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Full disclosure:  Harold Feist and I grew up together, 

professionally.  We met about four decades ago, when I was a rookie 

curator with my first museum job and he was a young painter finding 

his own voice.  We were both transplanted Americans working, for 

complicated reasons, in Western Canada, I at what was then the 

Edmonton Art Galley, now the Art Gallery of Alberta, he teaching in 

Calgary.  We’ve been friends ever since, despite our living in different 

cities and even in different countries during most of the time we’ve 

known each other.  Because of this history, I cannot pretend to be 

an objective observer of Feist’s work – not that critical judgments 

are ever anything but subjective – but I can claim to be a particularly 

informed viewer, as a critic who has had the privilege of visiting the 

artist’s studio regularly and who has watched his evolution with deep 

interest and engagement, over a long period.  

For all of that time, during the many hours I’ve spent in Feist’s studio, 

when we’ve looked at work and talked about everything from art 

to pets to our fathers’ having both been stationed at Randolph 

Field, in San Antonio, Texas, I’ve been fascinated by the apparent 

contradictions embodied by the man and his work.  Why?  Because 

Feist’s abstract paintings, with their subtly modulated surfaces and 

Tamanus III, 1971, collograph,22 x 30”

Tamanus IV, 1970, 65x96”
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sensuous colour, whether intense or subtle, have usually seemed, at 

least at first viewing, to be the exuberant products of uncalculated 

intuition, while exuberance and abandon are among the last things 

we would attribute to the author of those paintings.  

The works by Feist that I encountered, in the early 1970s, were 

wonky, over-scaled checkerboards made of strange purples and 

murky greens.  They suggested an effort to achieve the spontaneity 

of children’s art, despite their clear aesthetic ambition.  In these, as 

it turns out, unforgettable pictures, the casual geometric grid that 

appeared to be their generating principle was almost overwhelmed 

by rough hewn, swiped brushmarks and wobbly drawing.  

The most recent paintings I’ve seen in Feist’s studio, in the summer 

of 2010, were luminous, elusive images built out of floods of 

radiant, transparent hues that seemed to have come into being 

almost without the agency of the hand, as if colour had magically 

spread across the canvas simply because the artist thought about 

its doing so.  Yet just as in those early checkerboards, where order 

and chaos seemed to be engaged in a wrestling match, with time, 

Feist’s recent lush, chromatic symphonies revealed the presence of 

underlying coherent rhythms and structures, like distant memories 

of the geometry that held together the casually brushed images 

that were my initial introduction to his work.  These implicit rhythms 

Baja, 1971, 67x120”

Tamanus II, 1971, collograph, 22 x 30”
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and structures appeared to have mysteriously influenced the flow 

of colour across the canvas without inhibiting its freedom in any 

way, paradoxical as that may sound.  They acted like a tidal pull that 

disciplined the layered pools of individual hues and urged their edges 

into loose parallels, like waves breaking on a beach, each with its 

own energy, each bringing its own flood of water, yet obedient to 

some dominant physical force.  Yet unlike breaking waves, the liquid 

expanses of colour in Feist’s recent paintings seemed to spread and 

swell rather slowly, as if finding their own way, rather than to racing 

across the canvas in response to a single strong directional impetus.  

The intricate flourishes and runs that often enliven the edges of the 

pools of colour seemed further to defy physical directives by heading 

off in unpredictable ventures of their own.  

It seemed impossible to decide how these paintings were made – 

were they poured, thrown, or manipulated in some way?  There 

appeared to have been some repeated action at the start of every 

one, but each pool of colour seemed only minimally influenced by 

its neighbors, whether it ran parallel to it or overlapped.  I tried to 

decipher Feist’s process from the visual evidence he left us, in his 

recent work, but I soon abandoned the pursuit, as I often had before, 

seduced by their chromatic sonorities and linear complexities.  

The unpredictable image and its emotional resonance ultimately 

trumped any considerations of process.  

Yet my almost subliminal awareness of the orderly structure 

underlying the pools of color intensified my sensitivity to the 

“inexplicable” aspects of the recent paintings, as it has in the 

past.  The subtle coexistence of apparently unfettered spontaneity 

and innate order, in fact, proves to be a constant over the years, 

throughout Feist’s evolution.  Yet though the Apollonian aspect of 

even his most Dionysian images almost always slowly but forcefully 

insists on being recognized, when we concentrate, their sense of 

the improvisatory and the unexpected always dominates.  Feist’s 

paintings are steadfastly about pure visual experience, consciously 

divorced from systems or theory.  They resist explication, remaining 

wholly dependent upon the direct encounter with the materials and 

characteristics of painting itself.  They speak eloquently, without 

inhibitions, about the evocative, associative power of colour and the 

materials of picture-making.  

In contrast to these forthright, unguarded paintings, Feist, the man, 

is cerebral, reserved, rather shy, self-deprecating.  He is notably 

well-read, with an impressive knowledge of scientific arcana and the 

cyber-world.  I have learned, over the years, not to be surprised by 

the breadth and depth of my painter and sculptor friends’ expertise, 

which can embrace everything from rodeo to hyper-refined French 

cooking, and much more, but Feist may be the only artist I’ve 
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encountered who reads string theory for entertainment.  He is 

someone, in other words, whom we might expect to make art that 

was systematic, theoretically based, emotionally withdrawn, and/or 

required programmatic verbal explication to yield its secrets   Yet he 

has told me that early on, when he was still in art school, he made 

a deliberate decision to move in an entirely different direction in his 

art.  Far from seeking verbal reinforcement for the visual, he courted 

the irrational and the anti-theoretical:  “That meant I could turn off 

my logic when I worked and thus leave the door open for some other 

faculty to come through,” he has said.  

Many of the abstract painters whom Feist admires (and got to 

know), including Larry Poons, Kenneth Noland, and Jules Olitski, 

have frequently spoken of making similar efforts “to get out of their 

own way,” as they have described it, in order to avoid relying on 

habit or expected solutions in the studio.  Olitski often described 

what he considered to be the ideal state of mind in the studio, when 

he stopped worrying about what he was doing and gave himself 

over entirely to the experience of working.  He liked to quote Pablo 

Picasso’s saying “This is not what I sought, but it is what I found,” 

about a painting he had just finished – an oblique encapsulation of 

the effort, by whatever means, to remain open to the unexpected, to 

avoid preconception and familiar solutions.  

It hardly needs pointing out that this approach does not mean 

abdicating pictorial intelligence or striving for a kind of mindless 

manipulation of materials.  Far from it.  Olitski and his colleagues all 

arrived at procedures, such as working in series or adopting unlikely 

tools and methods that subverted conventional facility, in order to 

tap intuition, spontaneity, and personality – that is, to find ways that 

allowed them to work out of sheer informed talent with a minimum 

of calculation and plotting.  Noland’s decision, for example, in his 

celebrated Circles, to acknowledge the center of a square canvas and 

then deploy concentric bands of varying sizes, hues, and densities 

around that center, permitted him to forget about composition and 

concentrate on what he has said really interested him:  the expressive 

possibilities of colour, interval, scale, and edges.  The repeated (but 

infinitely variable) format of his equally celebrated Stripes, with their 

sensitively adjusted banks of parallel bands, had a similar effect.  

Olitski’s adoption of a commercial paint sprayer (and later, other 

industrial tools, including, at the end of his long life, leaf blowers) 

allowed him to realize his stated ambition of wanting his paintings 

to be airborne, disembodied visual experiences – or as he described 

it,“just a cloud of colour that remains there transfixed.”  But spraying 

paint also forced Olitski to think about composition in unprecedented 

ways and prevented him from relying on his virtuoso ability to 

draw.  Decades earlier, Jackson Pollock used house paint, dripped, 
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poured, and thrown with sticks, stirrers, and brush handles onto 

the canvas for similar ends, making expansive, all-over paintings 

that set a precedent for Olitski’s sprays;  it has been suggested that 

Pollock’s pouring was a kind of “drawing in the air” that offered an 

extraordinary sense of liberation to an ambitious artist who was 

never a natural or accomplished draftsman, in conventional terms.  

Similarly, Helen Frankenthaler’s stain method, which Morris Louis 

famously described as providing “a bridge between Pollock and what 

was possible” (and eagerly adopted) not only allowed her to preserve 

the expressive luminosity of colour, but also forced her to abdicate 

preconception and to respond to possibilities in that arose in the 

course of working.  And so on.

 The aims of all of these artists were identical.  All sought procedures 

that would allow them to “get out of their own way” and to remain 

open to what could be found rather than what had been sought.  

Pollock, Frankenthaler, Olitski, and Louis adopted methods and 

created situations that eliminated control, in order to discover the 

unexpected, perhaps even the inconceivable.  Noland worked from 

an opposite premise, but arrived at a similar result.  By beginning 

every picture with a predetermined, repeatable and repeated 

structure (although endlessly variable within own limits) he managed 

to subvert control;  the formal, considered structure of the painting 

became a given, allowing him to think about something else.  Feist’s 

approach could be considered as a combination of these two 

apparently opposed practices.

 Feist admires Olitski’s work enormously.  The expansive, purely visual 

qualities of Olitski’s signature Sprays of the 1960s and ‘70s and the 

voluptuous sensuality of his iridescent, lush paintings of the 1980s 

and ‘90s gave Feist permission to explore the territory that he has 

claimed in his fluid recent works.  But many of Feist’s earlier works 

can be described, as Noland’s Circles and Stripes can, in terms of a 

generating rational structure:  a spiral, a grid, radiating spokes.  Yet 

like Noland’s Circles or Stripes, that generating structure was neither 

an arbitrary decision nor, ultimately, what the painting was about.  

Instead, the seemingly neutral format, far from being an end in 

itself, has been a means of providing Feist with a kind of distraction 

from subject matter or related concerns, encouraging the arrival of 

“some other faculty,” facilitating improvisation, and freeing him to 

make his work with deliberate spontaneity and passionate, engaged 

detachment, paradoxical as that may sound.  As a result, no matter 

how disciplined the format, the “other faculty” that is allowed to 

come through is a kind of intuitive romanticism, a complete surrender 

to the emotional resonance of colour and surface relationships.  

Feist has described painting his first Spoke picture, in 1975, as 

“genuine eureka.”  Once he realized the worth of the simple, flexible 
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format, he has said, “Paintings came one after the other like it was a 

matter of letting them loose…It was obvious that they wanted to exist 

and should exist.  My job was to get the paint right.”  As he continued 

to explore the potential of the Spoke image over the next years, 

“getting the paint right” took many forms.  The first Spoke paintings 

were earthy near-monochromes but, while he continued to make 

subtle, tonal pictures with deliberately limited chromatic ranges, he 

also began to make Spokes that were riots of multiple colours.  In the 

same way, the radial elements could be “passive” surface inflections 

or “active” carriers of hues.  They could be wide or narrow, defined 

or blurred;  they could be crisp strokes, assertive scrapes, or soft-

edged gestures, and they could also vary in density and degrees 

of transparency.  Scale could vary, as well as the implicit energy 

of the configuration – the speed or slowness of the implied spin – 

depending on the proportion of the canvas.  The first Spokes were 

symmetrical and confrontational, so they seemed straightforward 

and the implied spin, controlled, even stately.  Later Feist increased 

the tension in the image by elongating his canvases, compressing 

the spokes on the narrow sides and extending them on the long 

sides.  This could produce a fleeting sense of three-dimensionality, a 

momentary recollection of how a round, radial configuration might 

appear in perspective, an illusion that was almost immediately 

cancelled by the fact of paint on a surface.  The implied spin, in these 

elongated pictures, virtually came to a stand-still, as the disparities in 

the lengths of the spokes on various sides similarly forced us to think 

of them as marks on a surface rather than distillations of movement.

Feist thought of his radiating format as “dynamic and full of 

problems” but also as “simple and knowable…like bones or a 

skeleton,” he has said.  “Every body has a skeleton but the fleshing 

out can lead to anything from a Muhammed Ali to a Woody Allen.”  

He liked the clarity and intelligibility of the radial structure.  “The 

viewer could look at the picture, see the spokes, see that it all 

followed more or less a system, then maybe – having been enticed 

straight in through the front door – see the painting as a painting.”  

As the Spoke paintings evolved, they became increasingly varied – 

which is not to say that they became any less clear or intelligible – as 

Feist explored the extreme limits of the givens of his chosen format, 

at the same time that he worked against them.  The radial structure 

could shift away from center or the spokes themselves could all-but 

dissolve into pools of transparent color so soft and diaphanous that 

the radiating gestures that created them survived only as memories.  

Feist recalls his early realization that the Spoke format would permit 

him enormous scope and that he somehow owed to himself and to 

the paintings to see where their implicit possibilities would take him.  

“I don’t think I had done but one or two before I vowed to myself to 

keep doing them for at least a year,” he says.  “Now I wonder how 
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young I must have been to think a year was a meaningful length of 

time.”  

Feist kept his vow, then briefly abandoned the Spoke structure for 

a more minimal approach, employing wedge-shaped sections and 

pale, monochromes, and in 1978, returned to the Spokes with new 

enthusiasm and newly refreshed palette of full-throttle colour.  Yet 

periodically since then, he has moved away from the Spoke format, 

sometimes for years at a time, to investigate the permutations of 

asymmetrical wedges or of grids of different degrees of order and 

scale, now strict, now loose;  now oversized, now tightly packed;  

now severely frontal, now tipped on end.  At first encounter, the 

radiant, fluid images Feist has made since 2009 seem to represent 

another of those departures.  They seem to belong to a family far 

removed from the radiating format and to have been driven by a very 

different set of assumptions than those that generated and sustained 

the Spokes.  Rather than reading as responses to a deliberate, willful 

series of gestures, as the Spokes do, Feist’s pictures of the last few 

years seem to have come about as inevitable manifestations of 

the nature of his materials.  They appear to be about the physical 

properties of liquid pigment, about the fact that paint flows, runs, 

spreads, and pools.  Overlaps and bleeds are made into eloquent 

chromatic events, like the “colouristic” overtones of chords, 

unexpected alterations in the relationships of hue announced by the 

larger pools of thinned-out paint.  Edges and rivulets are made to 

function as complex drawing, as small, finely textured incidents that, 

like the details of traditional illusionistic paintings, engage the eye at a 

different, more intimate scale than the large sheets of glowing colour.  

It’s as if Feist had coopted gravity itself as a painting (or drawing) tool, 

rather than imposing his hand and desire on his material.  Yet at the 

same time, the floods of colour seem to have been directed by sheer 

insistence, by the force of pictorial intelligence and personality.  

Even the artist himself initially thought that his recent works were 

new to him, in the way that the Spokes were, back in the 1970s.  

Certainly, they pointed the way to exploring territory that he has long 

been interested in but felt he never fully entered.  He has always 

admired Morris Louis’s paintings, especially the mysterious, layered 

Veils, yet he feels that implications of these seminal images have 

never been full examined;  Feist’s recent paintings can be described 

as doing just that:  testing the eloquence of the painterliness of paint, 

turning the fact of liquid pigment on a surface into a potent carrier 

of diverse moods and emotions.  Yet just as longer acquaintance 

with Feist’s most uninhibited images reveals their innate orderliness, 

longer acquaintance with his recent work makes us aware of their 

seamless connection with his own earlier inventions, by way of 

several intermediary “descendents” of the original Spokes:  a series 

of Fans made of broad, soft-edged washes of colour and a series 
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of “open centre” paintings in which expansive chromatic fields are 

loosely framed by floating, detached elements.  Feist says that he 

thought of the Fans as being halves of Spoke paintings, the implied 

spin calmed into stillness;  the “empty centre” images can be read 

as Spokes broken free of their anchoring centres.  His recent, radiant 

pictures further break the Spokes apart, in new ways that allow Feist 

to give full rein to his highly individual sense of colour and surface 

inflection.  Yet, at the same time, in their simultaneous spontaneity 

and discipline, they also sum up of everything that preceded them.  

In their fusion of the Dionysian and the Apollonian, the cerebral and 

the passionate, they even seem to reconcile the apparent disparity 

between the reticent artist and his exuberant work.

 

Karen Wilkin
New York, September 2010
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Dolce, 1981, 39.125x83.25”
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Rimsky, 1982, 33.5x55.5
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East Wind, 1988, 37x50”
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Further, 1988, 44 x 80”
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Vapour, 1987, 44.5x70.75”
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Third Heaven, 1989,42.75x67”



16Becker Galleries Inc. All Rights Reserved - Pier 32, Granville Island, Suite 210 - 1333 Johnston St, Vancouver, BC V6H 3R9, (604) 681-7677

Solace, 1988, 29.5x44”
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Vapour, 1987, 44.5x70.75”
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Barrier Reef, 1997, 58.5 x 60”
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Crazy Otto, 2007, 68.5x46”
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Runnymede, 2007, 68.5x46”
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Superposition, 2003, 48.5x33”
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Dico, 2008, 49.5x43.5”
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From Jules, 2009, 48.5x33”
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Maneo, 2008, 49.75x46”
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Early Blush, 2009, 29 1/2 x 49”
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Reduco, 2008, 25 1/2 x 41.5”
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Obvolvo, 2010, 41.5x55”
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Obvolvo, 2010, 41.5x55”
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Deripio, 2010, 46.25X49.5”
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Camposanto, 2009,49.5x37.5”
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Volo, 2009, 45.75X61.25”
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Sicut, 2009,55.25X49.5”
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Plico, 2009, 49.25X62.25”
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Votum, 2009,49.5X33”
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Melitus, 2009, 45.25X37.5”
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Morisot, 2010, 46.5x60”
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Fortis, 2009,49.25X44.5”
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Electus, 2009, 49.5X43.5”
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Iznik, 2010,55X49.25”
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Anatolia, 2009, 54.5X49.25”
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Gero, 2010, 49.25x63.25”
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Devoco, 2010, 49.5x55.5”
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Fervens, 2010, 25.5x47.5”
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Caelum, 2010, 25x40.5”
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Excolo, 2010, 56.25x91”



47Becker Galleries Inc. All Rights Reserved - Pier 32, Granville Island, Suite 210 - 1333 Johnston St, Vancouver, BC V6H 3R9, (604) 681-7677

2010, 49.5x60”
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Heat Wave, 2011, 65x79”
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2011
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2001 “Clement Greenberg: A Critic’s Collection”, Portland Art Museum, Portland, 
Oregon 
2001 “Triangle Workshop Artists at OCAD”, Ontario College of Art, Toronto 
1999-2000 “Abstraction: A Curator’s Choice”, Art Gallery of Algoma, Sault Ste. Marie, 
Ontario 
1999 "Abstraction Now”, Gallery One, Toronto  
1988 "Curator's Choice: A Ten Year Retrospective -- Feist, Drapell, Sutton", Buschlen-
Mowatt Gallery, Vancouver 
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1986 "Toronto 3", Eva Cohon Gallery, Highland Park, Illinois 
1985 "Abstraction X Four", Canada House, Canadian High Commission, London - 
toured Europe 
1984 "The Hines Collection", University Place, Boston 
1984 "15 Canadians from the Art Bank Collection", National Arts Centre, Ottawa 
1983 Gallery One, Toronto 
1982 "Selections from the Westburne Collection", Edmonton Art Gallery 
1980 "The New Generation: A Curator's Choice" (Kenworth Moffett), Andre Emm-
erich Gallery, New York, toured Europe and U.S. 
1980 Gallery One, Toronto 
1979 "25 Canadians", Birmingham Arts Festival, Alabama 
1978/79 "Certain Traditions: Recent British and Canadian Art", Edmonton Art 
Gallery, toured G.B. and Canada 
1977 Waddington Galleries, Montreal 
1977, 78 Waddington Galleries, Toronto 
1977 "Abstract Art Now", Edmonton Art Gallery 
1975-77 "Painting in the West: Emma Lake and After", National Gallery of Canada 
(toured Canada) 
1975-78 "Major Saskatchewan Artists", Mendel Art Gallery, Saskatoon (toured) 
1975 "Abstract Art On Paper", Edmonton Art Gallery (toured) 
1975 "Western Canadian Painting", Edmonton Art Gallery 
1974-76 "The Canadian Canvas", Time/Life (toured Canada) 
1974 "Prairies '74", Edmonton Art Gallery 
1974 “Western Canadian Painting", the Bronfman Centre, Montreal 
1974 Espace 5 Gallery, Montreal 
1974/75 "Canada X Ten", Edmonton Art Gallery (toured Canada) 
1973 "Art Bank Exhibition", Canadian Cultural Centre, Paris, France 
1973 Gallerie de l'Art, Paris, France 
1973 "Alberta '73", Edmonton Art Gallery (award). 
1973 "Elliott and Feist: Paintings On Paper", Peter Whyte Gallery, Banff, Alberta 
1973 "Elliott, Feist, and Sen", the Pyrch Building, Edmonton 
1972-74 "Survey of Canadian Art Now", Burnaby Art Gallery, Burnaby, B.C. 
1972 "12th Calgary Graphics Exhibition", A.C.A. Gallery, Calgary 
1971 to 73 "6th Burnaby Print Show", Burnaby Art Gallery, B.C. 
1971 "West '71", Edmonton Art Gallery (Award, toured) 
1971 "Canadian Print and Drawing Show", Canadian Society of Graphic Arts, To-
ronto 
1971 "11th Calgary Graphics Exhibition", A.C.A. Gallery, Calgary 
1971 "Environment '71", Jubilee Auditorium, Calgary 
1970 "All-Alberta Exhibition", Edmonton Art Gallery 
1970 4-Man Show, Allied Arts Centre, Calgary 
1969 "Environment '69", Jubilee Auditorium, Calgary 
1968 Maryland Regional Exhibition, Baltimore Museum of Art 
1966 "Central Illinois Open Exhibition", Champaign, Illinois, (Award) 
 
 

Publications: 
 
Roald Nasgaard, “Abstract Painting in Canada”, Douglas and McIntyre, 2008 
John Armstrong, “Harold Feist”, CanadianArt,  Winter 2006 
Loren R. Lerner, “Art and Architecture in Canada”, Iniversity of Toronto Press, 1991 
Cliff Eyland, “Atque Ars”,  Owens Art Gallery, Mount Allison University,  Sackville, 
NB, 1989 
Karen Wilkin, "Harold Feist: Genesis of an Image", catalogue for Agnes Etherington 
Art Centre exhibition, 1988. 
Karen Wilkin, "Harold Feist: Genesis of an Image", Artpost, Spring 1988. 
Gary Michael Dault, "Paint", Canadian Art, Fall 1984 
Mary-Beth Laviolette, "Dennis Evans, Harold Feist, and Helen Sibelius", Vanguard, 
Summer 1984. 
The Royal Gazette (Bermuda), Oct.6, 1982, "Wheels of Good Fortune". 
Karen Wilkin, "Harold Feist" Artmagazine, Feb/Mar/Apr., 1982 
Terry Fenton, "Surprises 1981--the Year in Review", UPDATE, (Edmonton Art 
Gallery publication), 1981. 
Lelde Muehlenbachs, "One of the Best Abstractionists", The Edmonton Journal, 
March 20, 1981. 
Karen Wilkin, "International Feature: the New Generation: A Curator's Choice", 
Artmagazine, May/June, 1981. 
Rene Micha, "Lettre de Paris", Art International, Spring, 1981. 
Corinne Mandel, "Harold Feist", Artscanada, Mar/Apr., 1981. 
Karen Wilkin, "The Late-Blooming Vitality of Toronto Art", Artnews, 1981. 
Roald Nasgaard, "Prairies '74", Artscanada, Dec., 1974. 
Karen Wilkin, "Three Painters", Artscanada, Oct/Nov., 1972. 
Dennis Elliott, "The 12th Annual Calgary Graphics Exhibition", Artscanada, Autumn 
1972. 
Karen Wilkin, "A Report from the West", Art in America, May/June, 1972. 
 
Represented By: 
 
Gallery One, Toronto 
Becker Galleries, Vancouver, B.C. 
Scott Gallery, Edmonton 
 
 
Collections: 
 
Abitibi Price, Toronto 
Agnes Etherington Art Centre, Kingston, Ont. 
Alberta Art Foundation 
Alberta College of Art, Calgary 
Alcan (Secal-Alcan Ltd.), Montreal 
Almar Industries, Toronto 



52Becker Galleries Inc. All Rights Reserved - Pier 32, Granville Island, Suite 210 - 1333 Johnston St, Vancouver, BC V6H 3R9, (604) 681-7677

Ari Gasunisen Fine Art, Toronto 
Art Gallery of Hamilton, Hamilton, Ont. 
Art Gallery of Ontario, Toronto 
Art Gallery Of Peterborough, Peterborough, Ont. 
Art Gallery of Windsor, Windsor, Ont. 
Baycrest Centre Foundation, Toronto 
Beaverbrook Art Gallery, Fredericton, N.B. 
Bellair Cafe/Consortina Inc., Toronto, Ont. 
Burt Kanter Art Enterprises, Highland Park, Illinois 
C. Gaines & Associates, Toronto 
Canada Council Art Bank, Ottawa, Ont. 
Canadian Commercial Bank, Calgary 
Canadian Institute, Toronto 
Canrealco Equities Inc., Montreal 
Carelton University Gallery, Ottawa 
Chiovitti Banana Co., Toronto 
Coca-Cola Ltd., Toronto 
College Town, Braintree, Mass. 
Counsel Trust, Toronto 
D. A. Williams Investments, Toronto 
Dalfeu Associates, Montreal 
David Feldman & Associates, Willowdale, Ont. 
Dawsco Capital Corp., Toronto 
Design Collections, Toronto 
Dresdner Bank, Toronto 
Dupont Canada Inc., Toronto 
Edmonton Art Gallery, Edmonton 
Edmonton Law Courts Building. Edmonton 
Esso Resources Canada, Calgary, Alberta 
First City Capital, Toronto 
First City Development, Markham, Ont. 
First Marathon Realty, Toronto 
First Marathon Securities, Toronto, Ont. 
Firsturban, Montreal 
Francine Management, Toronto 
Fromm Development Corp., Toronto 
G.C.F. Office Services, Goodman & Carr, Toronto 
General Motors, Detroit 
General Woods & Veneers, Mississauga, Ont. 
GFI Inc., Montreal 
Goldfarb Consultants, Toronto 
Goldfarb, Shulman, & Wilner, Don Mills, Ont. 
Goodman & Goodman, Toronto 
Goodman and Carr Law Offices, Toronto 
Guaranty Trust, Toronto 
Hines Collection, Cambridge, Mass. 
Imperial Oil, Toronto 
J.M.S.C. Holdings, Markham, Ontario 

Keyano College, Alberta 
Kitchener-Waterloo Art Gallery , Kitchener, Ont. 
Koffler Gallery, North York 
Labelad, Markham, Ont. 
Lantic Sugar, Montreal 
Lapointe Rosenstein. Montreal 
Lemark Holdings, Toronto 
London Drugs, Vancouver 
Lonte Ebers Fine Art, Toronto 
M.D.C. Group, Toronto 
Macdonald Stewart Art Centre, Guelph 
Mathers Oil & Gas, Austin, Texas 
Mcintosh Gallery, University of 
Western Ontario, London 
McMaster Museum Of Art, Hamilton 
Melnik & Saunders, Toronto 
Memorial University of Newfoundland Arts, Newfoundland 
Mendel Art Gallery, Saskatoon, Sask. 
Menkes Development, Willowdale, Ont. 
Mercantile Bank of Cathay, Toronto 
Milrad and Agnew, Toronto 
Museum of Fine Arts, Boston 
National Victoria & Grey Trust, Stratford, Ont. 
New Brunswick Art Foundation, Fredericton, N.B. 
Northern Telecom Ltd., Toronto 
Oakville Galleries, Oakville, Ont. 
Office Elan Office Services, Toronto 
Ontario Die Co., Waterloo, Ont. 
Ontario Medical Association, Toronto 
Owens Art Gallery, Sackville, N.B. 
Peat Marwick & Co., Edmonton 
Penny-Lynn Grosman Associates, Toronto 
Portland Art Museum, Oregon 
Praedium Holdings, Toronto 
Prudential Bache, Toronto 
Rachlin & Wolfson, Toronto, Ont. 
Reitmans Inc., Montreal 
Robert McLaughlin Gallery, Oshawa 
Roberts/Drabinsky, Toronto 
Rollins-Raeburn Interior Design, Toronto 
Rothmans, Don Mills, Ont. 
Royal Bank of Canada, Royal Bank Plaza, Toronto 
Rubinovitch, Newton, Back and Strom, Toronto 
S.S. Kresge Foundation, Detroit 
Saffer Advertising, Toronto 
Security Trust, Toronto 
Seymona Investments Ltd., Toronto 
Sharon Nelson Art Enterprises, Toronto 
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Shell Canada Resources, Calgary 
Shelley Lambe Fine Art, Toronto 
Sitzer and Sitzer, Don Mills, Ontario 
Smith, Lyons, Torrance, Stephenson, & Mason, Toronto 
Southam Inc., Toronto 
Steelecase, Don Mills 
Syndex Holdings Ltd., Toronto 
Tanderman Research, Toronto 
Thorne, Ernst, Whinney, Toronto 
Trion International Enterprises, Vancouver 
Twin Rock Holdings, Toronto 
University of Alberta, Edmonton 
Valenart & Associates, Toronto 
Warnaco of Canada, Prescott, Ont. 
Weber Brothers Corp., Edmonton 
Westburne Industries, Montreal 
Wilson Medical Centre, Toronto 
Wolf Advertising, Toronto 
Wycombe Investments, Toronto 
Xerox Canada Inc., North York 
Young Warren Food Brokerage Ltd., Toronto 
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