΣέ aŀƎƎǎ ǇƘƻǘƻƎǊŀǇƘŜŘ ƳƻŘŜƭǎ ǿŜŀǊƛƴƎ ŎƻƴǘŜƳǇƻǊŀǊȅ ŦŀǎƘƛƻƴǎ ŀǘ ǘƘŜ 

{ŎǳƭǇǘǳǊŜ Ωст ŜȄƘƛōƛǘƛƻƴ ŀǘ ¢ƻǊƻƴǘƻΩǎ /ƛǘȅ IŀƭƭΣ ǿƘŜǊŜ ǘƘŜ ǎŎǳƭǇǘǳǊŜǎ ǎŜǊǾŜŘ ŀǎ ōƻƭŘ ōŀŎƪŘǊƻǇǎΦ 

¢ƘŜ ƭƻŎŀǘƛƻƴΣ ŀǎ IŀǊǊƛǎ ǎŀȅǎ ƛƴ ǘƘŜ ŀǊǘƛŎƭŜΣ άƛƴŘƛŎŀǘŜώǎϐ ǘƘŜ ƭǳȄǳǊȅ ƻŦ ǘƘŜǎŜ ŎƭƻǘƘŜǎΣέ ǎǳǇǇƻǊǘƛƴƎ 

ƘŜǊ ŘŜŎƭŀǊŀǘƛƻƴ ǘƘŀǘ ŎƻƴŦƛƴƛƴƎ άƘƻǳǎŜ ŎƭƻǘƘŜǎέ ǘƻ ǘƘŜ ōŜŘǊƻƻƳ ǿŀǎ ƻǳǘŘŀǘŜŘ.50  

At the same time, there was a broader shift in attitudes toward photographers. Eby, 

ŀƳƻƴƎ ƻǘƘŜǊǎΣ ōŜƭƛŜǾŜŘ ǎǘǊƻƴƎƭȅ ǘƘŀǘ ǇƘƻǘƻƎǊŀǇƘŜǊǎ ǿŜǊŜ ƴƻǘ ǎƛƳǇƭȅ ƘƛǊŜŘ ƘŀƴŘǎΦ άL ŀƭǿŀȅǎ 

ǘƘƻǳƎƘǘ ƛǘ ǿŀǎ ƛƳǇƻǊǘŀƴǘ ǘƻ ƪŜŜǇ ǘƘŜ ŎǊŜŀǘƛǾŜ ƳƛƴŘ ƻŦ ǘƘŜ ǇƘƻǘƻƎǊŀǇƘŜǊ ƛƴ ǇƭŀȅΣέ Ƙe explains. 

ά!ǘ ǘƘŜ ǘƛƳŜ ǘƘŜǊŜ ǿŀǎ ŀ ƎǊŜŀǘ ǎŎŜƴŜ ƎƻƛƴƎ ƻƴ ƛƴ bŜǿ ¸ƻǊƪ τ Helmut Newton and other leading 

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

ƘŀŘ ƛƴǘŜƭƭŜŎǘǳŀƭ ƛƴǇǳǘ ǘƻ ƳŀƪŜΦέ51 He felt that Maggs was among those photographers who 

ƳŀŘŜ ƛƴǘŜƭƭƛƎŜƴǘ ŎƻƴǘǊƛōǳǘƛƻƴǎ ǘƻ ǘƘŜ ƳŀƎŀȊƛƴŜΦ άIŜ ƘŀŘ ŀ ƪŜŜƴ ƳƛƴŘ ŀƴŘ ƪŜŜƴ ŜȅŜΣέ 9ōȅ 

 
48 Branscombe, discussion. 
49 Harris, discussion. 
50 aŀǊƧƻǊƛŜ IŀǊǊƛǎΣ άCŀƴǘŀǎȅ [ƛǾƛƴƎΣέ aŀŎƭŜŀƴΩǎ, December 1, 1967, 35ς36.  
51 Eby, discussion. 
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ƛƴǎƛǎǘǎΣ ŀƴŘ ŀǎ ŀ ǊŜǎǳƭǘΣ ƘŜ ŜȄǘŜƴŘŜŘ ŦǊŜŜŘƻƳ ǘƻ aŀƎƎǎΥ άL ǿŀƴǘŜŘ ǘƻ ǎŜŜ ǿƘŀǘ ƘŜ ŎƻǳƭŘ ōǊƛƴƎ ǘƻ 

[a shoot]. He would have a lot of freedom. I would just keep him in the parameters of the 

ƳŀƎŀȊƛƴŜ ŀƴŘ ǿƘŀǘ ǘƘŜ ŜŘƛǘƻǊƛŀƭ ǎƛŘŜ ƳƛƎƘǘ ōŜ ǊŜǉǳŜǎǘƛƴƎΦέ52 Figures 2.11 and 2.12 illustrate 

some of approaches that Maggs brought to fashion images for aŀŎƭŜŀƴΩǎ in the late 1960s.  

In addition to fashion editorials, Maggs also produced portraiture and still-life imagery 

for aŀŎƭŜŀƴΩǎ. His merchandise 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 Art Associates. Art-

directed and designed by Maggs and photographed by Ken Bell, a 1966 promotional piece for 

the firm demonstrates that the selection and placement of objects was central to the concept 

(fig. 2.13).  

In the December 1967 issue of aŀŎƭŜŀƴΩǎ, the magazine featured a roundup of gift 

ƛŘŜŀǎΣ ά! ¸ŜǎǘŜǊŘŀȅ /ƘǊƛǎǘƳŀǎ Χ ŦƻǊ DǊƻǿƴ-ǳǇǎΣ ! ¢ƻŘŀȅ /ƘǊƛǎǘƳŀǎ Χ ŦƻǊ /ƘƛƭŘǊŜƴέ όŦƛƎΦ нΦм4). 

!ŎŎƻǊŘƛƴƎ ǘƻ IŀǊǊƛǎΣ aŀƎƎǎ άǿƻǳƭŘ Ƨǳǎǘ ōǳƛƭŘ ώǘƘŜ ƻōƧŜŎǘǎϐ ƛƴǘƻ ŀ ǊƻƻƳέ ŀƴŘ ǇƘƻǘƻƎǊŀǇƘ ŀƭƭ ǘƘŜ 

merchandise together.53 She remembers him feeling that the collection of gift ideas for children 

ǿŀǎ ƳƛǎǎƛƴƎ ǎƻƳŜǘƘƛƴƎΦ ά²Ŝ ǊŜŀƭƭȅ ƴŜŜŘ ŀ ōƛƎ ǇƻǎǘŜǊ ƛƴ ƘŜǊŜΣέ ǎƘŜ ǊŜŎŀƭƭǎ ƘƛƳ ŘŜŎƭŀǊƛƴƎΦ wŀǘƘŜǊ 

than sourcing a poster, however, Maggs made one: a high-contrast black-and-white portrait of 

IŀǊǊƛǎΩǎ ǎƻƴ ŦǊƻƳ ǘƘŜ ǎƘƻǳƭŘŜǊǎ ǳǇΣ ǿƛǘƘ ŀ ƭƛǘ ŎƛƎŀǊŜǘǘŜ ƛƴ Ƙƛǎ ƳƻǳǘƘΦ άL ƎǳŜǎǎ ώƳȅ ǎƻƴ ǿƻǳƭŘ 

ƘŀǾŜ ōŜŜƴϐ ŀōƻǳǘ ǎŜǾŜƴ ƻǊ ŜƛƎƘǘΣ ŀƴŘ ƘŜ ǎǘǳŎƪ ŀ ŎƛƎŀǊŜǘǘŜ ƛƴ ǘƘŜ ƪƛŘΩǎ ƳƻǳǘƘΣέ IŀǊǊƛǎ ǊŜŎƻǳƴǘǎΦ 

ά!ƴŘ ƘŜ ƳŀŘŜ ŀ ǇƻǎǘŜǊ ƻǳǘ ƻŦ ƛǘΦέ54 Lƴ ά! ¢ƻŘŀȅ /ƘǊƛǎǘƳŀǎ Χέ IŀǊǊƛǎΩǎ ǎƻƴ ƛǎ ǇƘƻǘƻƎǊŀǇƘŜŘ 

 
52 Eby, discussion. 
53 Harris, discussion. 
54 LōƛŘΦ άL Ǝƻǘ ǎƘƛǘ ǘƘǊƻǿƴ ŀǘ ƳŜ ŦƻǊ ǘƘŀǘΗέ ǎƘŜ ŀŘŘǎΦ  
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sitting next to the larger-than-life poster Maggs created. The bold, punchy image works well 

ǿƛǘƘ ǘƘŜ ōǊƛƎƘǘΣ ǇƭŀȅŦǳƭ ƻŦŦŜǊƛƴƎǎ ƛƴ ǘƘŜ ŎƘƛƭŘǊŜƴΩǎ ƎƛŦǘ ǊƻǳƴŘǳǇΣ ŀƴŘ ƛǘ ŀƭǎƻ ƘŜƭǇǎ ǘƻ ŎǊŜŀǘŜ 

effective compositional balance. And not only did it solve his design problem, Maggs 

contributed content: the idea of a customized poster became one of the gift suggestions. Eby 

ŜȄǇƭŀƛƴǎ ǘƘŀǘ aŀƎƎǎ άǿŀǎ ƭƛƪŜ ŀ IƻƭƭȅǿƻƻŘ ǇǊƻǇ ǎƘƻǇΣέ ǿƘƛŎƘ ǿŀǎ ǇŀǊǘ ƻŦ Ƙƛǎ ŀǇǇŜŀƭ ŀǎ ŀ 

ǇƘƻǘƻƎǊŀǇƘŜǊΦ ά!ƴȅǘƘƛƴƎ ȅƻǳ ŎƻǳƭŘ ƛƳŀƎƛƴŜΣ !ǊƴŀǳŘ ǇǊƻōŀōƭȅ had, and he could represent it. 

He was always an attraction that way, as he was a one-ǎǘƻǇ ǎƘƻǇǇƛƴƎ ŎŜƴǘǊŜΦέ55 aŀƎƎǎΩǎ 

personal collection provided props for several stories in aŀŎƭŜŀƴΩǎ, and it was a particularly 

valuable asset for assignments with a still-ƭƛŦŜ ōŜƴǘΦ ¢ŀƪŜΣ ŦƻǊ ŜȄŀƳǇƭŜΣ άhƴ WǳƴŜ нмǎǘ ¢ƘŜǊŜ ²ƛƭƭ 

.Ŝ фо aƻǊŜ 5ŀȅǎ ƻŦ {ǳƳƳŜǊΦ ²Ƙŀǘ !ǊŜ ¸ƻǳ DƻƛƴƎ ǘƻ 5ƻΚέ aŀƎƎǎΩǎ ǇƘƻǘƻƎǊŀǇƘǎ ŦŜŀǘǳǊŜ 

throughout the story, and the images in the introductory spread and on page 35 incorporate 

objects from his collection (fig. 2.15).  

Harris and Maggs frequently travelled for assignments, and his work for aŀŎƭŜŀƴΩǎ and 

ƻǘƘŜǊ ǇǳōƭƛŎŀǘƛƻƴǎ ƛƴŎƭǳŘŜŘ ŜȄǇƭƻǊŀǘƛƻƴ ōƻǘƘ ƛƴ ǘƘŜ ǎǘǳŘƛƻ ŀƴŘ ƻƴ ƭƻŎŀǘƛƻƴΦ ά²Ŝ ǿŜǊŜ ŀƭǿŀȅǎ 

recreating a different reality, even in the simplest kind of photography he was doing. And, as I 

say, he was experimenting all the time, because he was definitely not going to just be a 

ǇƘƻǘƻƎǊŀǇƘŜǊΦ IŜ ǿŀǎ ƎƻƛƴƎ ǘƻ ōŜ ǎƻƳŜǘƘƛƴƎΣέ IŀǊǊƛǎ ƛƴǎƛǎǘǎΣ ǇƻƛƴǘƛƴƎ ǘƻ aŀƎƎǎΩǎ ǇǳǊǎǳƛǘ ƻŦ 

artistic expression.56 As a photographer he ultimately helped shape the look of aŀŎƭŜŀƴΩǎ in the 

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. 
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ǎǘƻǊȅ ŀōƻǳǘ [ƛƻƴŜƭ ¢ƛƎŜǊΩǎ ǎǇŜŎǳƭŀǘƛǾŜ ǊŜǎŜŀǊŎƘ ƻƴ ƳŀƭŜ ōƻƴŘƛƴƎ όŦƻǊ ŜȄŀƳǇƭŜΣ Men in Groups, 

published in 1969), Maggs portrayed his subjects as captive animals or scientific specimens to 

be studied (fig. 2.16). 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 such as 64 Portrait Studies, 1976ς78 (1976ς78), in 

retrospect the project foretells work to come.  

Both Harris and Eby continued to work with Maggs following their days at aŀŎƭŜŀƴΩǎ. 

Eby, for instance, left the magazine in 1972 to work for Comac Communications, where he led 

the art department for IƻƳŜƳŀƪŜǊΩǎ and a new publication, Quest magazine. Quest was a 

controlled-subscription magazine geared at the start toward men. Photographs Maggs took for 

the new magazine contributed to award-ǿƛƴƴƛƴƎ ǎǘƻǊƛŜǎΣ ƛƴŎƭǳŘƛƴƎ ά¢ƘŜ {ǘŀǘŜ ƻŦ ǘƘŜ !ŦŦŀƛǊέ 

(1972ς73), which visually and conceptually played with similarity and difference (fig. 2.17). 

These same preoccupations would define his artistic projects, where comparative analysis is key 

to both the artistic imǇŜǘǳǎ ŀƴŘ ǾƛŜǿŜǊǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ Ƙƛǎ ƻǳǘǇǳǘΦ  

 aŀƎƎǎΩǎ ŀǇǇǊƻŀŎƘ ǘƻ ǇƘƻǘƻƎǊŀǇƘȅ ǿŀǎ ƛƴŦƻǊƳŜŘ ōȅ Ƙƛǎ ǿƻǊƪ ƛƴ ŀŘǾŜǊǘƛǎƛƴƎ ŀƴŘ ƎǊŀǇƘƛŎ 

ŘŜǎƛƎƴΦ Lƴ IŀǊǊƛǎΩǎ ǾƛŜǿΣ ǘƘƛǎ ǿŀǎ ŀ ōŜƴŜŦƛǘ ǘƘŀǘ ŜƴǎǳǊŜŘ ŜŦŦƛŎƛŜƴŎȅΣ ŀƴŘ ŀƭǎƻ ǊŜǎǳƭǘǎΦ άIŜ 

organized everything around him that he was working on, and his eye τ his graphic eye τ was 

Ƨǳǎǘ ǎƻ ƛƳǇŜŎŎŀōƭŜ ŦƻǊ ŘŜǎƛƎƴΦ !ƴŘ ƘŜ ƴŜǾŜǊ ǿŀǎǘŜŘ ŦƛƭƳΣέ ǎƘŜ ŜȄǇƭŀƛƴǎΦ άIŜΩŘ ǘŀƪŜ ŀ ǎƘƻǘΣ 

bracket, bracket, bracket, and that would be it. And it was never ever difficult to edit his shots, 

ōŜŎŀǳǎŜ ȅƻǳΩŘ ŀƭǿŀȅǎ ǘŀƪŜ ǘƘŜ Ƴŀƛƴ ǎƘƻǘ ǘƘŀǘ ƘŜ ƘŀŘ ǘŀƪŜƴ ǊŀǘƘŜǊ ǘƘŀƴ ǘƘŜ ōǊŀŎƪŜǘΦέ57 His 

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

 
57 Ibid. 
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language and approaches of design and advertising. In 1968, for example, Maggs worked on an 

assignment for Chatelaine ŀōƻǳǘ ǊŀƛǎƛƴƎ ƻǳǘǎǘŀƴŘƛƴƎ ŎƘƛƭŘǊŜƴΦ !ǎ ǘƘŜ ŎƻƴǘǊƛōǳǘƻǊǎΩ ǇŀƎŜ όŦƛƎΦ 

2.18) explains, the story posed logistical problems that Maggs solved in an interesting way:  

ώ²ϐŜ ƛƳƳŜŘƛŀǘŜƭȅ Ǌŀƴ ƛƴǘƻ ƻƴŜ ƻŦ ǎƻŎƛŜǘȅΩǎ ŎǳǊǊŜƴǘ ǇǊƻōƭŜƳǎΥ ƳƻōƛƭƛǘȅΦ aƻǎǘ ƻŦ ǘƘŜ 
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 shots of the children to poster size, then posed the blowups with the mothers.58 
 

aŀƎƎǎΩǎ ŀǇǇǊƻŀŎƘ ǘƻ άIƻǿ ǘƻ wŀƛǎŜ ŀƴ hǳǘǎǘŀƴŘƛƴƎ /ƘƛƭŘΣέ ǿƘƛŎƘ ƭŜŀƴŜŘ ƻƴ Ƙƛǎ ƎǊŀǇƘƛŎ 

sensibilities and experiences in the print industry, netted playful and compelling results. Figure 

2.19, for instance, shows Rose Kastner with a poster blow-up of her son Peter Kastner, an actor 

who at the time was starring in an American television sitcom called The Ugliest Girl in Town.  

Like aŀŎƭŜŀƴΩǎ, Chatelaine was a prominent magazine, and when it merged with 

Canadian Home Journal in 1958 it had impressive distribution numbers.59 Nevertheless, 

ŎƻƳǇŜǘƛǘƛƻƴ ǿƛǘƘƛƴ ǘƘŜ /ŀƴŀŘƛŀƴ ƳŀǊƪŜǘΣ ǇŀǊǘƛŎǳƭŀǊƭȅ ǿƛǘƘ !ƳŜǊƛŎŀƴ ǿƻƳŜƴΩǎ ƳŀƎŀȊƛƴŜǎΣ ƭŜŘ ǘƻ 

more shifts in the 1960s. Owner Maclean-Hunter expanded Chatelaine in the 1960s to include a 

series of publications τ Chatelaine, Châtelaine: La revue moderne (taking over Revue 

moderne), and Miss Chatelaine, which eventually became Flare τ offering a truly national 

market for advertisers, allowing for content sharing between English and French editions, and 

expanding its demographic reach to include teenagers.60  

Cultural historian Valerie J. Korinek declares Chatelaine instrumental in the 

ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ άƳŀƪŜƻǾŜǊ Ƴŀƴƛŀέ ƛƴ ǘƘŜ мфслǎΦ61 Beauty content and makeover articles 

 
58 ά!ǘ /ƘŀǘŜƭŀƛƴŜέ όŎƻƴǘǊƛōǳǘƻǊǎΩ ǇŀƎŜύΣ Chatelaine 41, no. 8 (August 1968): 2. 
59 Sutherland, The Monthly Epic, 249. 
60 For an in-depth study of ChatelaineΩǎ ƘƛǎǘƻǊȅΣ ǎŜŜ ±ŀƭŜǊƛŜ WΦ YƻǊƛƴŜƪΣ Roughing It in the Suburbs: Reading 
Chatelaine Magazine in the Fifties and Sixties (Toronto: University of Toronto Press, 2000). 
61 Korinek, Roughing It, 201ς2. 
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became part of a strategy for increasing readership and attracting a younger audience to the 

publication. Just as he did for aŀŎƭŜŀƴΩǎ, Maggs worked on a range of assignments for 

Chatelaine, including fashion and editorial photography, and he also contributed images in 

support of beauty and fitness articles produced by Chatelaine editor Eveleen Dollery (figs. 2.20ς

2.24). As Korinek points out, these short, heavily illustrated articles pushed the notion that 

άǿƻƳŜƴΩǎ ΨƴŀǘǳǊŀƭ ŀǎǎŜǘǎΩ ǿŜǊŜ ŀƭƭ Ǿƛǎǳŀƭ τ skin, face, posture, figure τ and the tools of 

ƳŀȄƛƳƛȊƛƴƎ ǘƘŜǎŜ ŀǎǎŜǘǎ ǿŜǊŜ ƳŀƪŜǳǇΣ ŜȄŜǊŎƛǎŜǎΣ ŀƴŘ ōŜŀǳǘȅ ǊŜƎƛƳŜǎΦέ62 The repetition and 

ŎƻƳǇŀǊŀǘƛǾŜ ǎŎǊǳǘƛƴȅ ŜƴŎƻǳǊŀƎŜŘ ōȅ άCŀŎŜ CŀŎǘǎέ όŦƛƎΦ нΦн3), for example, are not dissimilar to 

aŀƎƎǎΩǎ ŀǊǘǿƻǊƪǎΣ ǿƘƛŎƘ ŀƭǎƻ ƛƴǎƛǎǘ ƻƴ ŀ ŎƻƳǇŀǊŀǘƛǾŜ ǿŀȅ ƻŦ ǎŜŜƛƴƎ ŀƴŘ ƭƻƻƪƛƴƎΦ  

By the mid-мфтлǎ aŀƎƎǎΩǎ ŎƻƴǘǊƛōǳǘƛƻƴǎ ǘƻ Chatelaine had shifted more toward 

portraiture (figs. 2.25 and 2.26ύΦ άL ǊŜƳŜƳōŜǊ ƘƛƳ ǎŀȅƛƴƎ ƘŜ ǿŀǎ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ƳŀƪƛƴƎ ǇƻǊǘǊŀƛǘǎ 

ǊŀǘƘŜǊ ǘƘŀƴ ǇƘƻǘƻƎǊŀǇƘƛƴƎ ǎƻƳŜōƻŘȅ ŦƻǊ ǿƘŀǘ ǘƘŜȅ ǿŜǊŜ ǿŜŀǊƛƴƎΣέ ǊŜŎŀƭƭǎ ŎǳǊŀǘƻǊ !ƴƴ 

Thomas.63 [ƛƪŜǿƛǎŜΣ ŀǊǘƛǎǘ [ŜŜ 5ƛŎƪǎƻƴΣ ǿƘƻ ǿŀǎ aŀƎƎǎΩǎ ǇŀǊǘƴŜǊ ƛƴ ǘƘŜ ŜŀǊƭȅ мфтлǎΣ 

ǊŜƳŜƳōŜǊǎΣ άIŜ ŘƛŘƴΩǘ ƭƛƪŜ ōŜƛƴƎ ŀ ŦŀǎƘƛƻƴ ǇƘƻǘƻƎǊŀǇƘŜǊΤ ƘŜ ŘƛŘƴΩǘ ƭƛƪŜ ǘǊȅƛƴƎ ǘƻ ǘŀƪŜ ǇƛŎǘǳǊŜǎ 

and having four people standing behind him. They were there to put on the makeup and then 

Ŧǳǎǎ ƻǾŜǊ ǘƘƛƴƎǎΦέ64 His emphasis on portraiture would be underscored by the work he did for 

The Canadian Magazine around the same time.  

In 1975 Maggs was asked to shoot covers for The Canadian Magazine, which was 

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

 
62 Ibid., 202. 
63 Thomas, discussion. 
64 Lee Dickson, discussion with author, June 29, 2017. 
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ŦƻǊ άŎƻǾŜǊ ǇƻǊǘǊŀƛǘǎ ǘƘŀǘ ǿƻǳƭŘ ōŜ Ŝŀǎƛƭȅ ƛŘŜƴǘƛŦƛŀōƭŜ ŀƴŘ ǘƘŀǘ ǿƻǳƭŘ ǎǘŀƴŘ ƻǳǘΦέ65 His 

photographs of prominent Canadians τ Pierre Berton, Jean Chrétien, Stephen Lewis, and David 

Suzuki, for example (figs. 2.27ς2.30) τ contributed to picturing the nation through portraiture. 

aŀƎƎǎΩǎ ŎƻǾŜǊ ƛƳŀƎŜǎ ǿŜǊŜ ŦǊŜǉǳŜƴǘƭȅ ǎǳǇǇƻǊǘŜŘ ōȅ ŀŘŘƛǘƛƻƴŀƭ ƛƴǘŜǊƛƻǊ ǇƻǊǘǊŀƛǘǎΦ {ƻƳŜ ƻŦ Ƙƛǎ 

secondary images are notable for their close-cropping, a tendency seen in work he produced 

for other publications, including Chatelaine and Canadian Business. Take, for example, the 

portraits of Bill Davis and John Turner that were printed in the interior of The Canadian (figs. 

2.31 and 2.32), which show near-profiles of the politicians close up. Some of 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. 2.33 and 2.34ύΦ hǊŜƴǎǘŜƛƴ ōŜƭƛŜǾŜǎ ǘƘŀǘ aŀƎƎǎΩǎ ŜŀǊƭȅ ŎŀǊŜŜǊǎ ƛƴ ƎǊŀǇƘƛŎ 

art and magazine photography were central to who he was, and identifies his work for The 

Canadian ŀǎ ǇŀǊǘƛŎǳƭŀǊƭȅ ƛƴŦƭǳŜƴǘƛŀƭ ŦƻǊ ƘƛƳ ŀǎ ŀ ǇƘƻǘƻƎǊŀǇƘŜǊΦ άL ƭƻǾŜŘ ǘƘŜ ǎƘƻǘǎΣέ hǊŜƴǎǘŜƛƴ 

ŜȄǇƭŀƛƴǎΦ άIŜ ǿŀǎ /ŀƴŀŘŀΩǎ ƎǊŜŀǘŜǎǘ ǇƻǊǘǊŀƛǘƛǎǘ ŀǘ ǘƘŀǘ ƳƻƳŜƴǘΦέ66 The covers mark an 

important shift in focus for Maggs τ from fashion photography to portraiture τ and set the 

trajectory for his early artworks.  

{ƻƳŜ ƻŦ aŀƎƎǎΩǎ ŎƻǾŜǊ ƛƳŀƎŜǎ ŦƻǊ The Canadian reveal clear intersections between his 

artistic and editorial approaches; for a 1976 cover, he photographed musician Ronnie Hawkins 

in true profile (fig. 2.35). In 1976 Maggs also started working on 64 Portrait Studies, which he 

 
65 !ǊƴŀǳŘ aŀƎƎǎΣ άtŜǊǎƻƴŀƭ WƻǳǊƴŀƭΥ .ŜƎƛƴƴƛƴƎ мфтрΣέ ǳƴǇŀƎƛƴŀǘŜŘ ƴƻǘŜōƻƻƪΣ мфтрς81, LAC, Ottawa, R7959-5522, 
R7959-137-3-E, vol. 839. 
66 Orenstein, discussion. 
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ŎƻƴǎƛŘŜǊŜŘ Ƙƛǎ άŦƛǊǎǘ ǎŜǊƛƻǳǎέ ŀǊǘǿƻǊƪΦ67 It was initially shown in 1978 at the David Mirvish 

Gallery in Toronto, in his first significant solo art exhibition (fig. 2.36).68 Revealing a taxonomic 

approach to portraiture inspired by variations in human physiognomy, the work marks the start 

ƻŦ aŀƎƎǎΩǎ large-scale, grid-based portrait explorations. For it he photographed sixteen female 

and sixteen male sitters against a textured background. Comprising four rows of equal-sized 

black-and-white portraits, 64 Portrait Studies presents the viewer with neutral images of the 

thirty-ǘǿƻ ǎƛǘǘŜǊǎ ǿƛǘƘ ǘƘŜƛǊ ōŀǊŜ ǎƘƻǳƭŘŜǊǎ ŜȄǇƻǎŜŘΣ άǎƻ ǘƘŜǊŜ ǿŀǎ ŜǉǳŀƭƛȊŀǘƛƻƴ ŀƳƻƴƎ ǘƘŜ 

ǇŜƻǇƭŜΣέ aŀƎƎǎ ŜȄǇƭŀƛƴŜŘΦ69 Starting with the details seen in figure 2.37, the portraits of his 

female subjects form the first and second rows of 64 Portrait Studies, alternating 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 systems-based approach to artmaking. Maggs established systems and 

procedures for the conception, making, naming, and display of his artworks, which will be 

addressed further in chapter 4. However, 64 Portrait Studies was 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 staggering 2,400 possible 

 
67 Gail Fisher-¢ŀȅƭƻǊΣ ά!ǊƴŀǳŘ aŀƎƎǎΥ !ƴŀǘƻƳȅ ƻŦ ŀ tƻǊǘǊŀƛǘΥ !ƴ LƴǘŜǊǾƛŜǿ ǿƛǘƘ !ǊƴŀǳŘ aŀƎƎǎΣέ Photo Communiqué 
(Fall 1982): 12. 
68 Maggs exhibited photographs in three solo shows prior to the 1978 exhibition at the David Mirvish Gallery: Baby 
Pictures, at the Baldwin Street Gallery, Toronto (1971); People of Brussels, as part of the Brussels (ON) Centennial 
(1972); and Movie Directors, at the Revue Repertory Theatre, Toronto (1973). These are addressed in chapter 3.   
69 .Ŝƴ tƻǊǘƛǎΣ ά9ǾƛŘŜƴŎŜ ƻŦ 9ȄƛǎǘŜƴŎŜΥ ! /ƻƴǾŜǊǎŀǘƛƻƴ ǿƛǘƘ ¢ƻǊƻƴǘƻ-.ŀǎŜŘ tƘƻǘƻƎǊŀǇƘŜǊ !ǊƴŀǳŘ aŀƎƎǎΣέ Art on 
Paper 12, no. 5 (May/June 2008): 66. 
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frames.70 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 for 64 Portrait Studies reveal experimentation with a range 

of variables. For example, Caitlan Maggs is photographed against both light and dark 

backgrounds in varying poses (fig. 2.38). From a large number of exposures Maggs edited down 

his final selections with an eye to achieving a consistent neutral look for the sixty-four portraits 

as a whole. His goal was to bring together individual portraits that worked effectively as a unit. 

ά{ƻƳŜ ǇŜƻǇƭŜ ŘƛŘƴΩǘ ǿƻǊƪ ŀǘ ŀƭƭΣέ ƘŜ ŜȄǇƭŀƛƴŜŘΦ ά{ƻƳŜ ǇŜƻǇƭŜ LΩŘ ƘŀǾŜ ŎƻƳŜ ōŀŎk for another 

ǎƛǘǘƛƴƎΦέ71  

Lƴ ŜƭŜŎǘƛƴƎ ǘƻ ƛƴŎƭǳŘŜ ƻƴƭȅ ŜƳƻǘƛƻƴŀƭƭȅ ƴŜǳǘǊŀƭ ƛƳŀƎŜǎΣ aŀƎƎǎΩǎ ƻƴƎƻƛƴƎ ƛƴǘŜǊŜǎǘ ƛƴ ǘƘŜ 

proportions of the human head informed his selections. Unconcerned with revealing anything 

ƻŦ Ƙƛǎ ǎƛǘǘŜǊǎΩ ǇŜǊǎƻƴŀƭƛǘƛŜǎΣ ƘŜ ƛƴǎǘŜŀŘ ŜǎǘŀōƭƛǎƘŜŘ ŀƴ ŀƴŀƭȅǘƛŎŀƭ ƳŜǘƘƻŘƻƭƻgy for 64 Portrait 

Studies, ŀƛƳŜŘ ŀǘ ŘǊŀǿƛƴƎ ŀǘǘŜƴǘƛƻƴ ǘƻ ǎƘŀǇŜΦ άaƻǊŜ ǘƘŀƴ ŀƴȅǘƘƛƴƎΣέ ƘŜ ŜȄǇƭŀƛƴŜŘΣ άL ǿŀƴǘŜŘ 

ǇŜƻǇƭŜ ǘƻ ŎƻƳǇŀǊŜ ŀƭƭ ǘƘŜ ǿƻƴŘŜǊŦǳƭ ŀƴŘ ǾŀǊƛŜŘ ƘŜŀŘ ǎƘŀǇŜǎΦέ72 The work is a photographic 

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 project for Toronto Life magazine 

ǘƘŀǘ ƛǎ ƛƴŘƛŎŀǘƛǾŜ ƻŦ aŀƎƎǎΩǎ ƳŜǘƘƻŘǎΦ Lƴ мфтн Toronto Life was purchased by Michael de 

 
70 wƻōŜǊǘ 9ƴǊƛƎƘǘΣ ά5ŜǎƛƎƴǎ ƻƴ [ƛŦŜΥ !ƴ LƴǘŜǊǾƛŜǿ ǿƛǘƘ !ǊƴŀǳŘ aŀƎƎǎΣέ Border Crossings 31, no. 2 (June/August 
2012): 43. 
71 !ǊƴŀǳŘ aŀƎƎǎΣ ά!ǊƴŀǳŘ aŀƎƎǎΣέ YƻŘŀƪ /ƘŀƛǊ [ŜŎǘǳǊŜ {ŜǊƛŜǎΣ wȅŜǊǎƻƴ ¦ƴƛǾŜǊǎƛǘȅΣ CŜōǊǳŀǊȅ ммΣ мффпΤ ǎƻǳƴŘ 
recording, Toronto Metropolitan University Archives and Special Collections, maggs_1.mp3, 00:12:15. 
72 {ǘŀƛƴōŀŎƪΣ άv ŀƴŘ !Σέ ммнΦ 
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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 decided to choose one person to do 

all the work for the entire issue τ Maggs.73 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. 2.39 and 2.40). Although Orenstein felt Maggs was successful, he recalls 

him ōŜƛƴƎ ŎǊƛǘƛŎŀƭ ƻŦ ǘƘŜ ǊŜǎǳƭǘǎΦ άLΩƳ ƭƻƻƪƛƴƎ ŀǘ ǘƘŜƳΣέ ƘŜ ǎŀȅǎΣ άŀƴŘ ǘƘŜȅΩǊŜ all ƭƛƪŜ ŎƘƛƭŘΩǎ 

ŘǊŀǿƛƴƎǎΦ .ǳǘ ώaŀƎƎǎϐ ǿƻǳƭŘ ŘŜŎƻƴǎǘǊǳŎǘ ŜŀŎƘ ƻƴŜ ŀƴŘ ǊŜƧŜŎǘ ǘƘŜƳΣ ǎŀȅƛƴƎΣ ΨLǘΩǎ ƴƻǘ ŦǊŜŜ 

ŜƴƻǳƎƘΣΩ ƻǊ ΨLǘΩǎ ǘƻƻ ŦƻǊŎŜŘΦΩ Χ !ǘ ŦƛǊǎǘ L ŎƻǳƭŘƴΩǘ ǎŜŜ ǘƘŜ ŘƛŦŦŜǊŜƴŎŜΣ ƻǊ ǘƘŜ ŘƛŦŦŜǊŜƴŎŜǎ ŘƛŘƴΩǘ 

ƳŀǘǘŜǊ ǘƻ ƳŜΦέ74 CƻǊ hǊŜƴǎǘŜƛƴ ǘƘŜ ǇǊƻŎŜǎǎ ǿŀǎ ǊŜǾŜƭŀǘƻǊȅΦ aŀƎƎǎΩǎ ǊƛƎƻǊƻǳǎ ŀǇǇǊƻŀŎƘ ŀƴŘ Ƙƛǎ 

interest in slight differences came through strongly in this project, as it would in 64 Portrait 

Studies ŀƴŘ ŜƭǎŜǿƘŜǊŜ ǘƘǊƻǳƎƘƻǳǘ Ƙƛǎ ŎŀǊŜŜǊΦ άDǊŀŘǳŀƭƭȅΣ ŀǎ ƘŜ ǿŀǎ ŘŜǎŎǊƛōƛƴƎ ǿƘȅ ƘŜ ŘƛŘƴΩǘ 

ƭƛƪŜ ƻƴŜ ŀƴŘ ǿƘȅ ƘŜ ŘƛŘ ƭƛƪŜ ŀƴƻǘƘŜǊΣέ hǊŜƴǎǘŜƛƴ ŜȄǇƭŀƛƴǎΣ άL ŎƻǳƭŘ ǎŜŜ ǿƘŀǘ ƘŜ ǿŀǎ ǎŜŜƛƴƎΦ {ƻ 

ǘƘƛǎ ǿŀǎ ŀƴ ŀƳŀȊƛƴƎ ŜŘǳŎŀǘƛƻƴ ŦƻǊ ƳŜ ƛƴ ǘŜǊƳǎ ƻŦ Ƙƻǿ Ƙƛǎ ƳƛƴŘ ǿƻǊƪŜŘΦέ75 

A close examination of ŎƻƴǘŀŎǘ ǎƘŜŜǘǎ ŦǊƻƳ aŀƎƎǎΩǎ ŎƻƳƳŜǊŎƛŀƭ ǇƘƻǘƻƎǊŀǇƘȅ ǇǊƻƧŜŎǘǎ 

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 Studies. He explored many poses and angles with Hawkins, trying frontal images, 

profiles, and near-profiles. He photographed the musician in colour and in black-and-white, 

 
73 John Macfarlane, discussion with author, September 8, 2020. 
74 Orenstein, discussion. 
75 Ibid. 
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indoors and out, fully clothed and with his shirt off (figs. 2.41ς2.43). It is certainly not 

uncommon for commercial photographers to, when possible, dedicate time on a job to taking 

images for themselves, so to speak τ ƻƴŜǎ ǘƘŀǘ ǎŀǘƛǎŦȅ ǘƘŜƛǊ ǇŜǊǎƻƴŀƭ ŀǊǘƛǎǘƛŎ ƛƴǉǳƛǊƛŜǎΦ aŀƎƎǎΩǎ 

negatives and contact sheets demonstrate that hŜ ŦǳƭŦƛƭƭŜŘ ōƻǘƘ ǘƘŜ ŎƭƛŜƴǘΩǎ ƴŜŜŘǎ ŀƴŘ Ƙƛǎ ƻǿƴ 

creative concerns at the same time. Explicitly acknowledging this practice recognizes the 

productive interconnections between the applied and the fine arts, and better acknowledges 

the value and importance of commercial practice to art history.  

aŀƎƎǎΩǎ ŎƻƳƳŜǊŎƛŀƭ ǇƘƻǘƻƎǊŀǇƘȅ ǎŜǘǎ ǎŜǊǾŜŘ ŀǎ ǘŜǎǘƛƴƎ ƎǊƻǳƴŘǎΣ ŀƭƭƻǿƛƴƎ ƘƛƳ ǘƻ ǊŜŦƛƴŜ 

his vision and develop his artistic approach. His black-and-white photographs from the Hawkins 

session align with his early artworks, and the markups on the contact sheets and subsequent 

test prints further illuminate his dual focus on commercial and artistic practice (figs. 2.44ς2.47). 

Although similar to the image used on the cover of The Canadian, his selections represent the 

choices he made as an artist. Likewise, MaggǎΩǎ мфту ŎƻǾŜǊ ǇƻǊǘǊŀƛǘ ƻŦ .ǳŦŦȅ {ŀƛƴǘŜ-Marie 

portrays the musician in profile, along the lines of his approach to 64 Portrait Studies (fig. 2.48). 

Though shot in colour, the strong contrast of Sainte-aŀǊƛŜΩǎ ƘŀƛǊ ŀƴŘ ƧŀŎƪŜǘ ŀƎŀƛƴǎǘ ǘƘŜ ƭƛƎƘǘ 

background points to his preference for punchy, high-contrast images in his artworks. Part 2 of 

this dissertation will examine additional examples of how MaggsΩǎ ŘŜŎŀŘŜǎ ƻŦ ŎƻƳƳŜǊŎƛŀƭ ǿƻǊƪ 

informed τ often very directly τ his artistic practice. 

Lƴ ŀŘŘƛǘƛƻƴ ǘƻ ƻŦŦŜǊƛƴƎ ƻǇǇƻǊǘǳƴƛǘƛŜǎ ŦƻǊ ŀǊǘƛǎǘƛŎ ŜȄǇƭƻǊŀǘƛƻƴΣ aŀƎƎǎΩǎ ŎƻƳƳŜǊŎƛŀƭ ǎƘƻƻǘǎ 

ŀƭǎƻ ŜȄǇŀƴŘŜŘ Ƙƛǎ ƴŜǘǿƻǊƪ ƻŦ ǇƻǘŜƴǘƛŀƭ ǎƛǘǘŜǊǎΦ άLŦ L Ǝƻ ǘƻ Řƻ ŀ ŎƻƳƳŜǊŎƛŀƭ ŀǎǎƛƎƴƳŜƴǘ ŀƴŘ ǘƘŜ 

ǇŜǊǎƻƴ ƛǎ ǎƻƳŜƻƴŜ ǘƘŀǘ L ǿƻǳƭŘ ƭƛƪŜ ǘƻ ǇƘƻǘƻƎǊŀǇƘ ŀƭǎƻ ŦƻǊ ƳȅǎŜƭŦΣέ ƘŜ ŜȄǇƭŀƛƴŜŘΣ άL ǘǊȅ ǘƻ 
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ŀǊǊŀƴƎŜ ŀƴƻǘƘŜǊ ǎƛǘǘƛƴƎ ƛƴ Ƴȅ ƻǿƴ ǎǘǳŘƛƻΦέ76 Such was the case with Yousuf Karsh (1908ς2002), 

for instance. In 1976 Maggs photographed Karsh for The Canadian in front of his own famous 

portrait of Winston Churchill (fig. 2.49); he would later photograph Karsh in 1981, as part of 48 

Views (1981ς83; fig. 2.50). This was also the case with Leonard Cohen (1934ς2016), whom he 

photographed for aŀŎƭŜŀƴΩǎ in 1972 (fig. 2.51). In his notebooks, Maggs listed Cohen as an 

influence.77 Orenstein proposes that the early shoot with Cohen contributed to some of 

aŀƎƎǎΩǎ ƛŘŜŀǎ ŀōƻǳǘ ƭƛŦŜΣ ǿƘƛŎƘ ŀǘ ǘƘŜ ǘƛƳŜ ƛƴǾƻƭǾŜŘ ǇŀǊƛƴƎ Řƻǿƴ Ƙƛǎ ōŜƭƻƴƎƛƴƎǎ ŀƴŘ ƳƻǾƛƴƎ 

ǘƻǿŀǊŘ ƳƛƴƛƳŀƭƛǎƳ ƛƴ Ƙƛǎ ǇŜǊǎƻƴŀƭ ǎǇŀŎŜǎΦ άLǘ ǊŜŀƭƭȅ ƛƴŦƭǳŜƴŎŜŘ ƘƛƳΣέ ƘŜ ǎŀȅǎΦ άLǘ ǇƭŀȅŜŘ into the 

ǎƛƳǇƭƛŎƛǘȅ ǘƘƛƴƎΦέ78 Maggs would photograph Cohen again in an editorial context. And in 1977, 

he photographed the musician, in both frontal and profile views, in the high-contrast square-

format style of his artworks (fig. 2.52).  

By the time Maggs was working for Canadian Business in 1977, his reputation as a 

portraitist was cemented. /ŀƴŀŘƛŀƴ ƧƻǳǊƴŀƭƛǎǘ ŀƴŘ ŜŘƛǘƻǊ !ƭŜȄŀƴŘŜǊ ά{ŀƴŘȅέ wƻǎǎΣ ǿƘƻƳ aŀƎƎǎ 

had worked with at aŀŎƭŜŀƴΩǎ, ƛǎ ŎǊŜŘƛǘŜŘ ǿƛǘƘ ǘƘŜ ƳŀƎŀȊƛƴŜΩǎ ǊŜōƛǊǘƘ ƛƴ мфттΦ tǊƛƻǊ ǘƻ мфттΣ 

Canadian Business was a trade publication. As Mark de Wolf colourfully asserts in a tribute 

ǎƻƳŜ ȅŜŀǊǎ ŀŦǘŜǊ wƻǎǎΩǎ ŘŜŀǘƘΣ Canadian Business ǿŀǎ άŀ ōƻƴŜ-dry, 49-year-old Canadian 

/ƘŀƳōŜǊ ƻŦ /ƻƳƳŜǊŎŜ ƘƻǳǎŜ ƻǊƎŀƴ ǎǘŜŜǇŜŘ ƛƴ ǘƘŜ ŘƛŎǘƛƻƴ ƻŦ ǘƘŜ ǘǊŀŘŜ ǇǊŜǎǎΦέ79 There had 

 
76 Fisher-¢ŀȅƭƻǊΣ ά!ƴŀǘƻƳȅ ƻŦ ŀ tƻǊǘǊŀƛǘΣέ мтΦ 
77 aŀƎƎǎΣ άtŜǊǎƻƴŀƭ WƻǳǊƴŀƭΦέ 
78 hǊŜƴǎǘŜƛƴΣ ŘƛǎŎǳǎǎƛƻƴΤ άIŜ ǿŀǎ ƻƴ ŀ ǎƛƳƛƭŀǊ ǉǳŜǎǘ ǘƻ /ƻƘŜƴΩǎΣέ ƘŜ ŜȄǇŀƴŘǎΦ /ǳǊŀǘƻǊ YŀǊȅƴ !ƭƭŜƴ ƭƛƪŜǿƛǎŜ ŦƻǳƴŘ 
ŀŦŦƛƴƛǘƛŜǎ ōŜǘǿŜŜƴ aŀƎƎǎ ŀƴŘ /ƻƘŜƴΥ άL ǘƘƛƴƪ ƻŦ [ŜƻƴŀǊŘ /ƻƘŜƴ ŀ ƭƻǘ ǿƘŜƴ L ǘƘƛƴƪ ƻŦ !ǊƴŀǳŘΦ Χ LŦ ώ!ǊƴŀǳŘϐ ǎŜǊǾŜŘ 
you a tomato on a plate, it woulŘ ōŜ ƭƛƪŜ ŀƴ !ǊƴŀǳŘ aŀƎƎǎ ǇƘƻǘƻƎǊŀǇƘΦ Χ Iƛǎ ǿŀȅ ƻŦ ǾƛŜǿƛƴƎ ŦƻƻŘΣ Ƙƻǿ ƘŜ Ŏǳǘ 
ŦƻƻŘΣ Ƙƻǿ ƘŜ ǎŜǊǾŜŘ ƛǘ ǘƻ ȅƻǳΣ ƛǘ ǿŀǎ ŀƭƭ ŎǳǊŀǘŜŘ Χ IŜ ŎƻǳƭŘ ƘŀǾŜΣ ƭƛƪŜ [ŜƻƴŀǊŘ /ƻƘŜƴΣ ƎƻƴŜ ǘƻ ǘƘŜ ǘƻǇ ƻŦ ŀ 
mountain as if he were going for two weeks and [have] ended up staying fƛǾŜ ȅŜŀǊǎέΤ ŘƛǎŎǳǎǎƛƻƴ ǿƛǘƘ ŀǳǘƘƻǊΣ 
August 4, 2017. 
79 aŀǊƪ ŘŜ ²ƻƭŦΣ άwŀƎƎŜŘȅ {ŀƴŘȅΣέ Ryerson Review of Journalism, April 1, 1997, http://rrj.ca/raggedy-sandy/.  

http://rrj.ca/raggedy-sandy/
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ōŜŜƴ ƳƻƳŜƴǘǎΣ ƘƻǿŜǾŜǊΣ ƛƴ ǘƘŜ ǇǳōƭƛŎŀǘƛƻƴΩǎ ƘƛǎǘƻǊȅ ǿƘŜǊŜ ŘŜǎƛƎƴ ǿŀǎ ŎŜƴǘǊŀƭ ǘƻ ƛǘǎ ƛŘŜƴǘƛǘȅΦ 

Illustrator Grant Timmermann, for instance, produced the covers for Canadian Business from 

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 and make bold moves. When 

they purchased the publication, they sought to treat busiƴŜǎǎ άŀǎ ŀ ǎǇŜŎǘŀǘƻǊ ǎǇƻǊǘέ ǊŀǘƘŜǊ ǘƘŀƴ 

a dry, straightforward subject.80 This new editorial direction was explicitly stated in the first 

issue of the revamped Canadian Business: ά²Ŝ ƘƻǇŜ ƛǘ ǊŜŦƭŜŎǘǎ ƻǳǊ ōŀǎƛŎ ŜŘƛǘƻǊƛŀƭ ŎƻƴǾƛŎǘƛƻƴΥ 

that business is important, interesting, understandable and τ more often than many people 

realize τ funΦέ81 Freelance contributors, both writers and image makers, play an important role 

ƛƴ ŜǎǘŀōƭƛǎƘƛƴƎ ŀ ǇǳōƭƛŎŀǘƛƻƴΩǎ ōǊŀƴŘ ƛŘŜƴǘƛǘȅΦ ά²ƘŜƴ ȅƻǳΩǊŜ ŘƻƛƴƎ ŀ ǇǳōƭƛŎŀǘƛƻƴΣέ 5ƻƴƴŀ 

.ǊŀƎƎƛƴǎΣ ǘƘŜƴ ŀ ƎǊŀǇƘƛŎ ŘŜǎƛƎƴŜǊ ŀǘ ǘƘŜ ƳŀƎŀȊƛƴŜΣ ŜȄǇƭŀƛƴǎΣ άȅƻǳΩǊŜ ŎǊŜŀǘƛƴƎ ŀ ōǊŀƴŘΣ ŀƴ 

ƛŘŜƴǘƛǘȅΣ ŀƴŘ ȅƻǳΩǊŜ ƭƻƻƪƛƴƎ ŦƻǊ ǇŜƻǇƭŜ ǘƘŀǘ ƘŜƭǇ ȅƻǳ ŜǎǘŀōƭƛǎƘ ǘƘŀǘ ƭƻƻƪΦέ82 With Canadian 

Business in 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 fitting platform for his 

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

redesigned magazine (fig. 2.53). 

 
80 aƛŎƘŀŜƭ ŘŜ tŜƴŎƛŜǊ ǉǳƻǘŜŘ ƛƴ aŀǊƪ 5Ŝ ²ƻƭŦΣ άwŀƎƎŜŘȅ {ŀƴŘȅΦέ 
81 Editorial, Canadian Business 50, no. 9 (September 1977): 10. 
82 Donna Braggins, discussion with author, July 4, 2017. 
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Though there is an early example of Maggs staging a photograph for a story using his 

niece and nephew as models,83 his assignments were primarily portraits of businesspeople (figs. 

2.54 and 2.55). άIŜ ǿŀǎ ŀōǎƻƭǳǘŜƭȅ ŀ ǇƻǊǘǊŀƛǘƛǎǘΣέ .ǊŀƎƎƛƴǎ ŜȄǇƭŀƛƴǎΦ άIŜ ƘŀŘ ŀ ǾŜǊȅ ŘƛǎǘƛƴŎǘ ǿŀȅΣ 

ŀ ǾŜǊȅ ŘƛǎǘƛƴŎǘ ǎǘȅƭŜ ƻŦ ǇƘƻǘƻƎǊŀǇƘƛƴƎ ǇŜƻǇƭŜΦέ84 Maggs continued both his artistic work and 

editorial projects for a range of magazines, including Canadian Business, in 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 for 64 Portrait Studies when he started doing Canadian Business assignments. 

He was also one of the photographers who helped to define the photographic identity of 

Canadian Business at that time. Braggins explains: 

.ŜŎŀǳǎŜ ƘŜ ƘŀŘ ŀ ŘƛǎǘƛƴŎǘƛǾŜ ǎǘȅƭŜ ŀƴŘ ŀǇǇǊƻŀŎƘ ǘƻ ǇŜƻǇƭŜ Χ ƘŜ ǿƻǳƭŘ ŀƭǿŀȅǎ ōŜ ŀ ǇŀǊǘ 
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 
something 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 articles.85 
 

Iƛǎ ǿƻǊƪ ŀƭƛƎƴŜŘ ǿŜƭƭ ǿƛǘƘ ǘƘŜ ōǊŀƴŘ ŀƴŘΣ ƳƻǊŜƻǾŜǊΣ ƛǘ ƘŜƭǇŜŘ ǘƻ ǇǊƻǇŜƭ ƛǘΦ ά¢ƻ ōǊƛƴƎ ǎƻƳŜƻƴŜ 

like Arnaud into that selection, it was really a very conscious effort to create a cultural 

ǎǘŀǘŜƳŜƴǘ ŀōƻǳǘ ōǳǎƛƴŜǎǎΣέ .ǊŀƎƎƛƴǎ ŦǳǊǘƘŜǊ ŀǊƎǳŜǎΦ86 ¢ƘŜ ƛƴŎƭǳǎƛƻƴ ƻŦ aŀƎƎǎΩǎ ǿƻǊƪ ƘŜƭǇŜŘ 

Canadian Business signal 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 

 
83 {ŜŜ wƻƴŀƭŘ .ǳǊƪŜ ŀƴŘ ¢ŀƳŀǊŀ ²ŜƛǊΣ ά²Ƙȅ DƻƻŘ aŀƴŀƎŜǊǎ aŀƪŜ [ƻǳǎȅ CŀǘƘŜǊǎΣέ Canadian Business, November 
1977, 53. 
84 Braggins, discussion. 
85 Ibid. 
86 Ibid. 
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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, 
ōŜŎŀǳǎŜ ƘŜ ǳƴŘŜǊǎǘƻƻŘ ǿƘŀǘ ƛǘ ǿŀǎ ǘƻ ōŜ ŀƴ ŀǊǘ ŘƛǊŜŎǘƻǊ ŀǘ ǘƘŜ ǎŀƳŜ ǘƛƳŜ Χ ƘŜ ǿŀǎ 
performing as a photographer. We always trusted that Arnaud had terrific judgement 
and taǎǘŜΣ ŀƴŘ ǎƻ ǘƘŜǊŜ ǿŀǎ ŀ ǊŜŀƭ Ƴǳǘǳŀƭ ǊŜǎǇŜŎǘ ƛƴ ǘƘŜ ǎŜƭŜŎǘƛƻƴ ǇǊƻŎŜǎǎΦ Χ IŜ ƎŀǾŜ ǳǎ 
a reasonable selection to have a dialogue [about] with editors and at the same time 
ǇǊŜǎŜǊǾŜŘ ŎƻƴǘǊƻƭ ƻǾŜǊ ŀ ǎŜƭŜŎǘƛƻƴ ǘƘŀǘ ǿƻǳƭŘ ōŜ ƻǇǘƛƳŀƭ ώŦƻǊ ƘƛƳϐΦ Χ ¢ƘŜ ƴƛŎŜ ǘƘƛƴƎ ǿŀǎ 
he τ This is where that kind of professionalism comes in, that understanding of what 
the process was.87  

Lǘ ǿŀǎ ŀ ǇŜǊƛƻŘ ƻŦ Ƴǳǘǳŀƭ ƛƳǇŀŎǘΦ !ǎ ŀƴ ŀǊǘƛǎǘΣ aŀƎƎǎΩǎ ŜŘƛǘƻǊƛŀƭ ǇƻǊǘǊŀƛǘǳǊŜ ƘŜƭǇŜŘ ǘƻ ŘŜŦƛƴŜ ǘƘŜ 

photographic identity of Canadian magazines, and his editorial work offered opportunities for 

exploration that shaped his artistic portraiture. 

  

 
87 Ibid. 
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Chapter 2: Illustrations  
 

 
 

Figure 2.1  !ǊƴŀǳŘ aŀƎƎǎΣ ά[ŀǳǊƛŜΣ ¢ƻōȅΣ /ŀƛǘƭŀƴΣ aŀƎƎƛŜΣ DǊŀƳǇǎΣ !ƴǘƘƻƴȅ YΦΣ ŎƛǊŎǳǎΣ ¢ƻōȅ ǇƭŀȅƛƴƎ ŎŀǊŘǎΣ нѹ ǎŜŎǎ 
CI Іп ǇŀǇŜǊΣέ мфслΦ DŜƭŀǘƛƴ ǎƛƭǾŜǊ ŎƻƴǘŀŎǘ ǎƘŜŜǘ όор ƳƳ ƴŜƎŀǘƛǾŜǎύΦ [ƛōǊŀǊȅ ŀƴŘ !ǊŎƘƛǾŜǎ /ŀƴŀŘŀΣ hǘǘŀǿŀΣ  
R7959-2202. © Arnaud Maggs, courtesy Stephen Bulger Gallery.  



 125 

 

Figure 2.2  !ǊƴŀǳŘ aŀƎƎǎΣ άaŜƴƴƻƴƛǘŜ ǿƻƳŜƴΣ 9ƭƻǊŀ DƻǊƎŜΣ ŦƛǊǎǘ ǇƛŎǘǳǊŜǎ ǿƛǘƘ ǘƘŜ IŀǎǎŜƭōƭŀŘΣέ мфссΦ DŜƭŀǘƛƴ 
silver contact sheet (6 x 6 cm negatives). Library and Archives Canada, Ottawa, R7959-2179. © Arnaud Maggs, 
courtesy Stephen Bulger Gallery.  
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Figure 2.3  !ǊƴŀǳŘ aŀƎƎǎΣ ά¢ƻōȅ aŀƎƎǎ,έ {ŜǇǘŜƳōŜǊ мΣ мфссΦ DŜƭŀǘƛƴ ǎƛƭǾŜǊ ŎƻƴǘŀŎǘ ǎƘŜŜǘǎ όс Ȅ с ŎƳ ƴŜƎŀǘƛǾŜǎύΦ 
Library and Archives Canada, Ottawa, R7959-2181. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figure 2.4  !ǊƴŀǳŘ aŀƎƎǎΣ ά/ŀǘǎ tȅƧŀƳŀǎ όǿƛǘƘ [ŀǳǊƛŜ aŀƎƎǎύΣέ Ŧŀƭƭ мфссΦ DŜƭŀǘƛƴ ǎƛƭǾŜǊ ŎƻƴǘŀŎǘ ǎƘŜŜǘ όс Ȅ с ŎƳ 
negatives). Library and Archives Canada, Ottawa, R7959-2172. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
  



 128 

 
 

Figure 2.5  !ǊƴŀǳŘ aŀƎƎǎΣ ά/ŀǘǎ tȅƧŀƳŀǎ όǿƛǘƘ [ŀǳǊƛŜ aŀƎƎǎύΣέ Ŧŀƭƭ мфссΦ DŜƭŀǘƛƴ ǎƛƭǾŜǊ ŎƻƴǘŀŎǘ ǎƘŜŜǘ όор ƳƳ 
negatives). Library and Archives Canada, Ottawa, R7959-2172. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
  



 129 

 
 

Figure 2.6  !ǊƴŀǳŘ aŀƎƎǎΣ ά/ŀǘǎ tȅƧŀƳŀǎ όǿƛǘƘ [ŀǳǊƛŜ aŀƎƎǎύΣέ Ŧŀƭƭ мфссΦ DŜƭŀǘƛƴ ǎƛƭǾŜǊ ŎƻƴǘŀŎǘ ǎƘŜŜǘ όор ƳƳ 
negatives). Library and Archives Canada, Ottawa, R7959-2172. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figure 2.7  !ǊƴŀǳŘ aŀƎƎǎΣ ά²ƛƴŘǎƻǊ !ǊƳǎΣέ !ǇǊƛƭ мфсуΦ DŜƭŀǘƛƴ ǎƛƭǾŜǊ ǇǊƛƴǘ ŎƻƴǘŀŎǘ ǎƘŜŜǘ όор ƳƳ ƴŜƎŀǘƛǾŜǎύΦ 
Library and Archives Canada, Ottawa, R7959-2149. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figure 2.8  Arnaud Maggs, Three Small Rooms, 1968. Windsor Arms Hotel, Toronto [photographer unknown]. 
Courtesy of Stephen Bulger Gallery, Toronto. © Arnaud Maggs, courtesy Stephen Bulger Gallery. 
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Figure 2.9  Arnaud Maggs, cover photograph for aŀŎƭŜŀƴΩǎΣ November 1, 1967. aŀŎƭŜŀƴΩǎ Archive, 
https://archive.macleans.ca. ϭ aŀŎƭŜŀƴΩǎ κ St. Joseph Communications / Arnaud Maggs, courtesy Stephen Bulger 
Gallery. 
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Figure 2.10  Arnaud MaggsΣ ǇƘƻǘƻƎǊŀǇƘǎ ŦƻǊ aŀǊƧƻǊƛŜ IŀǊǊƛǎΣ άCŀƴǘŀǎȅ [ƛǾƛƴƎΣέ aŀŎƭŜŀƴΩǎ, December 1, 1967,  
34ς37. aŀŎƭŜŀƴΩǎ Archive, https://archive.macleans.ca. ϭ aŀŎƭŜŀƴΩǎ κ St. Joseph Communications / Arnaud 
Maggs, courtesy Stephen Bulger Gallery.  
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