Studied Naiveté:
The Art of Ted Harrison

NICHOLAS TUELE

Countless visitors to British Columbia’s Expo '86 were dazzled by
the artistic tour-de-force that was the facade of the Yukon Pavilion.
An historic float plane, the “Queen of the North,” was suspended
in mid-air in front of a brightly painted northern sky. To walk
“into” the painting was an unforgettable experience and knowl-
edgeable visitors instantly recognized the distinctive style of Yukon
artist Ted Harrison.

Harrison, semething of a Renaissance man in his accomplish-
ments, has the charm and disarming manner of an inveterate
Yukoner. His accent, though, gives him away as an expatriate
Englishman. Edward Hardy Harrison was born in the tiny village
of Wingate, County Durham in 1926. He and his twin sister, Algar,
were the children of a miner and there was little in the small coal-
mining village to suggest the odyssey that would take the artist half
way around the world to the Canadian North and, ultimately, to
one of the boldest artistic styles in contemporary art.

Harrison was educated at Wingate Elementary School and
Wellfield Grammar School. Early artistic promise was developed
at Hartlepool College of Art from 1943 to 1945 when he left to
serve in the Intelligence Corps of the British Army. From 1945 10
1948, his postings took him to India, Egypt, Kenya, Uganda and
Somaliland. He mustered out at war’s end and returned to Hart-
lepool 10 complete his rigorous, academic art training; he recc'ivcd
the National Diploma in Design in 1950. A year later he obtained
his Art Teacher’s Diploma from King’s College, University of
Durham. He then began a life’s work in teaching art that took him
from Middlesborough, England to Cameron Highlands, Malaya in
1958; Te Kauwhata, New Zealand in 1963; back to County
Durham in 1965, and finally to Canada in 1967,

Alter a one-year appointment on the Wabasca Indian Reserva-
tion in northern Alberta, the teacher discovered the Yukon Terri-
tory. With wife Nicky and young son Charles in tow, Harrisop
finally found what he had been seeking for so many years. In his
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book The Last Horizon Harrison recalls the trials and tribulations of
his initial trip to the Yukon Territory:

Our poal was the little town of Carcross where | wits 1o take up a
teaching post in the small clementary school. The capacious vehicle we
were travelling in was sold to me by an unscrupulous second-hand
vendor in Edmonion and miles up the highway we discovered that it
was using almost as much oil as gas—a “lemon” of the first water,
Quarts of oil after leaving Dawson Creck, we arrived ata sign bearing
the legend “Jake's Corner” — Turn Left for Carcross and Tagish."” So
left we turned — at least the wretched vehicle's steering worked — and

drove down a winding gravelled road towards a new future in our
chosen land.!

The magic of the landscape worked its charm. Many years later the

artist’s memory is still filled with the vivid details that he observed
on that first view of his new home:

The mountains were becoming steeper and our excitement was rising
even higher that their peaks. Oh, the beauty of it all surpassed my
wildest dreams! Soon we were passing Crag Lake upon whose shores
lay our future cabin. It glittered like the sun, now high in the sky
shining down with unabated brilliance. The dark silhoueties of the
spruce‘and aspen trees allowed flashes of the lake's surface to catch the
eye and I kept repeating, “It’s fabulous, absolutely fabulous!” A
culvert, which was being replaced under the road, caused a delay
which heightened the tension, and when we were waved on, I urged
the “lemon” to increase jts speed. There before us lay Bennett Lake
whose surface in the spring of 98 had been covered with rafts and boats
of gold-seekers. Montana Mountain and others were still snow-capped.
Before plunging down into the valley, 1 took in the whole vast .
wonderland of peaks and lakes, We had arrived in our Shangri-la.?

The Yukon has been an unending source of artistic inspiration for
Harrison since that first prescient view twenty years ago. His eye
for detail and openness to new experiences hasresulted ina growing
body of visual distiilations that are impressive in their number and
immediacy. For example, the philosopher in the artist wrote about

the value of minus-fifty-degree temperatures and other “riches” (o
be experienced in the North:

Like all Yukon converts, perhaps I tended to see the world through
rose-coloured spectacles of o personal enthusiasim which cannot be
shared. However, in time, many people came to me and said that their
idea of the Yukon had been shown to them in my work; the fallen
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garbage can with its contents pawed over by dogs and ravens, the
silhouette of bright parkas against the snow. AN these things [ noticed
and enjoyed as being valuable experiences. We tend to look for
mountaing to open, and become saddened or Trustraned when only a
mouse appears alter all the roaring commotion. How much more
exciting it can be to observe the smaller things in life, such as the play of
clouds weaving in the sky, or 1o walk out into a minus-filty-degree
temperature and sce the smoke from many hearths climbing in vertical
columns as if the cabins were suspended on strings. Men and animals,
women and children, people plodding along on snowshoes, skiing with
a gaily-coloured pom-pom dagling from a bonnet, or packing along
buckets of water from the lake all combine te form tiny areas of interest
which create a whole canvas of activity. By appreciating these simple
actions, we get 1o know what forms the character of our environment.
We often focus our gaze on some imagined goal and fail to see the
richness of experience lying at their feet.

The Yukon Harrison discovered not only captured his sensibility,
but it is an imaginative landscape that many others have found
irresistible. Consequently, the artist’s paintings are eagerly sought
by art coilectors and his public success has grown through solo
exhibitions in Whitehorse, Vancouver, Montreal, Toronto and
other Canadian cities during the past fifteen years.! The demand
for his paintings has often outstripped his production and eager
buyers were recently reported to be lining up twenty-four hours
prior to a commercial gallery sale of his newest work.5

Harrison’s paintings are found in many public, corporate and
private collections and his artistic achievement would suffice for
many as a lile’s work.® He is distinguished, too, however, for many
other significant achievements. Ever the teacher, he has a fine
record for his pedagogy and is outspoken about the significance of
creative education. He has written that an “art curriculum be
Iramed in such a manner as to leave the teacher with as much local
initiative as possible.” Coupled with the aim “tg strengthen and
develop the creative and imaginative potential of the individual,”
Harrison is arguing lor a most sensible approach to art education in
our schools which is long overdue.?

Besides being an artist and teacher, Harrison is a published
author and poet. His books include Children of the Yitkon, 1977; The
Last Horizon, 1980; a warm and revealing book that is an accom-
plished compasite of his prose, poetry and paintings; and A Northern
<\lphabet, 1982 which is used in primary grade schools across
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northern Canada. Most recently he has had his illustrations of
R. W. Service's The Cremation of Sam McGee published.

Harrison's artistic success and growing stature as an articulate
spokesman for the Yukon has been entrenched through i and
video. He was the subject of an NFB film entitled Harrison's Y ukon
and he has appeared on Global TV's The Canadians; a 115 segment
entitled “Ted's Ways”; CBC’s Gzorski and Co. and CBC North. The
BBC recently completed an hour-long video documentary on the
artist for their audience. There are many visual artists “'rho, like
Harrison, achicve their creative potential only through the “right”
combination of personal experience and locale., Van Gogh (1853%-
1890), for instance, made many false starts in his artistic develop-
ment and it was not until his move to the south of France in 1888
that his genius was fully unleashed. Similarly, Gauguin’s escape in
1891 to the clemental joys and peace of Tahiti resulted in magnili-
cent, compelling depictions characterized by simplificd forms,
abstraction of design and brilliant colours. For both Van Gogh and
Gauguin the “right” locale coupled with unique life experiences
provided the catalyst for creative cxpression ol a highly individual
order. Both artists are now indelibly identilied with their particu-
lar settings. When we look at the art of Ted Harrison much the
same kind of process and identification can he seen. 1t was 10
explore this that I called Harrison shortly aiter his recent investi-
ture into the Order of Canada:8

NT: Ted, many western artists in this century scem to have hit
their creative stride only after finding the right environment. You

yourself travelled half the world before finding the Yukon and
artistic success.

TH: Well, throughout life, I had been looking for a place that
was just over the next hill, where the grass was greener. 1 tried
Malaya, New Zealand and India. When, finally, I came 10 the
Yukon, [ instinctively knew I had found the place which suited me
and which I had been looking for. I felt quite a thrill when | gazed
upon the village of Carcross, amidst the mountains and lakes. |
realized it was a place of quictude, far from the “madding crowd
and ignoble strife” and I knew I would really enjoy living there.

NT: In spite of the vast cultural and geographic diflerences
between Wingate, the village of your childhood, and Carcraoss,

there must, too, havc been some lundamental resonance or corre-
spondence.
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TH: Yes. I was brought up inamining community which sc.)ught
to unify itself in that you could walk into most houses in the village
and be welcome. Children were looked afier even though there was
a lot of poverty and the harshness of the Deprcssior.l was countered
by the warm friendliness of the people. I grew up in a very warm,
trustful, comforting environment, although our fathers’ work was
harsh, with death facing them often. There were many funerals,
but people worked together and, at the drop of a hat, everyone
would help their neighbours. _

When I looked out on a morning in my first winter in Carcross, I
could see the people in their parkas, and the children-and ravens
and dogs all running around quite freely. It was this feeling of
freedom and trust which took me back to my own childhood. In the
Yukon, you find the communities are few and far between so
people are isclated in little cases and this makes them closer
together. There are all the vices and joys, of course, and everyane
knows your business but you never have to go far to get help.

NT: There still prevails a notion that the Northisa very coldand
forbidding place, an ice-clad empty, wilden:ness.. Thaose artists who
have painted the Yukon or Northwest Territories h'avc reaflirmed
the myth. However, your art is about an alive, ru:hl.y colourful
North not normally perceived by the Canadian public.

TH: When I first arrived, I felt very attuned to the landscape and
after I started painting, I found out about the Group of Sevcn.'I
looked at their work and found that they had captured the North in
their painting but in almest every case, tth h?d .missed out on
humanity. They had very few figures in their paintings. I felt that
the North was just as much people and animals as it is the lakes ar!d
mountains. I saw and felt this so I endeavoured to put the peoplein
relationship 1o their environment.

NT: Besides seeing your new home with fresh eyes, free of local
prejudice or the fetters of tradition, your insights must have been
anchored in your own artistic legacy and training.

TH: 1 think so. Artists in northern England tend to stress the
humanity side of things in their paintings. Lowry, .for exa.mplc,
captured the slums of Manchester with the people in relation to
their industrial environment. One of my great friends, Norman
Cornish, another painter from Durham, painted quite bleak mining
scenes showing the miners going to work.
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In my case, I found that the local people had a particular
character in their poses and their looks ... the long, llowing black
hair of the Native ladics, you know, and the distinctive altitude
they took when they walked about. I soon began 10 look at groups
of people very closely and found in them a very inspiring situation.

NT: Since those carly days of finding your artistic inspiration,

your paintings have evolved 10 a highly distinctive and personal
statement.

TH: Irealized early on that I couldn’t translate the Yukon into a
painterly place until I sort of simplified the images and painted
more or less from memory. [ wanted 1o be imaginative and capture
the spirit of the place. At first I wasn’t too interested in the colours
but later the colours started to dominate and, of course, over the
years the colours have become more and more important. [
reached a stage where, like cloisonné, I used black lines to intensify
the colour. When I couldn't go any further with that, I started
using coloured outlines and large areas of spatial colours, My skies
became more and more abstract but the buildings and people have
remained as a sort of visual reality.

NT: You have described something of the stylistic evolution of
your painting. Can you tell me about your working methods?

TH: Yeah, well, my working methods are a result of very close
observation of certain characters and the landscape. I look at
something a few minutes and then try to draw it from memory as [
memorize the object. I have developed a photographic memory so
[ hardly need a camera or a sketch book. I lock at a scene and it gets
into my head. Now, before I do a painting, I usually spend a weck
or so thinking about different possibilities. I think about them and
then when I am in bed at night, usually they flash on the inward
eye. I think of a scene and compose it and I get the feeling of what
the painting is going 1o be like and sometimes I can hardly wait for
morning Lo come so I can start the painting,

When I get the canvas, which | prime very well because I like to
work on a nice white background, 1 then dip the brush in the paint.
I make a very light solution of paint, say, purple or blue. [ draw my
idea directly onto the canvas with the brush as I have seen it in my
mind’s eye and once I have done that, I pick a part of the painting
to colour. I put a colour down and I work outward from that
colour, relating other colours to that one and giving contrasts and
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variously toying around with the colours and seeing what I can do.
Sometimes I can be quite bold and teeter on the edge of catastrophe
by way of discord of colour. I rarely get a discord but whcn.l !'mish a
painting and I do have adiscord, I repaint the part so that it is more
in keeping with the rest of the colours. I rarely have to do this
because my best paintings I paint as if I am in a hypnotic trance. I
am painting as il my mind has gone right into the painting. _In fac!,
my wife has been known to have (o shout a few times that dmmfr i5
rcady. I am so into the painting that the rest of the world has just
disappeared.

NT: Since the early 1970s, you have enjoyed grox.ving public
approval and interest in your paintings. Unlike artists such as
Vermeer or Eakins who were not understood for decades, centuries
in Vermeer's case, your work is broadly popular and accessible in
your time.

TH: [ once heard that a gallery curator said, “Oh, Harrison’s
work is so simple that even children can understand it.’: I took it as
a great compliment even though it was meant as a criticism. I never
gel angry about or discomfited by criticism because I know [ am
true to what I feel. I know my work has a broad appeal and there
are those who think that if the public likes something, if it sells
well, there must be something wrong with it. For heaven’s sake,
Hogarth seld well and had a broad appeal, as did Picasso. So that's
not the criterion.

NT: What is?

TH: The broader public approval of my paintings came with the
development of my use of colour and the simplifying of the shapes I
saw around me. [ think it was the relationship of the people to the
huildings and landscape which captured the public’s imagination.
They related to the sort of simple, pure shapes and I think I.creat:‘:d
a {antasy world in which people could put themsclves.‘lee Alice
Through the Looking Glass. They could go “into” the picture and
weave stories. I obviously leave a lot to the personal imagination of
the viewer and although there are abstract qualities in my work,
there are elements of reality that all people can relate to.

NT: You referred to a quality of going “into’ the piFlurc. This
was certainly the case with your magnificent painting for the
Yukon Pavilion at Expo '86.
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TH: The architect for the Pavilion had seen somce ol my work and
he asked me 1o design a facade so that it looked like you were
walking into a painting. . . as I said, like Alice walking through the
looking glass. You walked into the painting; it was three-dimen-
sional. I designed it with the clouds and the mountains to go with
the airplane overhead and the paddie wheeler and the little
railway train. 1 wanted it to look sort ol exciting and jolly, like a
circus ina way, inviting people in, deawing them in like i vortes,
The architect had the idea of the golden mirrors at the side which
would catch the evening light and that of the sun when it was
sinking and, also, at nigiu, they put lights behind which blinked on
and ofl. . . so it looked like the Northern Lights and it made it visu-
ally exciting altogether. [t's a great shame they had 10 destroy it.

NT: Itis indeed. Ted, at sixty years of age there are no signs of
your letting up. I know you just finished some large works for the
Government Building in Whitchorse and the Stratford Theatre
Company and you are working on some for a V ancouver firm and
the town of Inuvik. Do you have a sense of where your artistic
carcer may lake you in the coming years?

TH: I sometimes think about it but only lleetingly. I live from
day-to-day and my philosophy is never look too far ahead. [ enjoy
cach day as it comes and keep them as full as possible, It's a
philosophy [ developed after nearly being killed years ago in the
war. It made me realize how transitory life is and you just can't
look too far ahead. Any changes in my painting will come of their
own volition. I didn’t set out to design the style [ needed; it came
on its own. One could say the style took hold of me, not me taking
hold of the style. I threw all ol my academic knowledge out of my
head and started ofl'as though I had never had an art lesson in my
lile. Having thrown the baby out with the bathwater, 1 brought the
baby back gradually. As a conscquence, my style has a very strong
foundation. 1 feel that my style is a very personal one and 1 truly
treasure it. Any changes that come naturally can only enhance the
quality of my painting.

NT:  Speaking of changes, you must have seen a great many of
them in the North over the past twenty years,

TH:  Well, yes, but thereisstill a greatquality of life up here and [
don’t think we will be inundated by people because there aren’t
many jobs. The air is still clean and [resh and you can drink the
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waler from the lakes without filtering it. In five minutes I can be
into a wood and you wouldn’t think there was a built-up place lor
miles around. You can be alone with your thoughts, in guictude.

NT: Ted, through your writing, teaching, and most importantly,
your painting, you have dispelled so many of the old clichés and
myths which southern Canada holds about the North. Arc there
any that remain?

TH: There is a feeling in the South, strangely enough, that
anything from the North cannot be either academic or sophisti-
cated. The North is just full of wild people who chew tobacco and
shoot moose. There is some of that, of course, and yet, there can be
as much sophistication up here as anywhere else.

NT: Your paintings are an eloquent testimony 1o that, Ted, as are
your candid comments. Thank you for your thoughtful answers,
and congratulations on your Order of Canada award,

TH: Thank you.

As Harrison admits, in the past twenty years he has matured in his
artistic and spiritual “Shangri-la,” the Yukon Territory. His
untiring quest for inspiration of a huge and magnificent sort has
been rewarded and the popular success of his paintings is testimony
to the authenticity of his visual expression. Harrison has developed
a distinctiveness of style to interpret his time and place that is at
once broadly accessible and yet subtle and sophisticated. This rare
combination led one observer and friend of the artist to character-
ize Harrison's style as “studied naiveté,”® It is an apt description
which bears some general explanation belore closely examining
the particularities of the artist’s paintings.

Naive art is characterized by its spontaneity, freshness and
charm. The naive or innocent artist is unencumbered by the
history ol art and the constraints of an academic training. Artists
like Grandma Moses (1860-1961), Henri Rousseau (1844-1910),
and W. N. Stewart (1888-?) are good examples of naive artists who
achieved varying degrees of critical acclaim for their painting.1?
Their depictions of the real and imagined are immediate and
filled with delight and surprise. The naive or innocent artist creates
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art through a mind uncluttered with ach ice, rules, strictures and
conventions. The results are ofien Joylul, sometimes forchoding,
but always compelling rellections of an “unfiltered” consciousness.

On the other band, the professional, highly-trained artist s at a
distinet disadvantage by comparison. In an ellort to achieve the
much-valued qualitics of “immediacy” and “authenticity of vision™
the self-conscious, schooled artist must somehow break through the
constraints of training to find an artistic style and vocabulary that
permits satisfactory sell-expression which is mcaningful to others.
Clearly, no academicalily-trained artist can ever beamafve artist in
the narrow sense of the term, but many do lind highly personal
visual vocabularies which, to some degree, emulate the truly najve
or innocent artist,

Thus, the aptness of the term “studied naiveté” in des ribin

Ted Harrison’s paintings. In his essay “Transformation of a Style,”
Harrison writes:

lt must be understood that I had been tramed a an academic pamnter
in the old tradiuon, drawing rom the casts ol anaent Greek sculptures

-repeating intricate exercises m hnear perspective, mathematealhy
precise and accurate to a fraction of an inch, !t

This kind of training, while arguably very important in the
fostering of basic skills necessary for the cralt ol drawing and
painting, often hinders the creative spirit of the would-be artist
questing for personal expression. Indeed, Harrison’s inntial at
tempts al capturing the autumnal splendour of the Yukon land-
scape met with sell-avowed defeat. His academic training and
experience of the gentle, cultivated English countryside obstructed
his efforts when confronted with the scale and grandeur of Canada’s
North.'? However, out of that carly defeat came a resolve and
process that has resulted in Harrison's personal, richly satisfying
depictions of the land he so obviously loves: depictions identifiable
as his by the shapes, line and colour.

Harrison has described as important, the “process of simplifica-
tion, the cutting away of all that seemed superfluous to the main
theme; that of creating a personal style which would enable me to
interpret my new surroundings, not only with teeling and sensivity
but with enjoyment.”™ His success is clearly evident. In s
paintings, we lind that his shapes have been reduced to the barest
essentials and they strike us as simple and unequivocal, Buiildings
are articulated through a basic vocabulary of walls, roof, windows,
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doors and ubiquitous chimneys. People are anonymous, bulky
masses of colorful, northern clothing depicted at work or play or
simply hurrying along in the brisk winds. His skies and landscapes
are interpreted through large, simplified shapes of swirling cloud
and jagged rock.

These simplified shapes are primarily described by bold, black
outlines. The artist’s exposure (0 Maori art in New Zealand is the
source for this distinctive quality of swirling, curvilincar and
flowing form." During his two years of teaching with the New
Zealand natives, he carefully studied the forms of Maori design
and had occasion to explore them in his own work upon his return
to England. This interest in line was more fully exploited in
Harrison’s early paintings shortly afier arriving in Carcross and it
has now been developed to the point where his paintings are
readily identifiable by his characteristic shapes and line,

But it is his distinclive use of colour which most viewers comment
upon. Harrison paints his shapes and forms with the direct appli-
cation of single colours which are matie and pure. Eschewing
gradation or shading for bright, arbitrary colours, he creates
wonderlul biue houses with red roofs, orange parkas, green skirts
and magenta kamiks. Although his choices of colour for his buildings
and people may be arbitrary, his colouration of the sky and

landscape is richly expressive of what he actually sees in his North.
He writes:

Autumn in the Yukon is a particularly beautiful time. The golden
leaves of the aspen trees contrast sharply with the deep greens and
blacks of the ever-present spruce. Flaming reds of unimaginable
brilliance combine with all the other tints 10 form seas of colour that
reach up to the mountains. It lasts for about three weeks of absolute
brilliance before the forest flgor is carpeted with the tiny golden leaves
and the iridescence dies slowly, heralding the approach of winter. 15

Others, too, have commented on this intensity and variety of
colour found in the North. One popular writer, for example,

dispels the notion that there are but shades of snowy white in the
Yukon:

Colour? 1 have counted nine distinct shades of green, blue and purple
in the waters of Kluane Lake. In the fall, the Yukon Valley is an
incredible sight —a great ocean of oranges and yellows, rolling off (o
the frost blue of the horizon, contrasting with the splashes of wine-
coloured buckbrush on the treeless domes of the foothills, In the hot
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surminers, acres of pink fireweed and yellow armica dance belore the
eve; blue lupins line the roadways; the red beries of kinnikinmick glitter
with the twin llower and shooting star on the forest floor 6

This is the rich, yet subtdy-modulated landscape —a landse ape
dominated by its skies — that Harrison so v ividly captures with his
distinctive vocabulary of shape, line and colour. He does so in a
manner that is disarming and, on the surface at least, in a manner
reminiscent of naive art.

Yet as suggested above, closer analysis of the artist's method
reveals rather more subtle and sophisticated features, aspects
which require one to call it a “studied” naiveté.

In this regard, we may rightly look to the art of Cézanne (1839-
1906) for better insight into the art of Harvison, One ol the artists
who has most profoundly influenced our century’s most important
painters,'” Cézanne lelt his lollowers a legacy which may I,-
summed up as his sunplilication of form and his notion thar olour
is itsell the direct exponent of form. For Cézanne, all of nature
could be depicted through elemental, simplilied forms and his
investigations into colour confit med for lim the notior that colow
was form. These aspects are precisely what we see in Ted Harn
son’s paintings, although obviously in his own distinct ve mann -t

There are other Iruitful comparisons with Gézanne. Cezanne
was deeply immersed in and greatly preoccupied with lus own
visual perceptions. !® He spent a long time just looking at his ub’
matter, considering its salient detail in an effort to ascertam s
“essence.” Harrison does likewise. As noted earlicr, belore he
paints, Harrison does a good deal of looking at the natural world.
In long, ohservant meditations on-site, the arust commits an
cmotional image to his mind’s eye. Only small sketches are made
and they serve only as referents back in the studio.

After a period of considering alternatives and ascer taining what
are the essetnials, he is ready. A starting pomnt is chosen from whi h
the picture’s structure is carefully developed. The inner coherence
of the painting emerges as it is executed. As the artist has said, “1
draw my idea directly onto the canvas.”® With an obviously
conlident sense of direction, Harrison creates a visually meaningtul
picture out of the colours, lorms and spatial relationships he paints
with his brushes. It is this process — that creates paintings which
blend abstraction and realit - which Harpon shares with Ce-
zanne.
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Harrison's paintings are abstractions in the sense that in them he
codifies the shapes and colours he encounters in the world about
him. Reducing objects to their most simplified forms allows the
arlist to convey the immensity of the northern landscape, share his
emational response to that immensity, and thus allude to less
evident realities beyond the appearance of things.2? Consequently,
his paintings are cheerful rellections of his own seemingly limitless
optimism and good humour. One finds sees in them what is obvious
in his philosophy: a humanity in harmony with the environment.
Capturing the “character, mystique and spirit™ of the Yukon, he
opens us all to the riches of experience and locale that are so missing
in our daily lives.

There are other artists whose paintings may be seen in the same
or similar vein.?! It is particularly in the work and example of
William Kurelek (1927-1977) that we find some instructive paral-
lels.22 For example, Kurelek's work was and is immensely popular
with the general public. At the same time, the critics and academics
dismissed him for his popularity and it has only been in the ten
years since his death that his genius has heen fully recognized.

The fact that Harrison's art, like Kurelek's, is so readily accessible
is no reason to denigrate its importance. Initial critical response Lo
Harrison’s paintings in the early 1970s was mixed and suspicious. 2
As already mentioned, Harrison himseil enjoys recounting how
one critic was overheard commenting that even a child could
understand these paintings which were obvious and simple. We
have, however, come a long way in the past couple of decades and
the early questions about Harrison and his place in contemporary
Canadian art now appear to have been more the resull of innate,
national insecurity rather than sound critical assessment. The
latter tells us that Harrison is a solid, professional Canadian artist
whose insightlul glimpses, filled with candour and love, introduce
us to a landscape whose ultimate value is found in its untrammelled
aspect.

Of course, only time will fully reveal Ted Harrison's place in the
ongoing story of Canadian art-making in the twentieth century. It
is clear already, however, that his work is authentic and meaning-
ful. His paintings elicit great joy and they remind us of an integral
aspect of what it is to be Canadian, that is, to live in the “North.” It

is ironic that it has taken a coalminer’s son from County Durhamto
do this.

Nicholas Luele s the Cluet Caratin o] the An Gallers ol Greaser i He
completed his Master of Arts depgree e the Universay of Binsh Golumbia and s
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pamtngs were commercially viable and thus started his exhibition career i \ an

couver in the early 1970s.

¥ New paper aceounts from 1983 and 1980 reported that eager collector hned v for
lirst choice ol Harrison s newest pamtings, some of which sell for as much as §2.,000.

& Among others, the Alberta Government, Readers Digest, Firestone Amax Corp.,
Canada Packers, Esso Resources, Principal Group, Alberta Heu ¢ {(Lon on,
Interprovindial Bipelae, ' rigg A ookt Olson, Canadin \ir, Jue Clark and Mr
P Bronlman have collecied the amist’s work.

? Ted Harrison, “Speaking Ouwt on Creative Education,” i i1e . March, YH1,
12

! July 10, 1987 % oaran cnipt of the hour lon sterview s on file m the re car b
hbrary s the Art Gallery of Greater Victoria

¥ Aron Senkpiel of the Y ukon College suggested 1 term 10 me

' Nawe or mmocent art has enjoyed a growing populariy i recent years, panl , 1t s
suggested, because of s contra t with maanstream, COMEMPOrary artistic concerns,
Be that as it may, there is no question that artists like Grandim Moses, whoenj yed
widespread acclasm in her linal years, and Roussean, regarded as the quinte. nt'al
nave artists, provided us with anthentt visual expressions ol a compellng ku o
There are Canadin conmerparis, of whom W N, Stewart s an example See \
Janvs, & & Panters f the Canadran 1 ¢

' Harrison, 1980, p. 24.

Vodbd., p 25

Y find , p. 25

W fbid., p. 72
b d, p. 4

' othd, p 15,

" kor a good, balanced view of the wealth ol < rcal writmg about Cezanne see
J. Weehsler, co., Ceranne in Per spective

" Sec K. Badv, Ihe st of Cezanne, London, 1965, P- 28 lor the discussion abown

Cézanne’s preoccupation with “lonking.™

" F Eggerison, “They've Lining Up Buy Yukeners Ant o I
March H, 198G,
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Prolessor M. Amesalthe U nnersay of Briish Columbia recently commented IIlzl! a
primans task of our artists 1s to render meamingful things which are too ig to readily

vmprehend. Harrison is aware of this dimension in his art and is cloguent about n
wm s poetry For the entire poem and others sce The Last Horeron,

L Fracchetn pamts realint depicuions of lile in the North and has heen quuoted as

saving “the arcuc 1s not a lrozen wasteland . n‘}msa life and beauts like no other

place Lknow " Sce D J. Hawke s, Profile un L. Fracchetu m. 1t Ipne v, Winier

1987 p. 16. Others include Ros Heory \ ickers, He pamts scenes of the west coastol

British Columbia that, 1n some instances, are saushy ing blends of iy th and Il‘l.'illll\'

His work is characterized by a hold use of colour similar 1o H.’Irl‘lsuu's: Ciliegni Jaw is

an lauit artist from Cape Dorset and ber paintings, too, are rcl_ldcrcs] in hrng]l.t. hald

colours. They have bren desribed as “fantasy-like, loose realism™ jnfused with her

“cultural spiritual awakening.” Sce the exhibition catalogue of her recem works at

the Gallery of Arctic in Vietoria, B.C.

22 For an astute assessment of Kurelek and his work, see J. Murra):. IumM..'J Vaswon of
Canada, 1982. Kurelek, like Harrison, was an academically-trained artisy with an
extensive knowledge of art history. He nonetheless sought a style that brings to
mind the work of naive artisis and other vernacular forms.

# See K. Kritzwiser, *A Critic's Comment,” .15 W'est, November December, 1980,
p- 13,
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Lducation, Resear h, Information Sy tems and the North, ed. by W. Peter
Adams. Association of Canadian Universities for Northern
Studies, 1987, 362 pp- ISBN 0-921421-00-1.

A Yukon Perspectwe by John Casey

This substantial volume is a collection of the major addresses,
seminar papers and workshop notes of ACUNS’s annual meeling
held in Yellowknife in April 1986. ACUNS's decision 1o hold the
meeting in Yellowknife was based on the Association’s desire to
allow Northerners to express their views on what the universitic

are doing and what they should be doing in the North. Also, the
Yellowknile venue ensured that northerners would have an oppor-
tunity to become more aware of ACUNS’s work in the North and jis
motives for undertaking that work. .

While both objectives have been metl with some success — ar
least with respect 1o the conference’s coverage of education, re-
scarch and information systems in the NWT —the coverage of
Yukon developments in these areas js less than adequate. While
this is understandable — the meetings were held in Yellowknife —
it is unfortunate in that some of the truly exciting developments in
northern education and rescarch over the last decade have occurred
west of the Mackenzie River.

What are some of the developments which are either overlooked
or barely touched upon? The creation of Yukon College is noted
but lite or nothing is said about its development of an extensive
network of community campuses and its use of mobile training
units. Also, given the extensive coverage of teacher education
programmes elsewhere in the Northy, some mentijon of the Yukon
Teacher Education Programme, which in its short life (1978-82)
not only trained many teachers for Yukon's rural schools but pro-
vided the territory with a coherent toundation for what has become
the Canadian North's first aulonomous two-year university transfer
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