INFORMATION TO USERS

This manuscript has been reproduced from the microfilm master. UMI films the
text directly from the original or copy submitted. Thus, some thesis and
dissertation copies are in typewriter face, while others may be from any type of
computer printer.

The quality of this reproduction is dependent upon the quality of the copy
submitted. Broken or indistinct print, colored or poor quality illustrations and
photographs, print bieedthrough, substandard margins, and improper alignment
can adversely affect reproduction.

In the unlikely event that the author did not send UMI a complete manuscript and
there are missing pages, these will be noted. Also, if unauthorized copyright
material had to be removed, a note will indicate the deletion.

Oversize materials (e.g., maps, drawings, charts) are reproduced by sectioning
the original, beginning at the upper left-hand comer and continuing from left to
right in equal sections with small overiaps.

Photographs included in the original manuscript have been reproduced
xerographically in this copy. Higher quality 6° x 9" black and white photographic
prints are available for any photographs or illustrations appearing in this copy for
an additional charge. Contact UMI directly to order.

Bell & Howell Information and Leaming
300 North Zeeb Road, Ann Arbor, Ml 48106-1346 USA

800-521-0800






A Common Ground:
Early Strategies of the Hamilton Art School, 1885-1888

by

Tobi Bruce, B.A.

A (thesis) submitted to the Faculty of
Graduate Studies and Research in partial fulfillment
of the requirements for the degree of
Master of Arts

in Canadian Art History

Carleton University
OTTAWA, Ontario
May, 1999

© 1999, Tobi Bruce



i+l

National Library
of Canada

Acquisitions and
Bibliographic Services
395 Wallington Street

Oftawa ON K1A ON4
Canada

Bibliothéque nationale
du Canada

Acquisitions et
services bibliographiques

395, rue Wellington
Ottawa ON K1A ON4

Canada
Your fle Votre référence

QOur file Notre reférence

The author has granted a non- L’auteur a accordé une licence non
exclusive licence allowing the exclusive permettant a la

National Library of Canada to Bibliothéque nationale du Canada de
reproduce, loan, distribute or sell reproduire, préter, distribuer ou
copies of this thesis in microform, vendre des copies de cette thése sous
paper or electronic formats. la forme de microfiche/film, de

reproduction sur papier ou sur format
électronique.

The author retains ownership of the L’auteur conserve la propriété du
copyright in this thesis. Neither the droit d’auteur qui protége cette thése.
thesis nor substantial extracts from it Ni la thése ni des extraits substantiels

may be printed or otherwise de celle-ci ne doivent étre imprimés
reproduced without the author’s ou autrement reproduits sans son
permission. autorisation.

Canada

0-612-43302-1



The undersigned recommend to the Faculty

of Graduate Studies and Research acceptance of the thesis

A Common Ground: Early Strategies of the
Hamilton Art School, 1885-1888

Submitted by Tobi Ann Bruce, B.A., Honours (Queen’s University)
in partial fulfilment of the requirements for the degree of

Master of Arts.

Natalie Luckyj, Thesis Supctviﬁ}

SSAC: Art History

( /
Randi Kleb%off, Acting Director

SSAC: Art History

Carleton University
Ottawa, Ontario

May 1999



Abstract

This thesis examines the founding and early history of the Hamilton Art School.
Anchored in a contextual reconstruction of nineteenth-century Hamilton with particular
emphasis on social, cultural and economic developments, the thesis provides an analysis
of the institutional and personal strategies that led to the establishment of a curriculum
that offered both the artist and the artisan a common educational ground. The particular
challenge, in the nineteenth century, of establishing an inclusive and accessible
educational programme that addressed the needs of both technical and fine art training is
discussed in relation to issues of class and gender. The final chapter centers on a pivotal
fund-raising event — the Hamilton Art Exposition — that serves as the strategic site for
understanding the intentions and motivations of the founding members of the Hamilton

Art School.
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Introduction

The artist and the artisan are brought together on common ground and the taste

of the studio is joined to the skill of the workshop in ministering to the common

wants of men of all classes.'

This statement — repeated verbatim in the Hamilton Art School’s second and third
Annual Reports — lies at the core of this thesis, as it is through dﬁs particular social lens
that I have chosen to focus a discussion of the inception and early history of the Hamilton
Art School (hereafter HAS), founded in 1885. Attempting as it did to serve the artistic
needs of a broad cross section of the population — the artist and the artisan, and, by
extension I will argue, the professional and working classes — the HAS struggled to
occupy and fix a common ground where it could meaningfully serve the interests of its
disparate constituents. This proposition forms the locus out of which this argument
unfolds, as I contend that the evolution of the HAS was conditioned by concerns and
issues of class and that the various strategies adopted by the Board of Directors to both
promote and preserve the School were equally circumscribed by their desire — indeed
their need — to reach the city’s various socio-economic communities.

While the question of class and nexus of artist/artisan form the core of this thesis,
pragmatism is the connective tissue that ties the narrative together. What emerged from
the research was the resoundingly practical nature and/or approach of Hamilton’s early
civic leaders and organizations. Markedly pragmatic and utilitarian strategies prevailed

in the city’s foundational civic, cultural, and intellectual organizations and philanthropic

"“Hamilton Art School: A Prosperous Year Completed for the Institution,”
Hamilton Spectator, 6 September 1887, 4; and “Hamilton Art School: A Splendid
Institution That Is Not Receiving Support,” Hamilton Spectator, 15 September 1888, 4.



activity, in the directed attempts to establish the HAS, and in a highly successful first
fund-raising event for the organization. That efficacious and practical concerns would
circumscribe the emergent city’s newly founded organizations is, of course, not
surprising; but the degree to which this circumstance was a defining factor, pariicularly
with respect to cultural enterprises, is of note.

During the period under consideration, roughly 1830-1888, the city, still in its
infancy, was concerned with establishing sound civic and economic infrastructures, and
this circumstance in turn defined the particular character of, and motivations behind, the
city’s foundational institutions and organizations. But the degree to which a pragmatic
approach manifested itself, particularly in the establishment of the HAS and its first
major fund-raising attempt, is, I maintain, rooted in the particular complexion of
nineteenth-century Hamilton’s demographic and social constitution and civic priorities.
As such, Hamilton is assessed as a distinct case study within the broader moral,
educational and didactic spirit characteristic of the Victorian period.

This thesis is organized into three chapters, each conceived to evolve out of the
preceding discussion. As such, Chapter One is a foundational discussion of Hamilton
from the mid-to-late nineteenth century. A profile of the city and its particular maturation
into an industrial centre within the Dominion is assessed alongside intellectual and
cultural developments in the forty years following its incorporation in 1846. A detailed
and focused consideration of those civic, intellectual and cultural organizations and
individuals germane to the establishment of the HAS form the body of Chapter One.
Organizations generally considered to be progenitors of the art school movement, such as

the Mechanics’ Institute, as well as the locally grown Hamilton Association for the
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Advancement of Literature, Science, and Art, are assessed in light of the respective roles
they played as antecedents to the HAS. This discussion is then followed by an appraisal
of various organizations and individuals engaged in purely artistic endeavors so as to
provide a broad cultural sketch of Hamilton prior to HAS’s inception. This assessment of
Hamilton’s economic and cultural landscapes is balanced by an examination of the
manner in which voluntarism and charity work played a critical role in nineteenth-century
Hamilton. Those who supported culture and advancement of the arts, did not do so to the
exclusion of the benevolent organizations considered critical to any society attempting to
transcend its pioneer status. What surfaces in this chapter is the portrait of a nascent city,
striving to establish a firm economic and civic footing. Culture was thus pragmatically
positioned in relation to broader civic priorities. As Chapter One will demonstrate,
cultural efforts — such as the HAS — were often absorbed into larger enterprises of more
immediate practical and thus greater civic need. As my discussion of the evolution of art
education in Canada will show, a similar dynamic occurred at the national and provincial
levels.

Chapter Two traces the emergence of art education in Ontario and positions the
founding of the HAS within this broader framework. It is within this discussion that the
issue of class is introduced as an ongoing element in the discourse surrounding the
emergence of art education in nineteenth-century Canada. Here, I argue that due to the
singular adoption of England’s South Kensington program of art education — a technical
training system for artisans and mechanics — and in the absence of an organized
complementary fine art education program, Canada’s newly formed art schools — the

HAS among them — had to be culturally and economically inclusive.
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The particular evolution of Canadian art schools in the late-nineteenth century is a
crucial comerstone of this thesis as I argue the uniquely varied role these schools were
obliged to play early in their histories. In Europe, the separation of an artist’s training
from that of an artisan, effected during the Renaissance,’ signaled the proverbial fault-line
that came to divide fine art from technical art training. The evolution of the Academy
system in Italy, France, and England, among other European centres, ostensibly ensured
that this cleave was a permanent one; vocational and professional art education were
separate enterprises with distinct bodies organized to serve the needs of each. A similar
circumstance would ultimately emerge in Canada in the twentieth century, but the
situation in the nineteenth-century Dominion, with underdeveloped civic and cultural
infrastructures, resulted in an educational art program that, not surprisingly, experienced
growing pains.

As Canada’s civil society developed, educational and cultural pressures were
exerted on the federal government to support and invest in programs that simultaneously
encouraged and promoted the study of art and culture, and trained the country’s growing
number of artisans. From the outset the emergence of art education was couched in
primarily economic rather than cultural terms, as the growing need for a well-skilled
technical and manufacturing workforce came to be of paramount importance to the
country’s economic future and viability. In the absence of a Canadian aristocracy
endowing or supporting cultural programs, or a reliable, widespread private financial base

for commissions, the emergence of fine art programs in Canada was the result of

*Nikolaus Pevsner, Academies of Art Past and Present (New York: Da Capo
Press, 1973), 243.



industrial and economic motivators.

The development of fine art patronage in Canada can be understood in relation to

the country’s industrial history with the first attempts to form a public policy on

art resulting from the growing wealth and political pre-eminence of manufacturers

in the urban centres of Montreal and Toronto following Confederation in 1867.

Unlike Britain and continental Europe, Canada did not have an aristocracy

supporting its fine art tradition. There were neither the private commissions of a

landed gentry nor the institutions of aristocratic origin such as a royal academy.

Each attempt to establish fine art societies and associations therefore bore the

imprint of the new industrial society both in terms of art patronage and public

policy.?

In an undeveloped cultural landscape, artistic matters were absorbed into, and
promoted within, the more public context of provincial and federal governmental
agencies concerned with promoting manufacturing and industrial affairs. The fact that
fine art education was incorporated into a utilitarian framework for technical education is
central to this discussion as their coupling shaped the particular complexion of Canada’s
first art schools and defined the subsequent scope and range of their educational
responsibilities. And while the all-encompassing concept appeared to unilaterally meet
civic, educational, economic as well as cultural goals, the decision to combine vocational
and professional art training was not without inherent incongruities.

In the nineteenth century, the terms ‘artist’ and “artisan’ carried with them

associations of class distinction; the former usually signifying someone of moderate to

well means, the latter regularly identified with the working or laboring classes.* While

3Ellen Louise Ramsay, “The Promotion of the Fine Arts in Canada, 1880-1924:
The Development of Art Patronage and The Formation of Public Policy” (Ph.D diss.,
University of London, 1988), 42.

‘Pamela Gerrish Nunn, Canvassing: Recollections by Six Victorian Women Artists
(London: Camden Press, 1986), 3-4. Here, Nunn is referring specifically to women, class
and education, but I propose that these designations can be equally applied to society



there were certainly exceptions to this rather categorical distinction, it was within this
particularly rudimentary framework that much of the discourse surrounding the
emergence of art education in Canada occurred and circulated. These fixed and ingrained
designations ran throughout the nineteenth-century discussions, and became metaphors
for broader educational, social, and civic issues particular to a nineteenth-century
ideology. In effect, the artist was associated with a middle or upper-class upbringing, was
concerned with acquiring a fine art education that would prepare her/him for a teaching or
professional art career or was simply seeking a means to further cultural and aesthetic
refinement. By contrast, the artisan, the product of a middle or working-class home,
sought technical training with a view to securing a position in the emergent industrial and
manufacturing nation. [ propose that within these two designations there existed a more
complex series of social and cultural dichotomies: upper and lower classes, fine and
applied art, professional and amateur/technician, high art and mass culture.’

It is not the purpose of this paper to argue a particular definition of class — who
was situated where on the socio-economic ladder and why. Rather I have chosen to adopt
the terms of artist and artisan as they were used in the nineteenth century — in an attempt
to understand perceptions, interests, and positions. Adopting the terms in this way
allowed for an investigation of how those nineteenth-century individuals involved in the

establishment of Canada’s early art societies and organizations, chose to position their

generally.

S0Of course, these broadly defined classifications obscure the degree of complexity
inherent in each group as well as the range of interests and experience particular to the
nineteenth century’s emerging middle class.



efforts and strategically move within their institutional and social worlds.

The issue of class is the thread that weaves its way through this paper and is raised
throughout in an effort to position its relative importance with respect to the discourse
surrounding the emergence of art education in the latter years of the nineteenth century in
Canada. While class is mentioned in virtually all accounts of nineteenth-century art
schools, it is done in a way that treats it as a matter-of-fact rather than attempting to
investigate the ramifications and complexities inherent in an enterprise, such as the HAS,
that sought to engage a range of social, cultural, political and educational interests and
needs. This paper thus foregrounds the issue of class in a consideration of the various
strategies employed by Hamilton’s early promoters of art education.

Concern regarding greater interest in the education and further refinement of well-
to-do daughters was common during the early history of art schools in Canada. This
perceived disregard for the technical facet of the schools further injected the discourse
with issues of class. Those attempting to establish art schools in their home towns were
well aware that in order to succeed, this tacitly contentious circumstance required tactful
and very public articulation. Certainly, the HAS advanced itself, not unlike other
Canadian art schools, chiefly as a technical school that also offered fine art education,
publicly privileging the former tenet over the latter. This position was made evident
through an ongoing program of articles published in the city papers where the objectives
of the HAS were advanced to the general public. This strategy was a kind of sanctioned,
seemingly democratic tactic to position the HAS precisely where the Directors needed it
to be — squarely between the artist and the artisan, or more specifically, the business and

labouring classes. Another, most consequential strategy, however, and one that reflected



a most tangible interest in reaching the widest audience possible was the HAS Board’s
decision, in the fall of 1888, to mount an ambitious art fair.

This fair, ultimately called the Hamilton Art Exposition of 1888 (hereafter HAE),
is the subject of Chapter Three. My decision to anchor this paper with a discussion of the
HAE hinges on the particular form the event took. Conceived as it was after a World’s
Fair, the chapter will propose that the decision to use this model played into the overall
context of the HAS’s democratic aims, and desire to ‘minister to the common wants of
men of all classes’. As I will outline, there were several elements particular to fair culture
that made the Directors’ choice not only an entirely suitable, but indeed a prescient one.
Conceived to reflect both high and low/mass culture, the translation of a World’s Fair
ideology to the purposes of the HAS was a most compatible application. I further
develop this argument by applying Victor Turner’s notion of liminality® in order to
introduce the transgressive nature of fair and exhibition culture — a potentiality that is
crucial to the fair’s relevance in the present discussion. The ability to suspend habitual
routines in an extra-ordinary space (the fair) created the necessary potential for the
disruption of standard social conventions. Indeed, at the fair, social mingling was not
only reasonable, it was encouraged. “In so far as the fair was purely a site of pleasure, it
could be envisaged as a distinct entity: local, festive, communal, unconnected to the ‘real’

world.”” Fairs created and occupied unique environments characterized by oppositional

*Victor Turner, “Variations on a Theme of Liminality,” in Secular Ritual, eds.
Sally F. Moore and Barbara G. Myerhoff (Amsterdam: Van Gorcum, 1977), 36-52.

"Peter Stallybrass and Allon White, The Politics and Poetics of Transgression
(Ithaca: Cornell University Press, 1986), 30.



elements: the exotic and the familiar, the artificial and the real, the urbanite and the
villager, the performer and the observer, highborn refinements and popular amusements.
Here, it can be argued, the upper and lower classes participated as one of these binary
systems.
...even the smallest fair juxtaposed both people and objects which were normally
kept separate and thus provided a taste of life beyond the narrow horizons of the
town or village. Part of the transgressive excitement of the fair was not its
‘otherness’ to official discourse, but rather the disruption of provincial habits and
local tradition by the introduction of a certain cosmopolitanism, arousing desires
and excitements for exotic and strange commodities. The fair ‘turned the world
inside out’ in its mercantilist aspect just as much, if not more, than it ‘turned the
world upside down’ in its popular rituals.®
The fair site or terrain — occupied by a range of socio-economic groups — was
arguably a more common ground than might be imagined, for the visitor’s first-hand
experience of a Venetian gondola, or the fruits of Pomona,” would certainly have placed
her/him in the minority of fair-goers. The majority of the audience — a widely ranging
demographic — would have shared a common wonder in their encounter with the “exotic’.
The organizers’ decision to incorporate amusements into an exhibition format
rather than hosting a traditional art exhibition spoke directly to the intent of the occasion
as a populist vehicle for social mingling. The combination of art and amusements served
to bridge several social interests and agendas, and the decision to broaden the event’s
appeal for a more general audience betrayed an interest in being as accessible as possible.

As a means to this end, the HAE was a resounding success.

An analysis of institutional and individual strategies forms the framework of this

8Stallybrass and White, 37.

’These were two features of the HAE.
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thesis. Adopting a sociological approach that follows Janet Wolff, I maintain that art is to
be understood as historical, situated and produced rather than transcendent of time, space
and society.'® As Wolff argues, “Everything we do is located in, and therefore affected
by, social structures...the existence of these structures and institutions enables any activity
on our part.”'!! While this paper does not consider the produced object but rather the
organizations and societies surrounding the production of art, it necessarily anchors the
discussion within a sociological framework.

Critical to the application of this methodology is an understanding of the
relationship of the individual to these social systems and structures — the role of human
agency and how action and production are circumscribed by a complex of socially
structured determinants. Archival research yields dates, facts, associations, and
organizations but it also unearths the names of individuals integral to an understanding of
social systems, for ultimately it is the individual who conceives, forms, and articulates
their direction. Of course this dynamic is not a unilateral one, with individuals acting ‘in
vacuii’. Wolff, following Peter Berger and Thomas Luckmann posits: “society is
constructed, historically, by people and groups of people, and those people themselves
have been constructed in and by society (through socialization and internalization).”'

The duality of this dynamic is such that the structures are “both the product of human

"®Janet Wolff, The Social Production of Art (London: Macmillan, 1981), 1-8.
'Wolff, 1981, 9.
2Wolff, 1981, 19.
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agency and the conditions for human agency.”" Thus the individual is a participant —
historically determined — in an ongoing process of cultural determination. It is thereby a
dialectical relationship between individual and structure that provides the greatest
possibility for investigating meaning. Working from this premise, I endeavour to
consider equally the individual (Hamilton’s civic fathers, the founders of the HAS, the
HAE organizers) and the structure (Hamilton’s nineteenth-century educational and
intellectual organizations, the HAS and the HAE). I turn as often to the player as I do the
play. In my quest to discern the nature of human agency in nineteenth-century Hamilton,
[ have attempted to listen to people’s voices, read their words and sift through a variety of
nineteenth-century accounts in an effort to locate and understand the ideas and
motivations driving the activity that surrounded the establishment of art schools
nationally and regionally.

The particular strategies that I have chosen to investigate range from the manner
in which the HAS Directors chose to position and advertise the school, tacitly using the
pages of Hamilton’s two daily newspapers to advance their endeavours, to the very public
staging of the HAE. An assessment of the first strategy necessitated the systematic
analysis of the newspapers which provided ongoing — if unvaried — accounts of events
otherwise unattainable. Reliance on them for the gathering of information, opinions and
data requires qualification. I acknowledge that reports as printed in the nineteenth-
century press are not objective, disinterested accounts of the events and people they

discuss. Rather, during this period press coverage was an impressionistic and powerful

" Anthony Giddens, New Rules of Sociological Method (London: Hutchinson,
1976); as quoted in Wolff, 1981, 22.
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vehicle for civic ‘boosterism’ that reflected the ideology of the dominant classes.
Importantly, this circumstance suited my purposes quite well as it was precisely these
same interests that determined the direction, positioning, and fate of the HAS. Close
reading of newspaper accounts reveals both the assumptions and expectations of those
quoted and discussed as well as providing a view into the city’s civic and cultural
priorities. A skeptical and critical reading of the material results in both a wealth of
information and insight into the consequential element of agency.

The most conspicuous strategy, however, for the purposes of this investigation
was the HAE of 1888. The event, arguably the major cultural affair of the decade, was an
undertaking of grand proportions. Suggested as a potentially lucrative fund-raising
possibility, the cause was taken up by the wives, daughters and sisters of Hamilton’s
leading (male) citizens. As a discreet strategy driven by economic and social agendas it
was an entirely appropriate site to locate and investigate issues of class and gender. [ will
show how these various strategies were equally conditioned by and conditioned the
discourse around class that circumscribed art schools in the nineteenth century.

The HAE also raises and foregrounds a significant sub-text in this thesis — the
question of gender. The application of feminist discourse thus plays a secondary, but
integral role in this discussion. And while I refrain from a full discussion of gender until
the third chapter, women’s tacit presence should be noted throughout the body of the text.
Women'’s participation as students, teachers and volunteers is of consequence to the
history of art education both in Canada and in Hamilton. A not inconspicuous female
lineage can be traced from the beginnings of art education in Hamilton as women

participated in a variety of productive and meaningful ways. Chapter One outlines how
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the city’s first organized program of art study emerged from the syllabus of the Wesleyan
Female College (WFC) as early as 1861. When, as discussed in Chapter Two, the HAS
opened its doors in the spring of 1886, it was a female teacher who undertook the onerous
responsibility of organizing the inaugural program and instructing all classes, ' until such
a time as a male teacher could be hired to run the overall program.” As teachers, women
were an ongoing presence and as students — at both the WFC and the HAS — they came to
represent a good percentage of the city’s overall student attendance in art programs.
However, their most conspicuous, and publicly significant role with respect to the HAS
in its early days was as volunteers and philanthropists; the success of the HAE was
entirely the result of their commitment, energy and skill. So important was the success of
the event that it is likely the HAS would have been forced to close had the revenues
generated not been added to its ailing coffers. Women’s active charitable and
philanthropic community participation, exemplified in the HAE, provided them with
opportunities to lead at highly public levels while acknowledging and affirming their
particular and perceived strengths. The HAE, as a crucial ‘rescue mission’, was
unquestionably a most lasting legacy to art education in the city, and as such women’s
roles as managers, supporters and participants become critical factors in this analysis.

This thesis thus moves from a general consideration of the social and cultural

landscape that anticipated an art school in Hamilton, through a discussion of how class

"“Until, due to high enrollment, another teacher was hired to assist her in the first
term.

'*Note is made in newspaper reports that a ‘male principal’ is to be hired to run
the program.
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and gender emerged as recurring themes in the evolution of art education in Canada and
Hamilton, to a kind of strategic site in which ideas, issues and systems discussed in the
first two chapters played themselves out. Ultimately this thesis reconstructs a late-
nineteenth-century industrial and cultural world in order to understand the particular
evolution of an art school and the pragmatic organizational and personal strategies that

were both conditioned by and conditioned that society.
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Literature Review.

As noted in the Introduction, this thesis adopts a sociological and feminist
methodology in its analysis and assessment of both primary and secondary material. The
majority of texts consulted thus reflect these particular theoretical positions. Janet
Wolff’s sociological framework is the overarching precept within which this discussion
unfolds. As the theoretical substructure it has informed the nature of the literature
considered. By and large, the majority of texts examined were the province of social and
cultural historians and art historians, complemented by the work of feminist scholars.
Interestingly, the analogous undercurrents of both approaches provided a most fertile
theoretical coupling as much feminist theory, grounded in an enquiry of social and
cultural structures, augments and builds on much sociological writing.

Before considering the three broad categories of literature consulted, I will begin
by identifying texts in which there is some discussion of the HAS. In fact, the rarity of
such an occurrence was one of the factors that piqued my interest in the topic as it
appeared to be a rather gaping hole in Hamilton’s cultural history. Of course, historians
and curators alike have provided much of the foundational history surrounding the HAS’s
inception and original role; these include Stuart MacCuaig’s two histories, Climbing the
Cold White Peaks: A Survey of Artists in and from Hamilton 1910-1950 and The first 100
Years: Women's Art Association of Hamilton, and Ross Fox and Grace Inglis’ The Art
Gallery of Hamilton: Seventy-Five Years (1914-1989). All provide important
foundational information and position the HAS within Hamilton’s nineteenth-century
cultural history. However, as the titles attest, the focus of their respective studies lay

elsewhere, and as such the discussion of the HAS is introductory and contextual rather
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than central to these texts, each devoting only a few precious paragraphs or pages to the
institution. An unpublished paper by Grace Inglis on John Sloan Gordon (an early
student and teacher at the HAS), was the most comprehensive account of the HAS. '
Providing a detailed outline of courses offered, and discussing the HAS’s connection to
the South Kensington system, the paper discusses the HAS within the provincial system
of art education and was a most helpful aid in tracking down further sources.

Beyond these four studies, reference to the HAS appears, to lesser or greater
extents, in a number of histories of Hamilton, most notably Mabel Burkholder’s seminal
1938 study, The Story of Hamilton. Other texts include C.M. Johnston’s The Head of the
Lake: A History of Wentworth County, Marjorie Campbell’'s 4 Mountain and a City:
The Story of Hamilton, Lois Evans’ Hamilton: The Story of a City, and John Weaver’s
Hamilton: An Illustrated History. The important nineteenth-century text Harnilton, The
Birmingham of Canada printed in 1893, references the HAS, albeit in six lines, within its
discussion of ‘Schools and Educational Interests’. All of the sources provided useful and
fairly consistent data on the HAS. However, because these considerations were all
otherwise focused, their respective treatments were brief. As such, a concentrated
discussion of the emergence and early history of the HAS was in large part a
reconstruction project, but not one without some firm foundations already in place.

Apart from the texts noted above — which served as my starting points — the
literature consulted for this project can be broadly grouped into three subject areas, each

specific to the nineteenth century and reflective of my chapter breakdown: Hamilton, art

T warmly thank Ms. Inglis for generously allowing me access to this paper as
well as her associated research materials.
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education in Canada, Ontario and Hamilton, and exhibition/fair culture. For the purposes
of brevity and manageability, I have restricted the following discussion to those sources
on which I relied most heavily, or that I consider crucial to my arguments.

There is a substantial amount of literature published about Hamilton. A highly
researched and chronicled city, scholars — particularly social and cultural historians —
have turned their investigations toward the industrial city because, as Bryan Palmer
explains his particular reasoning, “Hamilton, as opposed to other Canadian cities, seemed
an appropriate target of study because it exemplified the transformation from handicraft
production to modem industry, a locale where class polarization and struggle were
essential features of the nineteenth-century past.”"” One social historian on whose data I
have relied heavily, and to whose texts I continually returned is Michael B. Katz. His
various ongoing studies of Hamilton have produced a wealth of quantitative and analytic
data; they include: “Social Structure in Hamilton, Ontario” in Nineteenth-Century Cities:
Essays in the New Urban History; The People of Hamilton, Canada West: Family and
Class in a Mid-Nineteenth-Century City and The Social Organization of Early Industrial
Capitalism. 1 found his demographic findings and analyses particularly useful in coming
to terms with the city’s particular religious, ethnic and commercial profiles.

Significantly, his work provided me with crucial assistance in understanding who my
‘agents’ were and how and where they fit into the overall social fabric of the city. In the
end, it was often his numbers, figures and statistics that enabled me to come to my

conclusions.

'"Bryan Palmer, A Culture in Conflict: Skilled Workers and Industrial Capitalism
in Hamilton, Ontario, 1860-1914 (Montreal: McGill-Queen’s Press, 1979), xii.



18

I relied on a number of historical texts that traced Hamilton’s voyage from a
pioneer village to an industrial centre. I found Weaver’s lllustrated History and Louis
Gentilcore’s The Beginnings: Hamilton in the Nineteenth Century to be particularly
comprehensive. More specialized studies pertaining to intellectual, educational, and
cultural currents in Hamilton, such as Freda Waldon’s two studies Early Provisions for
Libraries in Hamilton and The First Hundred Years of the Hamilton Association; Brian
Henley’s The Hamilton Association, 1880-1900, and Bert Den Boggende’s The Vassar of
the Dominions’: The Wesleyan College and the Project of a Women'’s University were
equally thorough and insightful. Perhaps the most useful documents for my purposes in
regards to Hamilton, however, were Thomas Bailey’s edited three volume series,
Dictionary of Hamilton Biography. Their importance to this project cannot be overstated,
as the series — an ongoing compilation from a legion of historians and researchers — is a
rare wealth of information; without it much of this study would not have been possible.
Indeed, it was only in consulting these dictionaries that I was able to sketch overall
demographic portraits, particularly of the HAS and HAE organizers. Any attempt to
independently retrieve this kind of material would have proven prohibitive.

Thus the sources I consulted regarding nineteenth-century Hamilton provided
substantive contextual material for an understanding of Hamilton’s commercial,
intellectual and cultural milieus, as well as biographical and quantitative information
necessary for an investigation of agency in relation to the city’s particular civic structure.

Literature surrounding the evolution of art education in Canada is also plentiful;
however, texts devoted exclusively to art schools in the nineteenth century are

comparatively rare. While there is no broad study that chronicles this evolution,
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a handful of art schools have been the focus of excellent in-depth studies. The Ottawa
School of Art has received one of the most thorough considerations in Eva Major-
Marothy’s unpublished manuscript, “Towards a History of the Ottawa School of Art,
1879-1949.” Her discussion of the intended role of government schools in the nineteenth
century and the positioning of the Ottawa School of Art within the broader Canadian
context provides a rare example of comprehensive research in this area. Two other art
schools in particular have received serious scholarly consideration: the Victoria School of
Art and Design (VSAD) in Halifax and the Ontario College of Art (OCA), in Toronto.
The latter is the focus of Marie Fleming and John Taylor’s /00 Years: Evolution of the
Ontario College of Art and is discussed in Fern Bayer’s The Ontario Collection. Both
works trace the OCA’s roots to its forerunner as the Ontario Society of Artists’ School.
Lengthier studies exist for the VSAD in the form of Donald Soucy and Harold Pearse’s
The First Hundred Years: A History of the Nova Scotia College of Art and Design and
Robert Stacey and Liz Wylie’s Eighty-Twenty: 100 Years of the Nova Scotia College of
Art and Design. Both texts offer a broader discussion of the emergence of art education
in Canada and raise the issue of class. Moreover, each opened discussions of Canada’s
adoption of South Kensington’s utilitarian program; while the former provided the most
substantial discussion around this phenomenon that I could find in print. By extension
their bibliography provided rich suggestions for further reading in this area. Pearse and
Soucy also offered the most comprehensive consideration of how issues of class played
themselves out in a nineteenth-century art school context; their work thus provided a

situational parallel to Hamilton that assisted me in coming to terms with the HAS’s






