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Helen Mackie; Watering Horses W.J.Oliver, Sonora Carver with the Westodos Fir:
Collection of the Alberta Foundation for the Arts Glenbow Archives, NBL6-417

Bottom left

McDermid Studio; Horse Race at Fair, Edmonton ABGlenbow Archives, N&-11665e
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INTERPRETIVE / EDUCATIONAL GUIDE

The Alberta Foundation for the Arts Travelling Exhibition Program (TREX) intends to
bring you closer to Alberta's artists and collections. Since 1981, the Alberta Foundation for the
Arts (AFA) has financially supported a provincial travelling exhibition program with the vision

that all Albertans have an opportunity to experience visual art in their community.

This Interpretive Guide has been specifically designed to complement the exhibition you are now
hosting. It is one of several exhibitions distributed by the Alberta Society of Artists as part of the
Alberta Foundation for the Arts Travelling Exhibition Program (Region 3).

The suggested topics for discussion and accompanying activities can enhance the viewer's en-
joyment and assist teachers in developing strategies to complement the exhibition. Questions
have been included at both an elementary and advanced level for younger and older visitors.

The Interpretive Guide consists of three main sections

¢ Information about the Alberta Foundation for the Arts and the parties organizing this exhibi-
tion; a statement from the Curator and/or related commentary on the exhibit.

e Alisting of artworks with information about the participating artists.

e Educational component for teachers written to coincide with the Alberta art curriculum.

Please note there is a hard cover interpretive guide for public display that travels with the exhibi-

tion. Teachers or venue representatives will receive a soft cover interpretive guide prior to deliv-

ery of the exhibition. It is the venuebs option to el
the display period. It is understood that reproduction of this material is for educational purposes

only.

A Few Reminders for Venue Representatives

As part of the soft cover interpretive guide, your venue should receive a press release , a photo
reproduction  for distribution to media outlets and shipping labels / lading bill _ to transport the
exhibition to the next destination.

At the conclusion of the exhibition, we request that you take a few moments to fill out the report-
ing forms . Please fax to the Alberta Society of Artists at 403.263.4610

e Artwork Condition Report: Arrival/Departure

e Attendance and Visitor Feedback Form

e An Evaluation Form will be faxed to you for completion at the end of the exhibition



ALBERTA SOCIETY OF ARTISTS (ASA)
www.artists -society.ab.ca

The Alberta Society of Artists was established in 1931 as an organization of
professional artists. The ASA continues to promote the visual arts in Alberta
through access and support to professional artists and their work. The Soci-
ety also educates the public on importance of the arts in their community by

developing exhibitions that focus on aspects
ment.

The ASA has a long history of producing and promoting local, regional and
inter -provincial travelling exhibitions. The Society is currently contracted by
the Alberta Foundation for the Arts to develop and circulate art exhibitions
to venues throughout southern Alberta. The art works are intended for dis-
play in schools, libraries, museums and other public facilities. The south
west region of the AFA Travelling Exhibition Program is managed through the Calgary office of
the ASA located on the third floor of the Crossroads Market. The ASA is a registered charity that
also awards scholarships to Alberta high school students for Summerscapes in Red Deer.

ALBERTA FOUNDATION FOR THE ARTS (AFA)
www.affta.ab.ca

The Alberta Foundation for the Arts (AFA) was established under the Alberta Foundation for the
Arts Act, September 1/1991. The purposes of the Foundation are:

e to support, promote and contribute to the development of literary, performing, visual and me-
dia arts in Alberta

to provide people and organizations with the opportunity to participate in the arts in Alberta
to foster and promote the appreciation of artworks by Alberta artists

to collect, preserve and display artworks by Alberta artists

to encourage Alberta artists in their work

The mandate of the AFA Travelling Exhibition Program (TREX) is to

i provide all Albertans with the opportunity to enjoy visual art exhibi-

tions in their community. The TREX Program also strives to make

the AFAOG6s extensive art collection avail
ing art collection consists of over 7,800 art works showcasing the

creative talents of more than 1,700 artists.

As a major provincial art collection in Alberta, the AFA collection re-
flects the development of the vibrant visual arts community in the
| province and has become an important cultural legacy for Albertans.

Vera Greenwood
Blue Pony;1988; silkscreen, collage, rhoplex & acrylic on paper
Collection of the Alberta Foundation for the Arts
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The enduring bond between horses and people is explored through archival photographs from the Glenbow Museum and
artworks from the collection of the Alberta Foundation for the Arts. For three centuries the evolution of prairie culture in North
America relied greatly on horse power. This travelling exhibition promotes discussion about the role of horses in law enforce-
ment, ranching, transportation, sport and entertainment.

Horse Power reflects the strength, speed, agility and grace of the horse in motion. It also reveals memorable stories from
the past about unique relationships between rider and horse. This is achieved through wonderful examples of documentary
photographs (reprints from original negatives) by historically significant photographers like W.J. Oliver, L.A Huffman and O.B.
Buell. In many cases their photographs are witness to a time before or shortly after the mechanization of travel and industry.
Horses were still an important source of labor and contributed greatly to the economy of western Canada.

W.J. Oliver was an accomplished photographer that originally apprenticed as a butcher before his arrival in Calgary from

Ash, England. In 1910 he worked odd jobs as a laborer because he was unable to secure work in his chosen profession.

Hi s enterprising nature |l ed him to answer an advertisement in
came interested in photography during his teen years when he won a camera from the local chemist in Ash after guessing

the weight of a lump of coal.1 Although limited in experience Oliver was able to persuade Fredrick B. Cooper that he was

right person for the job. Oliver was a quick study in his new profession and in short order his talent and energy were recog-

nized by the editor of the Morning Albertan. In 1912 Oliver became the staff photographer for the Calgary Herald. In this

capacity he chronicled many special events, celebrities and newsworthy items during the early history of Calgary and area.

The photograph of Thom Three Persons was t aken by Oliver shortly after the cowbo
World Championship in Bronc Riding during the first Calgary Stampede. It was a fearless accomplishment to ride the notori-

ous Cyclone to a standstill - considered by many to be the greatest bucking horse of the day. Cyclone was a powerful

American bred horse of defiant spirit that had not been previously ridden. Many tried and failed like Earle Millar (aka the hu-

man catapult) featured in another reprinted photograph from the Oliver portfolio. This image was taken around 1925 which

suggests that Cyclone had a very long career as a rodeo performer.

The exotic high diving act of Sonora Webster Carver and Red Lipst our ed North America as part of
Show. The act was also performed at various carnivals and rodeo events as was captured by Oliver at the Calgary Exhibi-
tion & Stampede around 1925. Carver and her horses like Red Lips jumped from a 12 meter high platform into a tank of wa-

ter. iThere werenodt many options for a girl in the South. You e
fami |y had Thadaorsesywer apparently willing participants and may have actually enjoyed the jumps. Unfortu-
nately, on a summero6s day in 1931 there was a significant acc
the water awkwardly. Even though she had lost her sight Carver resumed the high diving act after one year of recovery and

continued to perform until the Second World War. f | thought, wel | some blind people do
and made mattresses, and | thought, goodad&€anser.3 Theradcertaidhthadia nt t o

be extraordinary trust between horse and rider for this act to succeed on a regular basis.

Another compelling photograph from the Oliver portfolio shows the magnificent jumping horse Barra Lad with Lewis Welsh.

This bay gelding was raised and trained by the Welsh family who were well known for producing rodeos and horse related

events that toured major North American cities from 1924 to 1927. Bar ra L ad, nicknamed the o6éwhite
performed in many open jump competitions before large and small audiences. On a September evening in 1925 he made a

world record jump of eight feet one and one half inches with Lewis Welsh aboard. A story of elation turned tragic within 24

hours. Fred Kennedy , a journalist and rodeo organizer, recorded in his book Alberta Was My Beat the following description.

AThe horse, guided by a 16 year old boy, whose face showed pal
up to the jump and stood for a moment in the shadow of the wings. Above them the bars reared high. An audible

shiver ran through the audience of 6,000 at the horse arena in New Westminster, BC.

Back to the far corner of the arena they went, the boy and the horse. Quick as a flash the horse turned with his rider
lying low on his withers and urging him with hand and voice, he thundered towards the formidable obstacle. Two
feet from the bars, he propped and with hind feet under him like a panther he made a mighty leap that carried him
upwards. His front feet cleared the bars with six inches to spare but his hind quarters dropped and just as it
seemed as if the horse and his youthful rider were going to bring the jumps down on top of them, Barra Lad with
almost superhuman effort, swung his hind legs clear, and the horse and rider landed on the other side of the jumps



still intact ... The horse was examined shortly afterward and while the pulse was a little faster than normal, he
seemed to be alright.

The scenes that followed the great feat beggared description. With a mighty roar the crowd surged into the ring and
in a few moments, horse and rider were surrounded by a cheering mob. A floral horse show wreath was placed

around the horseds neck and while police fought to clear a
ful rider paraded around the arena, while the band played,
Five hours | ater, in a barn within the shadow of the | arge

dying. Three veterinary surgeons worked over him feverishly, while the boy who had ridden him to a new world re-
cord, sat by, gently stroking his neck, while tears ran unashamed down his cheeks. The doctors talked vaguely of
internal hemorrhage, but were unable to locate it - they were helpless.

As the hours dragged by, there was no lessening of the gloom in the stable. In one corner, Mademoiselle, the old
grey mare and heroine of a thousand high jumping contests, whinnied softly and stamped impatiently when Barra

Lad failed to answer. From the railway siding nearby, the piercing shriek of a train whistle rang out ... Washington

was the next stop and the horse car was ready to carry the champion high jumper of the world to new performances

and honors. Stable men hurried around, packed saddles and bridles, and then blanketed the other horses. They
would have to carry on, with the old grey mare taking the place of the champion in the contests to come.

One by one the horses stepped carefully over the prostrate form of Barra Lad as he lay across the stable runway.

Mademoiselle was the last to be walked out of the stall. She whinnied again when she saw her mate, and the big

bay raised his head and snickered softly in reply. As she stepped over him, she nosed him wonderingly and then

stopped at the door. Another call, but the stricken horse did not answer. Mademoiselle, after another puzzled

glance, stepped forward hesitatingly and was soon lost in the gloom ... Fifteen minutes later, two shrill blasts of a

whistle announced the departure of the train for Washington, but before the echo died away, the wounded horse

raised his head with an effort, sent forth a piercing whinny and then with a groan that was almost human, he
dropped back. Barra Lad, the worl dobés dhampion high jumping

Horses and humans have lived and worked together for thousands of years. It is estimated that horses were first domesti-
cated on the Asian plains around 6,000 years ago. Domesticated horses significantly helped human societies to progress.
They were the primary means of land transportation prior to mechanized travel and proved invaluable in agriculture, hunting,
warfare and maintaining peace. Horse roles are referenced in the reprinted photographs from the Glenbow Archives as well
as in contemporary art works by Werner Plangg and Helen Mackie . In 1996, Mackie experienced a cattle drive at the Suf-
field Reserve as part of the 100 year anniversary of the Western Stock Growers Association. She sketched aspects of the
cowboy lifestyle and their interaction with horses. The two wood block prints included in Horse Power are based on drawings
from that adventure.

For many centuries people of the Canadian plains topographically recorded their history and beliefs using pictographs. This
tradition was carried forward by the Siksika, Blood, Peigan and Sarcee with sophisticated ornamentation of tipi surfaces, ani-
mal skin robes and other articles of clothing. The large pictograph robe photographed by W.J. Oliver features stories and
events from a Sarcee perspective. It is evident that horses played an important part in their lives given the numerous refer-
ences to horses on the robe. The possession of horses often bestowed special status upon individuals. Power and prestige
is visible the equestrian portrait of Blackfoot members, The Stump and Many Bears. By comparison the equestrian portrait of
cattle rancher and industrialist, Pat Burns, is austere. In each case the horse and its ornamentation are a projection of the
riderod6s publ i c per %he Rlae Playedby Jane AshuRoitras ethe mountad horse in the background is not
the exclusive subject of the work. The horse and rider are represented as moving swiftly with mane and hair flapping in the
wind. There appears to be a sense of urgency to deliver a message of changing times ahead for aboriginal people.

Symbols can reflect the important connection between people and horses. The Blue Pony by Vera Greenwood belongs to a
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White Horse is a major earthwork located in North Yorkshire near the town of Kilburn. It was created about 150 years ago by
locals cutting into the hillside turf and exposing the underlying white chalk limestone. Greenwood chose in her rendition to
make over the Kilburn horse by altering its surface and context through pattern, color and suggestive landscape. Greenwood
perpetuates a tradition of the horse immortalized in many forms of artistic and commercial endeavors.

The roaming horse takes on symbolic meaning in Bi | | L mimt.n ©hé silhouette of a horse is either running toward or
away from a linear barrier depending on your point view. This is one of the few images in Horse Power where a rider is not
present. What is the potential for horses in North America without fences or serving humans? Pockets of wild horses
(formerly domesticated horses) roam freely but they are not considered indigenous species or endangered wildlife. The
highest levels of government are unable to agree upon protected status for wild horses because of competing economic and
political interests. Consequently, wild horses remain subject to periodic roundups and relocation.

Horses are intimately connected to human societal development. In turn we have dramatically shaped the evolution of
horses. Our reliance on horse power is declining in an age of mechanization but in many places the need for companionship
provided by horses remains strong and unabated. Besides the sensation of riding a horse in full gallop is exhilarating, utterly
unigue and not to be missed in this lifetime.

1. Jameson, SheilaghS.W. J. Ol iver: Life TiCalgany 4B Gleéhbo Muséumyr1884 Lens

2. Associated Press Atrticle. October 8, 2003. Calgary AB, Glenbow Museum Archives 6
3. Associated Press Article. October 8, 2003. Calgary AB, Glenbow Museum Archives

4. Kennedy, Fred. Alberta Was My Beat. p119 i 124




ABOUT THE ARTISTS - biographies & statements

Contemporary Artists

Vera Greenwood

Born in Calgary in 1954, Vera Greenwood currently lives and works in Hull, Quebec. Greenwood graduated with a Di-
ploma from the Alberta College of Art (now ACAD) and a Master of Fine Arts from Concordia University in Montreal. Her
training as a printmaker has expanded to include mixed media installations that have been exhibited across Canada and

in Engl and. Greenwoodds solo exhibitions have been feat
Carl eton University Art Gall ery, Dunl op Art Gal l ery, LO6E
Birmington. Greenwoodds work is represented in collecti
Carleton University and the Alberta Foundation for the Arts.
Vera Greenwood?®6 ar t pr act i cpiacing empkasisgn etorytellmgeamdysocual studies n a |
with a conceptual approach to representlng the everyday. It is a way of working ;
based on observation of the world. Utilizing the museological display technique
of juxtaposing image/object and text, her recent installations weave a narrative
around her interest in record -keeping and investigative research, as well as the
involved in the act of looking. Excerpt from the Patrick Mikhail Gallery on the display
of Magnificent Corpses ... and Other Sai
The Blue Pony from the AFA Collection belongs to a series of work created during the §
|l ate 19806s and inspir ed The White Merse afrKilbura t 0 S h
rural England. This major earthwork is located in North Yorkshire near the town of Kil- &
burn. It was created about 150 years ago by locals cutting into the hillside turf and ex-
posing the underlying white chalk (limestone). Greenwood chose in her rendition to
make over the Kilburn Horse by altering its surface and context through pattern, color
and suggestive landscape.
William Laing
Bill Laing is known in the visual arts and academic communities as a prolific multimedia artist. The power of his imagery
and formal vocabulary owe more to his superb printmaking techniques than to other
media. Born in 1944 in Glasgow, Scotland, Laing attended educational institutions in
Canada and Great Britain. He received a Diploma in Photography and Printmaking in
1971 from the Vancouver School of Art (currently the Emily Carr Institute of Art & De-
sign); a Certificate in Specialized Printmaking in 1972 from the Brighton Polytechnic;
followed by a Masterodés Degree in Printmaki
in 1974.
Laing immigrated to Calgary in 1974 where he joined the faculty at the Alberta Col-
lege of Art (ACA) and taught there until 1977. He was instrumental in establishing the
intaglio and photo facilities division at the ACA. Since 1977, Laing has been a profes-
sor of printmaking at the University of Calgary (Art Department) and has been instru-
ment al in expanding the departmentds serigraph facilities.

series relative to printmaking techniques, which he has conducted across Canada and abroad. For the past 25 years,
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Laingbds art has undergone major transitions from autobiograp

subjects with symbolic and formal properties of specific objects within an environment. These are often rendered in a
precise linear or flat manner and presented in modular units in the form of diptychs and triptychs. Superb technique and
craftsmanship support his timeless imagery. Laing has the ability to present ordinary objects with a sense of serenity
and universality that transcends original context.

Laingds prints have been showcased nationally, internationa

represented in a number of renowned print collections in Canada and abroad.



ABOUT THE ARTISTS - biographies & statements

Contemporary Artists

Helen Mackie

Helen Mackie has been quietly making art for over 35 years. She received her B.A. in Biology and Chemistry from
Queens Unlversny She then proceeded to get her Masters Degree in Physiology and Biochemistry from the University
: &=r of Toronto and a B.F.A. from the University of Calgary. Mackie also studied art at

Py

Emma Lake and the Banff School of Fine Arts. Her training included instruction
L4 from Noboru Sawaii and J.K. Esler.

£2} Mountains, the rivers of Alberta and associated ecologies. She is fascinated by fi é
the energy and life that flows from the earth, our source, into the life of plants,
animals, birds, insects, fish etc. The study of life sciences focused my inter-

| est and increased my knowledge of living forms. Each plant, animal or cell is
unique unto itself but each depends on a complex transfer of energy from
other sources for its growth and movement.

As a child, I lived in the country and that has given me vivid memories. | have
enjoyed working with watercolor in o6pl
child. It is simple, direct and the experience greatly enhances your observation

and appreciation of the outdoors. | found a course in printmaking at the Univer-

sity of Calgary opened my eyes to a new world of images and new opportunities

to create. | found the traditional methods of drawing on a plate or cutting into a
wood block are most to my |liking.©o He l

In 1996, Mackie and husband went on a cattle drive at the Suffield Reserve for the
100 year anniversary of the Western Stock Growers Association. During that adven- = =& 5

ture, Mackie sat around the campfire sketching what she had witnessed that day. The result of those drawmgs can be
seen in part with two wood block prints included in this exhibition.

Werner R. Plangg

Werner R. Plangg, a native of Zurich, Switzerland was born in 1934. In childhood he demonstrated a fondness for do-

= mestic animals and nature through pencil sketches, clay sculptures and small
paintings. Plangg received a full scholarship to art school in Zurich and spent
o many days visiting the Zurich Zoo to draw the animals. For a time he worked as
Mgy 2 medical illustrator in Switzerland. He travelled Europe extensively and also
" studied further in Paris.

In 1956 Plangg came to Canada and made Calgary his home. His interest in
animals continued to grow with exposure to large wild animals while hiking and
climbing the Rocky Mountains. He worked as a commercial artist for 12 years
and later gained some experience in television graphic production.

Pl anggés aim in painting is to achi eve uni langscapeé as well as aai-
mal. He strongly believes in drawing from life in order to achieve the best results in oil painting. To this end he fre-
quently lives and works in the wilderness to study nature first hand. It is not surprising to find nature in his studio in the
form of tree parts, stones, clumps of grass and various animal bones. Plangg has been compared to the late Carl Run-
guis whose meticulous approach he shares.

When | am working on a painting | am right there in the silence of nature. | can feel the air and live in it, and my
wish is to pass this same feeling on to the viewer. Werner R. Plangg
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ABOUT THE ARTISTS - biographies & statements

Contemporary Artists

Jane Ash Poitras

B ;ﬁ Jane Ash Poitras was born in an isolated Indian community of Fort Chipewyan,
~ Alberta and raised in a foster home in Edmonton. Her abundant talent and solid
.| academic achievement have provided a solid foundation on which to build her
career as an artist, lecturer, writer and philosopher.

~ Her academic achievements include a B.Sc. in Microbiology and a B.F.A. in
4\& Printmaking from the University of Alberta and an M.F.A. in Printmaking from
. Columbia University in New York. Her work has been exhibited in solo and
~ group exhibitions within commercial and public galleries, as well as museums in
the United States, Canada and around the world. Poitras is included in a wide
range of public, corporate and private collections.

As a public lecturer and speaker, Poitras has been invited to participate in conferences and as a guest speaker at the
Smithsonian in Washington, Canadian Museum of Civilization in Hull, Art Gallery of Ontario and the Ontario College of
Art in Toronto, and numerous other institutions and events across North America. Her writing and reproductions of her
images have appeared in numerous academic journals and general interest publications. She has been the subject of a
number of television and film documentaries.

Historical Photographers

O.B. Buell (1844-1910)

Oliver B. Buell, originally from New York State, achieved prominence for
a series of photographs showing military preparations for the Riel Rebel-
lion in 1885. He also photographed construction of the Canadian Pacific
Railway (CPR) in the Rocky Mountains in the summer of 1885. One
newspaper article reported him as visiting B.C. with Lord Lansdowne the

bore the title of professor AIong with taking photographs he was known
for giving |l antern slide presenta
to western Canada in 1905 when he visited the Crowsnest district in
southeastern B.C. Source: http://Camera Workers: British Columbia,
Alaska & Yukon, 1858 1 1950

Edward E. Harper (Information Not Found) Arnold Lupson  (Information Not Found)




