
UNIT 5 A Canadian Women's Art History 

OVERVIEW 

The purpose of this unit is to introduce the reader to a Canadian women's art history. 

Since many of the women's art history texts have been written by American or 

British writers, there is minimal consideration given to Canadian women artists. It is 

important for students to know that there is a Canadian women's art history, one 

that can be pieced together from a variety of diverse sources. This unit will also 

consider the extent of this history, its principal sources, and provide information 

regarding Canadian cultural and historical conditions influencing the presence or 

absence of women artists in Canada to the end of modernism in the 1960's. 

Published information on Canadian art in general is surveyed to see whether 

Canadian women artists were acknowledged in their day and whether this 

information has continued to be brought forward. 

The two parts of this unit are: 

PART I Early Canadian Women Artists: A Context 

PART II Canadian Women Artists from 1920 to the 1960's 

Part I: Early Canadian Women Artists: A 

Context 

To date in this half-course, women's art history has been discussed in terms of an 

international context. Canadian women's art history and the question of its 

existence needs to be considered as a separate entity because it should be of 

importance to our assessment of ourselves as women and the role we have 

played/are playing in Canadian culture. 

To begin with, you might ask yourself how many Canadian women artists you can 

name. If you can name only Emily Carr then you can probably name one more 

Canadian woman artist than most Canadians. Generally speaking, Canadian women 

artists are an unknown commodity, and yet they have played a role in the 

development of Canadian culture. There are a number of reasons why we have such 

a limited knowledge of these women's lives and their work. We have in Canada, the 

presence of an easily identifiable group of painters, the Group of Seven. They have 

dominated and overshadowed the general public's awareness and perception of 

what constitutes Canadian art history. The publishing industry and the auction 



houses have responded to the public's interest and books have been published and 

publicity garnered. While the members of the Group of Seven worked together, their 

style was strong, vibrant and labeled, once they were accepted that is, as "virile." 

The members of the Group were all men, and the style of their paintings has been 

used as a measure for Canadian art history in its entirety. Their subject matter 

choice was the Canadian landscape, but this was not necessarily the subject matter 

choice of other Canadian artists, particularly women. The Group of Seven only 

painted and exhibited together for a brief period of time until 1930, when they 

disbanded as a formal entity, making way for a larger Group of Canadian Painters. 

Most members of the Group of Seven led long and productive lives, and as long as 

they were working and even after they died, their work continued to be publicized 

and promoted by means of exhibitions and books. Some authors have attempted to 

fill in the gaps, but one might get the impression from a cursory glance over shelves 

in a bookstore or library that nothing happened in terms of Canadian art either 

before or after the Group of Seven. Publications such as Paul Duval's Four Decades, 

Charles Hill's Canadian Painting in the Thirties, and exhibitions such as Painter's 

Eleven organized by the Art Gallery of Oshawa, all of which included references to 

Canadian women artists, have attempted to fill in the gaps of the public's knowledge 

of Canadian art. 

If our knowledge of Canadian art itself is limited, our knowledge of the involvement 

of Canadian women artists is extremely limited. With the exception of Emily Carr, 

there was little published information about Canadian women artists. For the 

authors, the literature on the subject had to be gleaned in bits and pieces from 

various sources. In terms of documenting the historical presence of the woman 

artist in Canada, one of the best sources remains the catalogue for an exhibition 

that was organized by the Agnes Etherington Gallery in Kingston for International 

Women's Year in 1976. This is the well documented and well researched From 

Women's Eyes,Women Painters in Canada curated by Dorothy Farr and Nathalie 

Luckyj. Other than this one source, unfortunately no longer in print, the historical 

information was scattered in original source materials such as early art journals, 

Women's Art Association records, and contemporaneous art publications. In recent 

years, there has been a steady increase in published information about Canadian 

women artists much of which has been researched and written by women art 

historians. One publication entirely devoted to Canadian women artists, Maria 

Tippett's By A Lady, is now available. In general texts about Canadian painting, 

there is considerable variation in terms of their inclusion of women artists. In the 

twenties and thirties, there are many women artists listed and their names are 

mentioned over and over again in the publications of the time. The early authors 

from this period wrote about their women contemporaries in complimentary and 



equal terms, but this did not continue. In 1963, The Development of Canadian 

Painting by R. H. Hubbard was to include only three women artists' names, and in 

this book and others the use of masculine and feminine terminology is found to be 

used when the work of a painter is described. 

American women's art history has been well documented and publicized by 

American feminist art historians. Canadian women's art history has not been as fully 

researched but progress is being made with monographs, exhibitions and now the 

Canadian Women Artists History Initiative at Concordia University with its dual 

bibliographical and biographical content. What were the conditions that impacted on 

the lives of Canadian women artists? The required reading for this unit does present 

an overview of some of these "obstacles." In fact, they are not dissimilar to those 

that have impacted on women artists throughout history and that have been 

outlined in previous units. In the required reading, for example, the role of the Royal 

Canadian Academy is shown to be almost as restrictive for women in Canada as it 

was in the academies in England and Europe. Art schools were almost nonexistent in 

Canada until the end of the nineteenth century and thus there was little opportunity 

for adequate technical training in the arts. When the schools were established early 

in the twentieth century, women were admitted as they were by that time in Europe. 

Many women artists from this early period travelled to Europe to complete their art 

education in the ateliers of Paris. Even with this training, few of these women artists 

have received significant recognition. For one thing, there were statistically very few 

women artists during this early period of Canada's history because the population 

was small and transient. Finally, it is ironic that during the thirties, the one period 

when women artists were both numerous and at the height of critical and public 

acceptance, the financial circumstances of the Depression prevented purchases of 

their work by the public or by public institutions. 

Early Canadian Women Artists 

Canadian women's art history does not begin until the nineteenth century, and its 

earliest participants were more often than not women who accompanied their 

husbands to this country and then returned to England or Europe later in their lives. 

These women were, for the most part, typical of the middle or upper middle class 

gifted lady "amateurs," painting in watercolours and on a small scale. Certainly, 

there were reasons for this choice of medium-it was portable, relatively inexpensive, 

with only paper, a few brushes and water required. Few of these women artists were 

interested in establishing themselves as professional artists. Most painted in 

response to a new environment, documenting it for their own records, or to send to 

their "family" in the British Isles or Europe. They can be referred to as 



"topographical" artists and they had a number of male counterparts more 

specifically trained to this end and often aligned with the military. 

These early women painters were in Canada because of their association with the 

military or the Fur Trade. This placed restrictions on their depiction of the landscape. 

They tended to paint small settlements where their husbands were posted and they 

painted these settlements in a characteristically "picturesque" manner. (The 

"picturesque" had achieved cult status in Europe with essays devoted to the 

definition of what constituted the picturesque. Sir Uvedale Price in Essays on the 

Picturesque in 1794 saw its three main characteristics as roughness, sudden 

variation and irregularity of from, colour and lighting.) Their English and European 

training is evident in many of their paintings-trees painted for example with a 

certain sameness and not particularly North American in appearance. Generally, the 

paintings were competent, rather subdued, pleasant depictions of a "scene," and 

examples can be found in the National Archives of Canada and other historical 

collections. 

Fanny Wright Bayfield (1814-1891) was one such artist. Her husband was a 

British military captain stationed in Quebec, and while there she painted The King's 

Quay, Quebec c. 1838-41 and Bloodroot, Dog's Tooth Violet and Red 

Trillium. Elizabeth Frances Hale (1774-1826), whose husband was also with the 

military, depicted River Road, St. John Gate, and St.Charles River, Quebec. Lady 

Elizabeth Simcoe (1766-1851), wife of the Governor of the Hudson's Bay 

Company, painted her watercolours first on conventional paper and then on 

birchbark. Her husband's position permitted her to travel further into the wilderness 

than most women painters. In her paintings, she sought out the truly picturesque 

and chose to capture, in part, these elements without taming them. 

Frances Anne Hopkins 

Another woman artist who was able to travel in the interior with her husband 

was Frances Anne Hopkins (1838-1918). Edward Hopkins' position as Chief 

factor of the Montreal district of the Hudson's bay Company necessitated tours of 

inspection of fur trade posts as far west as fort William, and his wife accompanied 

him in 1864 and for several years thereafter, sketching and painting in watercolours 

as she travelled. Unlike her predecessors, however, she worked her sketches up 

into full scale oil paintings that she exhibited at the royal academy exhibitions from 

1869 until 1902. She participated as a professional artist, exhibiting and selling her 

work, and her subject matter choice was unique-the life of the voyageur, as she had 

observed it on her travels with paintings titled Canoes in A Fog, Lake Superior, 1869 

or Voyageurs at Dawn. She also painted the timber rafts that passed by her first 



home at Lachine on the St. Lawrence River. The rafts looked like floating villages 

with tents and huts, and at night fires that glowed on the dark river as can be seen 

in Timber Raft on the St. Lawrence c.1870. This artist came to be known as the 

woman who painted canoes and yet, as well known as her work is from the many 

reproductions in books and posters, the public is not always aware that the 

paintings were actually done by a woman. A major exhibition that was curated at 

the Thunder Bay Art Gallery in 1990 and then toured nationally was an attempt to 

draw attention to the artist and the fact that she was a remarkable woman in her 

time. Frances Anne Hopkins returned to England, taking her images of her 

experience in Canada with her where they formed the basis of her repertoire for the 

remainder of her life. 

Charlotte Schreiber 

Charlotte Schreiber: Springfield on the Credit 

(Harrie, Edith, and Weymouth de Lisle Schreiber) 

(1870-1879) 

http://cybermuse.gallery.ca 

 

 

 

The definition of a Canadian artist changes towards the end of the 19th century as 

more artists spent greater portions of their lives in Canada and contributed to 

Canadian cultural life. Charlotte Schreiber (1834-1922), for example, came to 

Canada in 1870 and remained until 1898. In the intervening years, she became a 

http://cybermuse.gallery.ca/


woman of "firsts." She was made a charter member of the Royal Canadian 

Academy, and was the only woman on the faculty of the Ontario school of art and 

design. Her technical training had been received in England but the context of her 

paintings was Canadian-genre, figures and landscapes. She also had the distinction 

of being the first Canadian book illustrator, illustrating a book of poetry by her friend 

Elizabeth Barrett Browning, as well as three books for children. As well as working 

on her paintings, Charlotte Schreiber encouraged other artists and became an early 

patron of the arts in Canada. She returned, however, to England as had most of her 

woman artist predecessors. 

Canadian-born Women Artists 

The next generation of Canadian women artists were born and raised in this country, 

but in Canada, art training was difficult to access, almost non-existent, and so many 

women travelled to Europe to further their interest in art. The Academie Colarossi 

was a favourite destination for these women at the turn of the century, and is listed 

over and over again; or training at art schools in England was an alternative as they 

were now accessible to women. Artists such as Laura Muntz 

Lyall (1860-1930)or Helen Galloway McNicoll (1879-1915) returned to Canada 

from Europe to paint in the Impressionist style. Meanwhile Canadian art audiences 

were quite conservative and had a marked preference for the Canadian landscape 

rendered in a European stylistic manner-dark and somber, if in fact they chose a 

Canadian painting over a European painting for their home. The lightness and the 

airiness of an Impressionist style which had already been in existence for at least 

fifteen years in Europe was referred to as the "splash and dash" style. That Lyall and 

McNicoll worked in this style that was so new to Canada is evident in 

McNicoll's Landscape with Cows and Lyall's Oriental Poppies. 



Helen McNicoll: Buttercups (1905-1915) 
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Both artists rendered their subject matter-women and children---in a way that is 

reminiscent of Mary Cassatt's work. Other artists such as Mary Heister 

Reid (1854-1921), Mary Wrinch (1878-1969) and Mary Eastlake(1864-1951) 

can also be added to the list of women painters in the early part of the twentieth 

century, and there were still more, primarily working in Toronto and Montreal, all 

quite professional, exhibiting widely, in the United States and Canada. 

Part II Canadian Women Artists from 1920 to 

the 1960's 

Canadian women artists were overshadowed in the twenties by the Group of Seven 

with their "virile" nationalistic context and their powerful masculine style. Such was 

their influence that they drew many artists, including women, towards landscape 

and away from themes that had prevailed since the 1890's. However this new 

generation of women painters were truly Canadian, trained in Canada, assimilating 

and presenting in their work variations on the style of the Group of Seven. Their 

work was acknowledged by critics and writers on Canadian art, and they exhibited 

frequently in their pursuit of art as a career. J. Russell Harper in his book Painting in 

Canada refers to the great number of women artists in Canada, both in Toronto and 
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Montreal, as one of the remarkable phenomena of the times. He is referring to the 

twenties and thirties, however which was not a very auspicious time to be a painter, 

for neither collectors nor institutions had money to purchase these women artists 

work and their work did not move forward into the public domain. 

The Beaver Hall Group 

In Montreal, the woman painters formed themselves into an artistic nucleus known 

as the Beaver Hall Group. The group provided a strong impetus to the artistic 

careers of its women members: Anne Savage (1896-1971), Mabel 

May (1884-1971), Sarah Robertson (1891-1948), Prudence 

Heward (1896-1947), and Ethel Seath (1889-1971) as landscape painters, 

and Lilias Torrance Newton (1896-1980) and Prudence Heward (1896-1947) 

as portrait painters. They rented an old house for studios and worked there for a 

year and a half before the groups formal structure dissolved. All continued to pursue 

their individual art careers. It is interesting to note one author's description of these 

women as "by no means careerist but rather talented gentle folk...women of 

superior intelligence and vigourous energy. A number of these Brymner students 

were nonetheless drawn into extended careers by their talent." Frequent mention is 

made of the sheltered financial security of these women allowing for serious 

amateurism, but their paintings were far from being "seriously amateur." 

The landscape painters of the group were influenced by the work of the Group of 

Seven but all developed their own distinctive styles. Anne Savage's subjects were 

the hills of the Laurentians with a concern for texture and colour that was uniquely 

hers, evident in Spring Hills,Laurentians, and indicative of work that should not be 

labeled as merely derivative of the Group of Seven. 



Anne Savage: Untitled (Laurentian Hills with 

Barn) (1932-1935) 
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Similarly, Sarah Robertson's paintings were also highly coloured and featured the 

landscapes of rural Quebec as well as Montreal cityscapes, often including people. It 

was characteristic of these artists that they never really abandoned the human 

figure for pure landscapes in their paintings and often combined both elements. 

Prudence Heward's work, such as in Portrait Study, 1938, provides the best 

example of this combining of figural and landscape elements. She completed a 

series of portraits centered on the theme of "women in the outdoors." Initially these 

portraits featured a conventional thirties nude study, simply posed, set in an 

"outdoor" setting. As Prudence Heward continued with the series, the figures and 

background became more unified. Her paintings were always intensely coloured and 

compelling, and she had an unrivalled ability to reveal the sitter's personality. 

Certainly with her paintings The Farmer's Daughter of 1945 or Sisters of Rural 

Quebec in the National Gallery of Canada, it is the eyes of the figure that rivet us 

with their clarity, and present the viewer with a picture of life in rural Quebec. 

http://cybermuse.gallery.ca/


Prudence Heward: The Farmer's Daughter (1945) 
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Prudence Heward represents the best of the Beaver Hill Hall Group. She was well 

trained, studying with William Brymner at the Montreal Art Association and at the 

Academie Colarossi in Paris. She worked slowly, and because she devoted a 

considerable amount of time to furthering art education in Montreal, her production 

is limited. Her death at the age of fifty one in 1947 ended the career of a woman 

painter whose works were described by A.Y. Jackson as "robust and vigourous as 

any in Canadian art." 

Lilias Torrance Newton 

Lilias Torrance Newton's work has also been overlooked until recent years. She was, 

during the 1940's, one of Canada's foremost portrait painters, painting most of 

Canada's prominent citizens. Her portraits were very solid in form, with an interest 

in structure derived from Cezanne. Lilias, like other Canadian women artists, had 
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made the pilgrimage to Paris in 1923 and there she would have been able to study 

Cezanne's work first hand. She, like Cezanne, tried to integrate the sitter into the 

background by means of a unity of colour and texture. In the portraits, in which 

Lilias chose her own model or painted a friend, there is an obvious relationship 

between artist and model, and the pose is relaxed and informal. Her portrait 

commissions were always somewhat more formal, but their formality gave to the 

sitter a contemplative mood. Her portraits can now be seen hanging in the National 

Gallery of Canada. 

Lilias Torrance Newton: Self-portrait 

(1927-1931) 

http://cybermuse.gallery.ca 

Yvonne McKague Housser 

The women artists from Montreal were also members of the Toronto based 

Canadian Group of Painters founded in 1931. One third of the members in this group 

were women. Included members were Emily Carr, Prudence Heward, Bess Housser, 

and Anne Savage. Of the Toronto based artists, Yvonne McKague Housser 

(1898-1996) was a founding member of the Canadian Group of Painters. She had 

been in close contact with the members of the Group of Seven, exhibiting with them 

from 1929 to 1932, teaching at the Ontario College of art with Arthur Lismer and 

Fred Varley. She was to continue to work at O.C.A. for the next thirty years. 

Moreover, like the Group artists she travelled to northern Ontario, but her work 

should not be considered merely derivative. Her concern with the northern 

landscape was quite different. She wanted to depict it as an inhabited place-and 

thus she painted the mining towns (Cobalt for example), the villages and outposts. 

http://cybermuse.gallery.ca/


Yvonne McKague Housser: Cobalt (1931) 

http://cybermuse.g 

Pegi Nicol McLeod 

Pegi Nicol McLeod (1904-1949) was another woman artist member of the 

Canadian Group of Painters whose work was highly original. She was, in fact, one of 

the most original Canadian artists of the thirties and forties. Her painting can best 

be described as done with a stylized expressionistic abandon and this is evident in 

her painting, Jarvis Street Sidewalks, c.1936. Her work was described by an early 

chronicler of Canadian art history Graham MacInnes in A ShortHistory of Canadian 

Painting published in 1939: "Pegi Nicol has a charming sense and a compositional 

waywardness, which in her oils and watercolours of people milling in the streets or 

children at play, give us the gaiety and somberness of contemporary life-conceived 

through paint and created through purely artistic means." MacInnes does not 

describe her use of colour, which is expressionistic as well in her use of pinks, blues 

and greens, or her overlapping and layering of figures to create an expression of 

movement in pattern and colour. 

http://cybermuse.gallery.ca/


Pegi Nicol MacLeod: Christmas Tree and Skaters, 

Rockefeller Plaza (1946) 
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Pegi Nicol McLeod ultimately left the Canadian art scene for New York, returning to 

Fredericton only in the summers. Unfortunately her career was also ended by her 

premature death at the age of forty-five in 1949. 

Paraskeva Clarke 

One of Pegi Nicol McLeod's Toronto contemporaries was Paraskeva Clarke 

(1898-1986), again a member of the Canadian Group of Painters. Her career, on 

the other hand, continued until her death in 1986, although she did not always 

receive the recognition she deserved. The National Gallery of Canada gave her a 

retrospective exhibition in 1982, and the National film Board of Canada produced in 

1983 a film about her life and work entitled Portrait of an Artist as an Old Lady. 

http://cybermuse.gallery.ca/


[D]Paraskeva Clark: Self-portrait with Concert 

Program (1942) 

(c) Clive and Benedict Clark 
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Paraskeva Clarke was born in Leningrad and studied art in Russia under a pupil of 

Cezanne's whose influence can always be found in her structured and carefully 

planned canvases. She ultimately found herself in Toronto, married and the mother 

of two sons. She is one of the few women artists to comment freely on the 

difficulties of maintaining a career as an artist and a family. In one of her paintings, 

she depicts herself, pregnant, a study in black and solid forms. Her subject matter 

varied form self-portraits, to still lifes, to landscapes such as Muskoka 

View, 1931-32. Generally, the material could be found within the radius of a mile 

from her home in Toronto. During the thirties and forties, she was notorious for her 

protest pictures. She felt that it was necessary-as did other Canadian artists, like 

their American counterparts, to comment on the difficulties of the Depression. 

Molly Lamb Bobak 

https://d2l.laurentian.ca/content/enforced/48028-WOMN_2006EL_12_2013F/Content%20Modules/Unit%205/Unit_5_desc1.htm?_&d2lSessionVal=BQUwE7aHG1w5tleoUYdGe77PB
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The artists also commented on the next event, the Second World War. Paraskeva 

Clark, along with Lilias Torrance Newton, Pegi Nicol Mcleod and Babs Cogill-Haworth 

were all commissioned to record activities on the home front. Molly Lamb Bobak 

(b. 1922) was Canada's only official woman war artist and was sent to paint the 

Canadian women's Army Corps overseas. Although the women artists were not 

permitted to paint in the war zones, they were recognized and asked to contribute 

to Canada's War Records. The women artists of the thirties and forties were 

primarily involved in representational art. They were active as artists and exhibitors, 

and participated in the contemporary art scene. 

Canadian Women Sculptors 

It would be remiss not to include the women sculptors from this period. 

Considerable research has brought to public attention the work of Frances Loring 

(1887-1968) and Florence Wyle (1881-1968). These two women met as art 

students at the Chicago Art Institute and eventually set up a studio on Glenrose 

Avenue in Toronto. 

Frances Loring: Florence Wyle (1911) 

http://cybermuse.gallery.ca 
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Florence Wyle

: 

Frances Loring (1911) 
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Along with another woman sculptor, Elizabeth Wynn Wood (1903-1966), Loring 

and Wyle helped to establish the Sculptors Society of Canada in 1928. Loring and 

Wyle worked in a variety of mediums and scales from small bronzes to large public 

monuments such as in Wyle's case the eight foot granite lions that guarded the 

entrance to the Queensway in Toronto (they have been since moved). Sculpture is 

an expensive medium and many works by these artists remained in maquette form, 

either on a small scale or in actual size plaster models waiting to be cast in bronze 

if the means could be found. Jacobine Jones (1898-1976) found success as an 

architectural sculptor, creating bronze and stone relief sculptures for new bank 

buildings and insurance companies. Elizabeth Wynn Wood was a proponent of 

modernism in sculpture. Working in aluminum, tin, brass and bronze in smaller 

works, she interpreted the essence of Canadian landscape forms in these diverse 

materials and her works paralleled those of the Group of Seven's Lawren Harris in 

their distillation of forms, and are frequently exhibited with other works by Group 

members. 

http://cybermuse.gallery.ca/


Abstraction in Canada 

With the advent of the interest in abstraction---there was definitely a time lag 

between its acceptance by artists in Canada and the United 

States---representational, regional, or nationalistic art became the order of the day 

in both countries until the forties and the influx of European artists in New York. The 

first area on interest in "abstraction" in Canada was in Montreal under John Lyman 

and the Contemporary Art Society founded in 1939. Again, one third of the 

members were women. Marion Scott (1906-1993) studied initially under William 

Brymner at the Montreal Art Association, then at the Ecole Des Beaux Arts in 

Montreal and finally at the Slade School in London. Obviously, she intended to train 

herself as a professional artist. Her early work took the form of geometrically 

organized landscapes but she felt that her work should relate to social issues of the 

day and included the human figure in an urban setting in her paintings. The human 

figures had the appearance of mechanical robot-like figures in a semi-abstracted 

setting. Another woman artist involved in abstraction was Kathleen 

Munn (1887-1974). J. Russell Harper in his Painting in Canada refers to her in the 

following terms:" she became a leading woman painter in Canada and retained an 

interest in Cubism as an effective art style." 

Painters Eleven Group 

In the 1950's in Toronto, a group of radical young painters introduced abstraction to 

the conservative art scene in Toronto, much as the angry young men of the New 

York art scene popularized at least the presence of a new style of art. What is little 

known is that two members of the radical Painters Eleven Group in Toronto were 

women, and not young women either. Alexandra Luke (1901-1967) 

and Hortense Gordon (1887-1961) both participated in Painters Eleven by way of 

their studies with Hans Hoffmann. 



Alexandra Luke: Untitled (1946-1956) 
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Hortense Gordon, from Hamilton, Ontario, was the oldest member of Painters 

Eleven with a long career as a great stylistic experimenter behind her. Alexandra 

Luke is described by Paul Duval in his book Four Decadesof Canadian Art as 

producing some of the most lyric abstract works in Canada and as being generally 

underrated and neglected today. The McLaughlin Gallery in Oshawa has given the 

artist a retrospective exhibition andTrapeze, 1958 is included in their Permanent 

Collection. With the renewed interest in the history of abstraction in Canada, the 

work of both Gordon and Luke continues to be brought forward. 

The Automatiste Movement 

In Montreal, there was also a bold step made into abstraction. Paul Emile-Borduas, 

a painter and teacher at the Ecole des Beaux Arts, was at the centre of this 

movement with his Refus Global, a manifesto that denounced established society, 

its art and the church. Although the Automatiste movement as it was called is 

generally thought of only in terms of male French Canadian artists, there were three 

women painters who participated in the beginnings of the movement; Lise 

Gervais (b. 1933), Marcelle Ferron (b. 1924)and Rita Letendre (b. 1929). The 

work of all three of these artists for a time paralleled that of Borduas. Abstract, 

http://cybermuse.gallery.ca/


heavily impastoed patches of black and white interspersed with coloured paint 

patches characterized their work. They worked with palette knives and worked on a 

large scale. Their work was highly visible and they represented the presence of, at 

that time, a relatively recent phenomenon: the French Canadian woman artist. Of 

these women artists, Marcelle Ferron moved to Paris and continued to work in the 

style she developed in the fifties. Rita Letendre, who now lives in Toronto, 

completely departed from this style but remained wed to abstraction. Her work is 

crisp, clean, brightly coloured with a needle-like triangular projection, suggestive of 

special infinity as a constant in her paintings as can be seen in Victoire. 

[D]Rita Letendre: Encounter (1967) 

(c) Rita Letendre 
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