
A R T I S T ’ S  S T A T E M E N T

Emily Dickenson stated, “The past is not a 
package one can lay away.” Indeed, the past 
needs to be refreshed for each generation. 
Cultural images bring the past into the 
living museums of  our minds.

The present is uncertain, confusing and 
information-heavy. The past provides a 
context of  experience and maturity. I have 
created in these works metaphors compiled 
of  numerous images that have, at one time 
or another, taken my breath away. Each 
image represents a peak experience I have 
had in front of  a powerful work of  art.

This body of  work is about my encounters 
with art and questioning why certain 
images stir us more deeply than others. 
The subject matter is selected units of  time 
from the past: Here is an angel from a 12th 
C. church, there is a figure by Picasso, here 
a 17th C. sculpture, and there an amaryllis 
painted in the 21st C. Why? To allow 
“events” that had significance in the past to 
be re-experienced and related to us now.

They are assembled in various styles and 
combinations as a way of  appreciating 
their richness in other contexts. I found 
they still had a resonance in my studio, 
that they survived and were changed by 
appropriation. 

I am trying to focus attention rather than 
solve. Forcing a facile meaning from art too 
often replaces the richness of  mystery with 
human rationality. These art works are not 
meant to be just puzzles. They represent 
in a non-discursive way those elements of  
human concern that are our art heritage. 
Thus intuition connects information with 
wisdom.
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Carl Jung theorized that the creation of  
symbols was a fundamental and universal 
mode of  human expression. Symbols, 
he believed, were a natural extension, or 
evidence, of  a culture that was without the 
capacity to articulate a concept. Therefore, 
in place of  words, visual symbols took 
over.1 Symbols representing complex, 
intangible and even, awe-inspiring concepts 
such as the soul, divinity, ritual and magic, 
thus gave a concrete, material form to these 
ephemeral and ethereal subjects.   
By placing vestiges of  the inexpressible 
onto a material form, transference took 
place.2 The object came to embody the 
supernatural and otherworldly powers of  
these indescribable concepts. Furthermore, 
when the object, with its symbols, was 
utilized in the performance of  ritual, it was 
accorded intercessory powers, becoming 
a contact point between the Divine and 
the material world. Infused with this 
otherworldly power, these items were 
transformed into objects of  reverence 
in their own right. Believed to possess 
Divine capacities, these inanimate objects 
were treated with special care, and their 
intercessory qualities were sought, when 
supernatural intervention was required.
 

 
1  C. G. Jung, Dreams, R. F. C. Hull, trans. (Princeton University Press, Princ-
eton, 1974), 107.
2  Jung, 56-7.

Man and his symbols
While some objects were utilized in the 
practice of  routine rituals, as a form of  
a spiritual practice in a relationship with 
the Divine, others were given heightened 
status and reserved, for situations of  
dire need.  Jung noted that all cultures 
instinctually assign material objects with 
powerful qualities as a coping mechanism. 
Ultimately, these symbolic objects give a 
troubled world comfort during periods of  
social upheaval, when the anxiety of  the 
unknown is beyond human capacity to 
control, comprehend and understand.
Jung warns, however, that whenever 
objects, and even people, are assigned 
inordinately powerful qualities and 
strength, a strength which enters the 
supernatural realm (which he terms a 
“projection”), these extreme responses 
embody our own uncomfortable and 
objectionable emotions festering within 
each of  us.3 These intolerable impulses, 
Jung theorized, can only be acknowledged 
if  they are ascribed to external sources 
and not to our interior selves.4  This 
need to transfer extreme reactions and 
qualities to someone or something outside 
ourselves demarcates a developing social 
pathology which, according to Jung, must 
be contemplated and addressed through 
psychoanalysis. 

 
3  Jung, 50.
4  Jung, 51.

INTRODUCTION



The current artistic series by painter 
Leslie Poole entitled: Behind Glass: An 
Artist’s Journey through European Museums, 
Paintings by Leslie Poole demonstrates that 
museums enable the viewer to contemplate 
significant historic examples of  the human 
collective unconscious at work.  
In substantially-sized European museums, 
as one enters the labyrinth of  galleries, 
a rich visual display unfolds before the 
viewer’s eyes. It is in turn given shape, 
meaning and context through the 
compartmentalization of  these rare works 
into specific historical epochs and cultural 
traditions. In the case of  our current 
museum tour, created by the artist Leslie 
Poole, we are treated to painted depictions 
of  Greco-Roman vases, Dutch and Italian 
Renaissance portraits, Japanese Edo period 
(1665-1774) bowls, and saint’s relics from 
Medieval Europe. As the viewer walks 
through the museum she is confronted 
with historic symbology and the cultures 
which gave rise to them.  

Leslie Poole: 
The Museum as a Repository of  
the “Collective Unconscious”

It is from this vantage point that we are 
able to pause and reflect on the function 
of  these objects and the role they play as 
a society mediates their relationship to the 
world around them, but especially with the 
spectre of  the unknown.  Leslie Poole’s 
work offers unique insights into both the 
artistic merits of  artefacts from these early 
civilizations and the deep preoccupations 
and long-held desires of  the cultures which 
created them. 
Carl Jung conceived that historic symbols 
and objects on display in the museums 
are windows into a culture’s “collective 
unconscious.”15 The museum objects, which 
Poole here renders in paint and ink, offer 
a unique vision into the hopes, dreams, 
aspirations and deeply held anxieties of  
peoples from the past. But as our guide, 
Poole isolates those objects which he feels 
have the most resonance for our society 
today, as well as those which are significant 
for him personally.  

 
5  C. Jung, Collected Works, Vol. 9 (1959), The Concept of the  Collective 
Unconscious (1936), 43.

 



The museum, notes Poole, is a particularly 
unique space, since it houses items of  great 
rarity, whether it is the Mona Lisa at the 
Louvre in Paris; Botticelli’s Venus at the 
Uffizi in Florence; or Diego Velázquez’ 
painting Las Meninas (The Maids of  
Honour) at the Prado. As Leslie Poole 
opines, the items which find their home 
in the gallery space of  a major museum 
have already undergone a form of  attrition 
through the cultural lens of  European 
supremacy and dramatic aesthetic shifts 
dictated by changing fashions. They have 
indeed survived the process of  historic 
elimination, but at what cost? This survival 
is a testament to the continued resonance 
these objects maintain over the span of  
history.61 While the function and social 
relevance that these objects hold may 
change, they continually have held a place 
of  importance, to varying degrees, in the 
historic “collective unconscious,” up to 
our present time. These fluctuations and 
changes in value are an important, and 
often underestimated, means to measure 
social change. 

As Leslie Poole’s tour throughout 
European museums reveals, the 
Renaissance gave rise to the greatest of  all 
shifts in the “collective unconscious” and 
set the tone for the so-called “narcissism” 
of  our modern period.72    

6  Stephen Greenblatt, Resonance and Wonder, in The Poetics and Politics 
of Museum Display, Eds. I Karp and S. Lavine, (Washington and London; 
Smithsonian Institute, 1991), 48.
7 Olivia Remes, “Narcissism: the Science Behind the Modern Epidemic,” The 
Independent, March 11, 2016.

The Renaissance introduced dramatic 
perspectival changes. In essence, it moved 
European society from the medieval 
notion that the, unidentified and unnamed, 
masses could connect with immortal 
world of  the Divine through symbolic and 
ritualist objects, to one which accorded 
man an individuality, akin to a divinity. 
Man in the image of  God. Humanism, 
which placed its emphasis squarely on the 
limitless capacity and capabilities of  man, 
gave those who had the means (wealth 
and status) the legitimacy to reproduce 
their own image. Through the portrait the 
commissioner/sitter was able to aggrandize 
himself  into perpetuity, giving himself  
the patina of  divinity something which 
had historically only been reserved for the 
highest aristocrats. As the Italian writer 
Pietro Aretino stated fame and wealth 
legitimized and unleashed every unbridled 
human impulse to brag, boast and advertise 
their accomplishments.

The Letters of Pietro Aretino, 
“The Reward which Fame Bestows, “to Juneo Petreo, Letter 108, Venice, May, 1545. 



 “  …one  o f  the  tas t ies t  v i ands  in  the  wor ld  i s  tha t 
wh ich  honor  permi t s  you  to  season  w i th  os tenta t ious 
boas t ing  tha t  you  a re  famous… Even  he  who  i s 
g lu t ted  w i th  [ f ame]  i s  w i l l i ng  to  see  g lo ry  se t  be fore 
h im on  the  ta le  o f  amb i t ion  by  the  vaunts  he  has 
bes towed on  h imse l f  w i th  words  u t te red  by  h i s  own 
tongue… bes ides  the  meda l l ions  s tamped or  cas t  i n 
go ld ,  b ronze ,  copper,  l ead  and  p las te r,  I  have  had 
a  l i f e l i ke  copy  made  o f  my  por t ra i t  wh ich  i s  on  the 
façade  o f  pa laces  and  had  i t  s tamped upon  comb 
boxes ,  on  the  f rames  o f  m i r ro rs  and  on  ma io l i ca 
p la t te r s  ( ce ramic  d i shes )  j u s t  l i ke  Caesar,  A lexander 
and  Sc ip io…” 8

Through Leslie Poole’s tour of  European museums, which has been recreated 
in the Il Museo gallery, the viewer is able to glean important shifts in “collective 
unconsciousness” throughout history, making the way for our contemporary 
society which has become overly preoccupied with the self. Aptly demonstrated 
by Pietro Aretino, this sense of  self  has moved well beyond mere issues of  
individuation and self-identity, to one of  self-obsession. Yet despite the feelings 
of  invincibility brought about by wealth and fame, even the most powerful 
must face their limitations with the onset of  aging and the contemplation of  
mortality it brings. In order to negotiate human mortality inanimate objects 
over time have become an increasingly important means through which one 
can gain everlasting fame and celebrity status. As our current art market reveals, 
the esteem of  an object is no longer derived from its ability to commune with 
the Divine. Instead, it is the owner (and creator) of  the object which gives it 
its commercial cache. Therefore, insignificant items are now made significant 
without possessing any degree of  ritualistic or spiritual importance. Instead, it 
is the celebrity, even notoriety, of  the owner which gives value to the object. As 
well, an unknown owner can gain instant fame by purchasing celebrity objects.1 

8  Pietro Aretino,” The Reward which Fame Bestows,” To Juneo Petreo, Venice,  The Letters of Pietro Aretino, Thomas Caldecot Chubb, 
trans. (Archon Books, 1967),  205, Letter 108. 

The Letters of Pietro Aretino, 
“The Reward which Fame Bestows, “to Juneo Petreo, Letter 108, Venice, May, 1545. 



For the Behind Glass exhibition the Il 
Museo gallery is divided into five sections. 
Each one is designated by a different 
theme and historic epoch. As the viewer 
moves through the gallery each section 
is distinguished not only by the unique 
artistic media, such as portraiture, pottery, 
fragments of  statuary or human remains, 
but also each section is demarcated by a 
different-coloured Japanese bowl. The 
bowl, in essence, is of  symbolic importance 
to the artist himself  and is a reoccurring 
theme throughout the corpora of  his 
artwork over the last decade. Like a re-
occurring dream, the bowl shifts and 
morphs into subtly different shapes and 
colours, as well as being located, and 
relocated, in diverse scenarios within his art 
works. 

Despite these subtle mutations and 
alterations, the bowl continues to be 
identifiable as the same simple Japanese 
bowl from the Edo period. This piece, 
which might have been ignored or quickly 
forgotten by another gallery visitor, takes 
on an ever deepening significance for 
Poole. Through repeated renderings in new 
art works, the artist furthers his meditations 
on this decorative object. Long after 
his European journey has ended, in the 
solitude of  his studio, the artist continues 
to resort his museum experiences.

The bowl, in effect, becomes emblematic 
of  Poole’s own desire to reshape and 
refine the narrative of  his personal artistic 
experience. The bowl is an affirmation that 
while Poole’s journey through the museum 
offers us vignettes into the collective 
unconscious from ancient civilizations, it 
is Poole himself  who remains our guide 
and interpreter throughout our tour. 
He illuminates, and skillfully edits, our 
experience. Therefore all insights gleaned 
from the tour reflect back onto our guide. 
It is for this reason that a self-portrait 
of  the artist serves as the finial for each 
section. As we come to a full stop before 
shifting subjects, we look to our guide 
for the final word and summation. Leslie 
Poole, the artist, literally frames our gallery 
experience.

A Tour through the 
Collective unconcious
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SECTION ONE 
GRAVEN IMAGES 
PORTRAIT GALLERY

Museum Saint
30 x 22 inches
Acrylic and ink on 
paper 
2006

Flowered Dress
30 x 22 inches
Acrylic and ink on 
paper 
2006

15c Italian Youth  
30 x 22 inches
Acrylic and oil pastel 
on paper
2016

Mazzola with Frame
30 x 22 inches
Acrylic and ink on paper
2015



SECTION ONE 
GRAVEN IMAGES 
PORTRAIT GALLERY

The first part of  the gallery tour focuses 
on the human image. The Renaissance, 
with the introduction of  humanism as 
an intellectual ethos, initiated a shift away 
from the collective community where the 
individual was sublimated to the survival 
of  the whole. Communal social structures 
such as religious orders populated by 
monks and nuns and the political structure 
of  Feudalism characterized this political 
and social mind set.  In feudalism the 
masses worked for the survival of  their 
extended families within a structure 
controlled by a hereditary chief  known as 
a Feudal lord. The span of  his authority 
governed the entire people, resources and 
land encapsulated within that territory. 
For monks and nuns, their “community” 
was an enclosed world run by an Abbot 
or a Mother Superior. Life under their 
religious and moral authority was ordered 
in accordance with a written rule. The 
rule was a social contract, the terms of  
belonging, and one’s identity was derived by 
an adherence to it. Instead of  focusing on 
community the Renaissance ushered in an 
age characterized by the concept of  what 
Jung called individuation or the uniquely 
delineated self-identity.91Wealth and fame 
was the reward for individuals who could 
create a reputation for themselves based on 
their intellect, wealth, creativity, and even 
physical beauty. 

9  Jung, Dreams, 78.

Graven Images
This mindset of  this striving for 
individuation reached its apogee in the 
portrait. Even furthermore, portraits 
not only represented the desire for fame  
and attention on the part of  the sitter 
and patron who commissioned the art 
work, but also for the first time in history, 
the artist began to reveal his identity by 
acknowledging the authorship of  his own 
work.
The series of  six portraits along the Il 
Museo wall conveys the paradox inherent 
in the representation of  self. The first two 
walls focus on portraits whose subjects 
depict youths leading up to mid life, as 
revealed by the paintings 15c. Italian Youth 
and Flowered Dress. In Renaissance Italy, 
a portrait was a means to represent an 
idealized self; whether it was a testament 
to the sitter’s wealth, beauty, immaculate 
decorum or his role as the ideal courtier. 
For men and women these standards were 
divided based on gender expectations. For 
a female courtier one’s effortless grace 
(sprezzatura) was demonstrated through 
rigidly comported portraits adorned 
with opulent clothes and jewelry. For 
men authority was conveyed through 
militaristic power stances and ornately 
wrought armour. Often the need for self  
idealization surpassed the need for realism.



In this realm human biological factors, 
such as the aging process, were entirely 
eliminated as were less than aquiline 
noses. This is most famously known with 
the portraits of  Isabella d’Este, Duchess 
of  Mantua, and her daughter Eleanora 
Gonzaga della Rovere, who instructed 
that all renderings of  themselves should 
cast them “in the blush of  their youth”, 
when their chronological ages were not 
consistent with this reality. It was known 
that d’Este was well over 60 when she 
sat for many of  her portraits.10 This 
is contrasted in the third part of  the 
portrait series where Poole paints portraits 
reminiscent of  Franz Hals, the Dutch 
painter. The portrait of  an Elderly Lady, 
which the artist Leslie Poole reinterprets 
with his own hand, is paired with Poole’s 
own self  portrait entitled Somewhat Grey. 
This section of  “Graven Images” is 
organized in a manner consistent with Hals 
own approach to portraiture where each 
portrait possessed a companion piece from 
the opposing gender; the man on the left 
and the woman on the right.112While Hals 
used parity to reinforce relationships, this 
exhibition adopts the concept to accentuate 
thematically commonalities between the 
masculine and feminine portraits. 

10  C. Cagli, Titian. (New York: Rizzoli, 2006), 98; F. Rollo, M Mascetti, R. 
Cameriere, “Titian’s Secret: Comparison of Eleanora Gonzaga della Rovere’s 
Skull with the Uffizi Portrait, “The Journal of Forensic Science, May, 2005 
(3), 602-7.
11  National Gallery of Art , Washington, D.C., Website.

Specifically, as the viewer gazes at the series 
of  six portraits, the Hals-inspired piece and 
the artist’s own self  portrait are in direct 
contrast to the other four. Whereas the 
first portraits in the series are suspended 
in a state of  agelessness possessing their 
powers of  beauty and authority in the full 
capacity, like Franz Hals, Poole embraces 
biological realism.  Using himself  as an 
example, Poole juxtaposes the artifice 
of  arrested aging, with naturalism and 
the tranquility which results from self  
acceptance. Poole believes this is a 
significant, and welcomed, outcome of  the 
aging process. As is explored further in the 
following sections of  Poole’s museum tour, 
the underlying theme of  all objects in the 
museum is the unavoidable inevitability of  
age and death. The objects which populate 
the museum space have been collected, 
donated, used, and created by those who 
have or will inevitably die. The portrait 
series conveys that while death and age 
can be erased from the canvas, the reality 
remains that all things that can be depicted 
in a portrait whether it is wealth, youth, 
power or beauty will eventually decline, 
decay and come to a natural end. It cannot 
be avoided, although a portrait, frozen in 
time, gives the impression of  its possibility. 



Somewhat Grey
40 x 26 inches
Acrylic on canvas
2014

After Hals 
40 x 26 inches
Acrylic and graphite on canvas
2002



SECTION TWO 

Memento Mori: 
Remembering the dead

Incident at the British Museum
60 x 40 inches
Acrylic on canvas
2010

Studio Event: 11, 15, 17, 20c.
60 x 40 inches
Acrylic on canvas 
2007

Map of the Soul
60 x 40 inches
Acrylic on canvas
2009

The Watchers-Anthropology Museum
34 x 51 inches

Acrylic on canvas
2014



SECTION TWO 

Memento Mori: 
Remembering the dead

Whereas the previous section consisting of  
portraits deals with preserving youth and 
the denial of  aging as well as the  inevitable 
loss of  youth, power and health,  the second 
section deals with social attitudes to death 
and the afterlife itself.  In the painting Incident 
at the British Museum, which is the central 
image of  this exhibition, Leslie Poole, the 
artist, is surrounded by iconic images of  
European art: Velázquez’ painting of  the 
Spanish Noble family Las Meninas (Maids of  
Honour), Pablo Picasso’s self  portrait, as well 
as the human remains of  some unknown 
figure. Even the artist himself  is included in 
the image. While the painting is a collection 
of  images depicting the famous, wealthy and 
powerful, as well as the most ingenious and 
talented, the viewer is reminded that despite 
all of  the human efforts to elude extinction, 
it is only the material remains (bones and 
objects) which are left  behind to speak for 
us after we are gone. Therefore, it is the 
object which becomes the focus of  our 
projections of  a longed-for immortality after 
the organic composition of  our body fails us.
It is within the Museum that we see the 
human striving for immortality through the 
material, especially in an age when museums 
rely on donors to bequeath to them their 
treasured objects. In this context, the donor 
becomes inextricably linked to the contents 
of  his collection.  

Memento Mori/Memento Mei 
(Do this in Remembrance of  Death 
and in Remembrance of  Me)

The quality of  the collection, especially one 
that has remained intact in the museum 
setting, secures a type of  immortality for 
the owner.  However, Leslie Poole’s painting 
The Watchers-Anthropology Museum questions 
if  our current concept of  immortality is 
truly desirable and worth pursuing.  In this 
painting Poole depicts a vulnerable set of  
human remains of  an unnamed esteemed 
figure from prehistory (for it is only the most 
highly venerated who received the elaborate 
embalming process) who is frozen in time, 
on display behind glass, and subjected to 
the constant gaze of  gawking onlookers. 
The black shady dark mass of  unidentified 
viewers, depicted in the painting, looks on 
judging and evaluating the visual oddity held 
captive before them. Is this what Jung terms, 
the shadow, the dark side of  ourselves, that, 
voyeuristically, revels in morbid curiosities? 
When we place the Watchers, in contrast 
to the next painting Map of  the Soul, it 
becomes clear that the original intention 
of  the embalming process, a ritual peculiar 
to the remains of  the elite to facilitate the 
soul’s transcendence after death, is now 
desanctified. The soul’s flight to the heavens, 
the longed for ascension after death, remain 
grounded and confined within the two foot 
span of  the exhibition cabinet. On view 
for contemporary museum visitors, the 
remains achieve a type of  immortality, but 
an altogether unexpected, unanticipated and 
undignified one.



SECTION THREE
Gendered VESSELS

Museum
60 x 40 inches
Acrylic and graphite on 
canvas 
2010

Still Life/Museum
60 x 40 inches

Acrylic on canvas 
2014

Pottery Shard/Textile
30 x 22 inches
India ink and oil pastel 
on paper
2015

IV Century BC Jug
22.5 x 15 inches

Acrylic on canvas 
2015



SECTION THREE
Gendered VESSELS

The next section is the room of  Greco-
Roman vases entitled “Gendered Vessels.”  
The first image in the series depicts the 
artist Leslie Poole ascending a staircase. 
The image indicates that the artist is both 
physically entering a different floor of  the 
museum, which is located, like the Vatican 
in Rome, on the second floor requiring a 
large staircase to reach it. The staircase, 
as well, is a metaphorical transition to 
the afterlife as discussed in the preceding 
section. Poole, as creator, has made his 
ascent. This section “Gendered Vessels” 
refers to the feminine as the source of  
biological creation. The vessels, and their 
foliate designs, decorating them embody the 
feminine act of  creation.
 

 

Jung in his book Dreams described working 
with a patient to interpret a dream which 
featured a similar image. His female patient 
drew for Jung a vine-like meandering line, 
which she stated featured prominently in 
her dream.12 Jung interpreted this image to 
be the symbolic embodiment of  the recent 
discomfort she experienced in her womb.132  
In Jung’s assessment abstract floral designs 
are inherently evocative of  the feminine 
power to create life.   

12  C. Jung, Dreams,  (Princeton University Press, 1974), p. 253.
13 Jung 1974, op.cit., p.253.

Poole, as an artist, has always strongly 
advocated a reappraisal of  the decorative 
arts and the floral designs which so often 
pattern their surface. The decorative, notes 
Poole, has always been assigned the status 
of  a minor and superficial art and has been 
relegated to the realm of  female-centered 
avocational arts.  In Poole’s work the 
decorative and the feminine sensibility it 
suggests, far from being contemptuously 
dismissed as ‘craft’, is elevated, beyond a 
legitimate art form, to an essential mode of  
expression of  the collective unconscious, 
for both genders. Rather than as a liability 
undermining the legitimacy of  the genre, 
Poole’s perspective elevates it to a Divine 
state. Beyond serving as a receptacle for 
birth and life, it is symbolic of  the life giving 
abilities of  women. Even the iconography 
of  the pottery itself  reveals the divinity of  
the feminine creative power. Each vessel 
in the series is decorated with a female 
profile image. The most significant being 
the central painting Still Life/Museum, which 
depicts an earthenware vessel decorated 
with the Egyptian hieroglyph symbolizing 
woman and the goddess.14  
The decorative vessel that the contemporary 
world relegates to second class art form, 
now reinvokes the ancient reverence for 
the goddess and her divine ability to create 
human life. It is through the so-called 
“minor art” of  pottery that this powerful 
act of  creation is conveyed.

14  Budge, 1978, (1920). An Egyptian Hieroglyphic Dictionary, E.A.Wallace 
Budge, (Dover Publications), c 1978, (c 1920).



SECTION FOUR 
SAINTS’ RELICS

Still Life:  
Polychrome Saint 

60 x 40 inches
Acrylic on canvas

2014

Museum Saint 2
30 x 22 inches

Acrylic on paper 
2006

Skull/Shadow
30 x 22 inches

Acrylic and ink on paper
2013

Artist’s Apron
45.75 x 22.5 inches
Acrylic and ink on canvas
2014



In the second to last section of  our tour, 
Leslie Poole opens the museum reliquaries 
to reveal to us the saints’ bones. Carl Jung 
opines that objects assigned such mystical 
power must indeed have worked, or our 
forebears would not have continually 
turned to them in their hour of  dire need. 
Historian Rudolph Bell notes that some 
saints’ cults reached a frenetic observance 
during times of  strife in the middle ages, 
but when the desperation subsided, the 
saint and his cult was abandoned and left 
to obscurity.15 In this section of  “Saints 
Relics,” Poole reveals the strange concept 
that a mere fraction of  a body part has 
historically been assigned inordinate 
powers. Poole contrasts two fragmented 
saints’ heads from Medieval statuary with 
the following third painting Skull/Shadow. 
This stark contrast of  the heads, the dark 
and the light, reminds the viewer that 
everything has its shadow side. 

15 D. Weinstein and Rudolph Bell, Saints and Society, (University of Chicago 
Press), 1986.

Saints’ Relics
While saints’ relics may have given, and 
continue to provide, those in need with 
momentary comfort in times of  deep anx-
iety, there is an equal potential for personal 
authority, and common sense, to be detri-
mentally surrendered. The abandonment 
of  the faculties of  the rational mind to a 
higher authority has the potential to cause 
as much suffering as it does the capacity to 
alleviate it. While Poole is fascinated with 
the human need to connect with the Di-
vine, he wonders at what point does spiri-
tuality depart and re-emerge into the realm 
of  superstition? Poole’s skull and head 
series emphasizes that we can literally lose 
our head, minds, and ourselves, in matters 
of  the spirit if  we do not contemplate the 
nature of  its power over us. 



SECTION F IVE
Memories, dreams, reflections, 
jung, and the bowl archetype

Narcissus in the Prado
22 x 30 inches
Acrylic and ink on paper
2007

Bowl with Me
20 inches dia.
Acrylic on canvas
2013



SECTION F IVE
Memories, dreams, reflections, 
jung, and the bowl archetype

In the final section of  the tour entitled 
“Memories, Dreams, Reflections, Carl Jung 
and the Archetypal Bowl,” Poole offers the 
viewer complete insight into the Japanese 
bowl that punctuates and pervades this 
museum tour. The bowl image parallels the 
Greco-Roman vases, which are located on 
both sides of  the Museum gallery because, 
like the vases, the bowl is a decorative 
object considered a minor art genre to 
most art connoisseurs and historians. Also 
as a decorative piece it is associated with 
the feminine. This places it in secondary 
status to the portraiture and sculpture 
which is depicted throughout the middle 
of  the gallery. As noted, Poole reproduces 
this bowl in different colours, shapes 
and locations, and even departs from the 
traditional canvas shape. As a comparative 
of  the paintings Bowl With Me and Art Object 
reveals, the bowl is a representation of  the 
artist himself. In both paintings the artist 
uses a picture of  himself  and a picture of  
the bowl interchangeably in the background.  
What is equally significant is that the 
image of  the artist with the bowl figures 
prominently in the round painting. Carl 
Jung, as part of  an exercise for his patients 
in psychoanalysis, requested that they draw 
a Mandala. Derived from Indian spirituality, 
the Mandala, embodied the microcosm of  
the universe, perfection and completeness.16 
Jung believed that to be a perfect symbol of  
the human subconscious state. 

16 Jung, C.G.. Mandala Symbolism. (Princeton, NJ: Princeton University 
Press, 1973) 20.

What is intriguing about Poole’s depiction 
of  the bowl is that it successfully integrates 
the dark and the light; the real and the 
shadow. He acknowledges and understands 
the face he presents to the world, as shown 
by the photograph of  himself, and the 
white surface on the exterior of  the bowl. 
However, he realistically comprehends 
that underneath the conventional portrait 
lies his shadow self  with its capacity for 
dark thoughts as is revealed through the 
bowl’s dark interior. It is here that our 
tour concludes. Reminiscent of  the title 
to Jung’s seminal work, Memories, Dreams 
and Reflections, Poole is left to contemplate 
himself, his reflection, and his experiences 
while he gazes at himself  in the mirror 
of  the Prado Museum washroom.17 The 
painting, Narcissus in the Prado, completes 
this section, and once more parallels the 
Greco-Roman pottery on the other side of  
the gallery. In the earlier series “Gendered 
Vessels”, the painting which depicts the 
broken vase Pottery Shard/Textile bears 
an image of  the artist himself  frozen in 
time on a fragment of  ancient pottery. 
In Narcissus in the Prado the Asian foliage 
patterns conversely transport themselves 
to the body of  the artist, as demonstrated 
by his floral shirt. Man and object are 
inextricably linked in Poole’s work. Man 
requires objects to fulfill his emotional and 
spiritual needs and the objects require man 
to both create them, but also animate them, 
with their otherworldly significance. 

17 C. Jung, Memories, Dreams, Reflections, C. Winston, trans, (Waukegan, 
Ill.Fontana Press, 1963). 

Bowl with Me
20 inches dia.
Acrylic on canvas
2013



Bowl with Textile
40 x 26 inches
Acrylic and graphite on canvas
2013

Art Object
22.5 x 15 inches
Acrylic and graphite on canvas
2013



Japanese Bowl
6 x 6 inches
Acrylic and graphite on canvas
2013

Pho Bowl
6 x 6 inches
Acrylic on canvas
2013

Little Bowl
6 x 6 inches
Acrylic on canvas
2013

Museum Bowl
6 x 6 inches
Acrylic and graphite on canvas
2013



LESLIE POOLE: CV

  3 May 1942, Halifax, Nova Scotia, Canada
 Lives :  Vancouver, British Columbia, Canada
 B.F.A.:  1967, University of Alberta, Edmonton, Alberta, Canada
 M.F.A.:  1970, Yale University, New Haven, Connecticut, USA

SELECTED SOLO EXHIBITIONS 

BORN :

2017    *-Vancouver, BC, Il Museo, Il Centro Italian Cultural Centre
  (Behind Glass:  An Artist’s Journey through European Museums:
 The Paintings of Leslie Poole)
2015 -Edmonton, AB, Scott Gallery (Landscape Up Close)
2013 -Calgary, AB, Wallace Galleries (About Art)
 -Edmonton, AB, Scott Gallery (Crows and More)
2011 -Edmonton, AB, Scott Gallery (Making the Past Present)
 -Calgary, AB, Virginia Christopher Fine Art (A Look Into a Forty Year Career)
2010 -Victoria, BC, Winchester Galleries (After Manet)
2009 -Edmonton, AB, Scott Gallery (After Manet)
2008 -Vancouver, BC, Marilyn Mylrea Gallery (Off Road)
2007 -Edmonton, AB, Scott Gallery (Las Meninas)
2006 -Victoria, BC, Winchester Galleries (Canadian Landscapes)
 -Vancouver, BC, Marilyn Mylrea Gallery (In Your Face - Portraits)
2005 -Vancouver, BC, Marilyn Mylrea Gallery (Women/Power)
 -Edmonton, AB, Scott Gallery (Eastern Landscapes)
2004    *-Vancouver, BC, Roundhouse Centre Gallery (Celebrating the Body:
  A collaboration with the Vancouver International Dance Festival)
         *-Vancouver, BC, Simon Fraser University Downtown Gallery 
 (Art As Technology: in conjunction with the Modernist Studies Association International Conference)
2003 -Edmonton, AB, Scott Gallery (Now & Then: Selected works 1976-2003)
2002 -Calgary, AB, Virginia Christopher Fine Art (Appetite and Desire)
2001 -Toronto, ON, Bau-Xi Gallery (Appetite and Desire) -Edmonton, AB, Scott Gallery (Appetite and Desire)
2000     *-Burnaby, BC, Burnaby Art Gallery (Leslie Poole’s Diary)
 -Victoria, BC, Winchester Galleries (After Bonnard)
1999 -Edmonton, AB, Scott Gallery (Aspen paintings)
 -Toronto, ON, Bau-Xi Gallery (Landscape with Cows paintings)
1998 -Vancouver BC, Heffel Gallery (Shadow/Light: new paintings)
 -Victoria, BC, Winchester Galleries (Landscapes: An Overview)
1997 -Edmonton, AB, Scott Gallery (New Directions)
 -Calgary, AB, Canadian Art Galleries (Shadow Paintings)
1996 -Victoria, BC, Winchester Galleries
    *-Vancouver, BC, Teck Gallery, SFU at Harbour Centre (Memento Mori)
     -Vancouver, BC, Heffel Gallery (Landscape with Cows)
1995      -Edmonton, AB, Kathleen Laverty Gallery (“Current Concerns”)
         *-Burnaby, BC, Simon Fraser University Gallery (Memento Mori)
1994 -Vancouver, BC, Heffel Gallery (Tulip paintings)
 -Toronto, ON, Madison Gallery (Aspens)
1993      -Toronto, ON, Madison Gallery (Cleansed Palette paintings)
 -Edmonton, AB, Kathleen Laverty Gallery (Children/Tulip paintings)



1992-94 *-Richmond, BC, Richmond Art Gallery 
      (“Through the Looking Glass: Self Portraits of Leslie Poole”).   
       Touring to: Grande Prairie, AB; Kelowna, BC;  Nanaimo, BC;  
       Prince George, BC;  Halifax, NS;  Fredericton, NB; & Kamloops, BC
1992 -Vancouver, BC, Crown Gallery (Basic Black/White paintings)
 -Toronto, ON, Madison Gallery (Goddess/Rock & Water paintings)
1991 -Vancouver, BC, Crown Gallery (Montage series)
         *-Surrey, BC, Surrey Art Gallery (Encounters with the Goddess:  
       1981-1991)
 -Edmonton, AB, Kathleen Laverty Gallery (After Manet paintings)
1990    *-Burnaby, BC, Simon Fraser University Gallery
       (AFTER YALE:  1970-1976)
1989-90 *-Penticton, BC, Art Gallery of the South Okanagan
       (DUALITIES:  A 15 YEAR RETROSPECTIVE, 1974-1989)
       Touring to:  Grand Forks, BC
1989 -Ottawa, ON, Robertson Galleries (Stanley Park Landscapes)
 -Calgary, AB, Canadian Art Galleries (Still Life paintings/drawings)
 -Vancouver, BC, Crown Gallery (After Manet paintings)
 -Los Angeles, CA, Wade Gallery (Paintings/drawings)
 -Edmonton, AB, Kathleen Laverty Gallery (Still Life paintings)
1988 -Vancouver, BC, Crown Gallery ((Stanley Park Landscapes)
 -Toronto, ON, Quan-Schieder Gallery (Still Life paintings/drawings)
 -Los Angeles, CA, Wade Gallery (Still Life paintings/drawings)
1987 -Chicago, IL, Gilman/Gruen Galleries (Water Lilies & Rhododendron paintings) 
 -Vancouver, BC, Crown Gallery (Family Portraits)
 -Ottawa, ON, Robertson Galleries (Recent paintings/drawings)
         *-Richmond, BC, Richmond Art Gallery (LANDSCAPES:  1983-1987)
1986 -Toronto, ON, Quan-Schieder Gallery (Overview:  1970-1986)
 -Edmonton, AB, Kathleen Laverty Gallery (Paintings/drawings)
 -Calgary, AB, Canadian Art Galleries (Nature series)
 -Vancouver, BC, Crown Gallery (Rhododendron paintings/Figure drawings)
1985 -Toronto, ON, Madison Gallery (Water Lilies)
 -Vancouver, BC, Heffel Gallery (Water Lilies & Figures)
 -Ottawa, ON, Robertson Galleries (Landscapes, Neo-Baroque series)
 -Vancouver, BC, Crown Gallery (Lithographs)
1984-87 *-Vancouver, BC, Charles H. Scott Gallery (Drawing Retrospective).
           Touring to:  Edmonton, AB; Grande Prairie, AB; Banff, AB.
1984 -Calgary, AB, Canadian Art Galleries (Landscapes)
 -Vancouver, BC, Heffel Gallery (Neo-Baroque series)
 -Edmonton, AB, Hett Gallery (10 Years of Figurative Paintings
      & Drawings)
 -Toronto, ON, Madison Gallery (Children, Landscapes, Neo-Baroque)
 -Chicago, IL, Gilman Galleries (Landscapes)
         *-San Francisco, CA, San Francisco Museum of Modern Art-Rental
      Gallery (Children paintings)

 



LESLIE POOLE: CV

SELECTED SOLO EXHIBITIONS (CONTINUED)

1983 -Ottawa, ON, Robertson Galleries (Irises)
 -Montreal, PQ, The Shayne Gallery (Irises)
 -Calgary, AB, Canadian Art Galleries (Children)
 -Vancouver, BC, Heffel Gallery (Landscapes)
 -Vancouver, BC, Heffel Gallery (Children)
1982 -Calgary, AB, Canadian Art Galleries (Women)   
 -Vancouver, BC, Heffel Gallery (Irises)
 -Edmonton, AB, Lefebvre Galleries (Man in the Bath & Irises)
 -Ottawa, ON, Robertson Galleries (Montages)
 -Regina, SK, Susan Whitney Gallery ( Still Life)
 -Toronto, ON, Bau-Xi Gallery (Woman)
1981 -Calgary, AB, Canadian Art Galleries (Cherry Trees)
 -Vancouver, BC, Bau-Xi Gallery (Cherry Trees)
 -Edmonton, AB, Lefebvre Galleries (Works on paper)
 -Vancouver, BC, Bau-Xi Gallery (Montages)
1980 -Toronto, ON, Bau-Xi Gallery (Hydrangeas)
 -Vancouver, BC, Bau-Xi Gallery (Lithograph exhibition)
 -Vancouver, BC, Bau-Xi Gallery (Still Life)
 -Toronto, ON, Bau-Xi Gallery (Self Portraits)
1979 -Vancouver, BC, Bau-Xi Gallery (Man in the Bath)
         *-Vancouver, BC, Vancouver Art Gallery (Self Portraits)
 -Vancouver, BC, Bau-Xi Gallery (Orchids)
1978     *-Vancouver, BC, University of British Columbia A.M.S. Art Gallery
      (Studios)
 -Toronto, ON, Bau-Xi Gallery (Sails)
 -Toronto, ON, Bau-Xi Gallery (Studios)
 -Vancouver, BC, Bau-Xi Gallery (Sails)
1977 -Vancouver, BC, Bau-Xi Gallery (Studios)
1975     *-Penticton, BC, Penticton Art Gallery (Clouds)
 -Vancouver, BC, Bau-Xi Gallery (Clouds)
1973-74  *-Charlottetown, PE, Confederation Centre Art Gallery (Recent
      paintings).  Touring to:  St. John’s, NF; Fredericton, NB;
      Ottawa, ON; Edmonton, AB; & Victoria, BC.
1970 -Toronto, ON, Nightingale Gallery

SELECTED GROUP EXHIBITIONS (MUSEUM/JURIED)

2013 -Confederation Centre Art Gallery, Charlottetown, PE (Quotation)
2010 -MacKenzie Art Gallery, Regina, SK (Art in Bloom: Summer Dreams)
2006 -Art Gallery of Alberta, Edmonton, AB (New Acquisitions)
2005 -Richmond Art Gallery, Richmond, BC (25 years-25 artists: 1980-2005)
2004 -Surrey, BC, Surrey Art Gallery (‘Face to Face’)
2003 -Charlottetown, PE (Confederation Centre Art Gallery)
2001 -Surrey, BC, Surrey Art Gallery (Selections from the Permanent Collection)
1999 -Pendulum Gallery, Vancouver, BC (Five Out of Five)
1998 -Kamloops, BC, Kamloops Art Gallery (Home Base)



1996 -Richmond, BC, Richmond Art Gallery (Returning Artists)
1995 -Vancouver, BC, Vancouver Art Gallery (New Acquisitions)
1992 -Montreal, PQ, Saidye Bronfman Centre (25th Anniversary Exhibition)
1990-91 -Moscow, ID, University of Idaho Gallery (Within Range).
      Touring to:  Great Falls, MT, and Missoula, MT.
1989 -Burnaby, BC, Simon Fraser University Gallery (The Cult of the Mountain)
 -Vancouver, BC, (Fear of Others:  Art Against Racism).  
      Touring to:  Sacramento, CA; Montreal, PQ; Toronto, ON;
      Winnipeg, MB; Calgary, AB; and Prince George, BC.
 -Surrey, BC, Surrey Art Gallery (A Flower Show)
1987 -Kelowna, BC, National Drawing Competition
1986-87 -Barcelona, Spain, 6th Mini Print International Exhibition.
      Touring Spain and USA.
1986-87 -Halifax, NS, Dalhousie Art Gallery (Eighth Dalhousie Drawing Exhibition).   
       Touring to: Fredericton, NB, Edmonton, AB; Lethbridge, AB; Calgary, AB.
1986 -Burnaby, BC,  Burnaby Art Gallery (Burnaby Print Show)
 -Barcelona, Spain, 5th Mini Print International Exhibition
1984 -Montreal, PQ, Concordia University Art Gallery (Edge & Image)
1983-84 -London, ON, London Regional Art Gallery (The Hand Holding the Brush).  
      Touring to:  Guelph, ON;  Hamilton, ON;
      Montreal, PQ; Fredericton, NB; and Halifax, NS
1983 -Vancouver, BC, Vancouver Art Gallery (Vancouver:  Art & Artists, 1931-1983)
 -Richmond, BC, Richmond Art Gallery (Visions of Women)
1982 -Vancouver, BC, Robson Square (BC Art Collection)
1981 -Montreal, PQ, Optica Gallery (Couples)
 -Calgary, AB Muttart Gallery (Emerging Canadian Artists)
 -Burnaby, BC, Simon Fraser University Gallery (Insights)
 -Fredericton, NB, University of New Brunswick (People)
1980 -Burnaby, BC, Simon Fraser University Gallery (BC on Canvas)
 -Seattle, WA, (Entre-Nous).  Sponsored by National Mayors’ Assoc.
 -Calgary, AB, Alberta College of Art Gallery (5 BC Artists)
1978 -Edmonton, AB, Edmonton Art Gallery (Collectors’ Choice)
 -Calgary, AB, (Canadian Biennial of Prints & Drawings)
1977 -Vancouver, BC, Vancouver Art Gallery (From This Point of View)
1976 -Edmonton, AB, Edmonton Art Gallery (What’s New?)
 -Montreal, PQ, (Forum ‘76)
 -Fredericton, NB, Beaverbrook Art Gallery (Recent Acquisitions).
      Touring to:  Halifax, NS.
 -Montreal, PQ, (BC Arts Access Olympic Exhibit)
 -Canada House in Paris, Brussels, London, New York, and Montreal
1975 -Montreal, PQ, Saidye Bronfman Centre (Current Energies)
1973 -Banff, AB, Peter Whyte Gallery
1972 -Winnipeg, MB, Winnipeg Art Gallery (Manisphere)
 -Fredericton, NB, University of NB Art Centre
1971 -Saskatoon, SK, University of SK Art Gallery
 -Fredericton, NB, Beaverbrook Art Gallery & Circuit (APAC Biennial Exhibit)
1970 -New Haven, CT, 1076 Gallery
 -New Haven, CT, a. & t. gallery
1969 -New Haven, CT, U.R.A. Gallery

 



LESLIE POOLE: CV

SELECTED PUBLIC & CORPORATE COLLECTIONS

Canada Council Art Bank; Ottawa, ON
Alberta Art Foundation; Edmonton, AB
Canadian Broadcasting Corporation; Montreal, PQ
Beaverbrook Art Gallery; Fredericton, NB
Dofasco; Hamilton, ON
C.I.L.; Toronto, ON
BC Art Collection; Victoria, BC
Confederation Centre Art Gallery; Charlottetown, PE
Imperial Oil; Calgary, AB, & Toronto, ON
Simon Fraser University; Burnaby, BC
Toronto Dominion Bank; Toronto, ON
McGill University Rare Book Collection; Montreal, PQ
Petro-Canada; Calgary, AB
Famous Players; Ottawa, ON
University of Saskatchewan; Saskatoon, SK
Crown Life; Toronto, ON
Shell Canada Resources; Calgary, AB, & Vancouver, BC
Burnaby Art Gallery; Burnaby, BC
Canadian Pacific; Montreal, PQ, & Calgary, AB
Mount Allison University; Sackville, NB
Crown Zellerbach; Vancouver, BC
Canada Development Corporation; Toronto, ON
Mendel Art Gallery; Saskatoon, SK
Zenzen Consultants Inc; Toronto, ON
University of Alberta; Edmonton, AB
Gulf Canada Resources; Calgary, AB
University of New Brunswick; Fredericton, NB
Air Canada; Montreal, PQ
Canaccord Capital Corporation; Vancouver, BC
BC Central Credit Union; Vancouver, BC
Texaco Canada Resources; Calgary, AB
Ladner Downs; Vancouver, BC
North American Trust; Vancouver, BC
Husky Oil; Calgary, AB
Nova:  An Alberta Corporation; Calgary, AB
Memorial University of Newfoundland; St. John’s, NF
Rothman’s of Pall Mall Canada Ltd
Edmonton School Board; Edmonton, AB
Claridge Investments Ltd;  Montreal, PQ
Versatile Cornat Corporation; Vancouver, BC
Pan Canadian Petroleums; Calgary, AB
Richardson Greenshields of Canada
Bumper Corporation; Calgary, AB
Athabasca University; Athabasca, AB
Trimac Limited; Calgary, AB
Kraemer Taipale Ltd; Calgary, AB
Alcan; Montreal, PQ
University of BC, Dep’t of Ophthalmology;  
Vancouver, BC
Du Pont Canada Inc
W.C. Mackenzie Health Sciences Centre, Univ. of AB Hospitals; 
Edmonton, AB
Pemberton, Houston, Willoughby; Vancouver, BC
Reed, Stenhouse; Edmonton, AB, & Vancouver, BC

CoreVest Capital Management co. Ltd; Seoul, Korea
Art Gallery of Alberta; Edmonton, AB
Glenbow Museum; Calgary, AB
Royal Bank; Vancouver, BC
Triangle Systems Corporation; Chicago, IL
Department of External Affairs; Ottawa, ON
Vancouver Art Gallery; Vancouver, BC
Owen, Bird; Vancouver, BC
Alexander, Holburn, Beaudin & Lang; Vancouver, BC
Hyatt Hotel; Chicago, IL
Minto Suite Hotel; Ottawa, ON
Freeman & Company; Vancouver, BC
Harper, Grey, Easton; Vancouver, BC
Campney & Murphy; Vancouver, BC
Davis & Company; Vancouver, BC, & New Westminster, BC
Bennett Jones Verchere; Calgary, AB
Grant McEwan Community College; Edmonton, AB
Coopers & Lybrand; Vancouver, BC
ESSO Resources; Calgary, AB
Businessland Canada; Toronto, ON
Burnet Duckworth & Palmer; Calgary, AB
Art Gallery of Greater Victoria; Victoria, BC
Rothschild, Inc; Vancouver, BC
Fairmont Waterfront Hotel; Vancouver, BC
Le Devoir; Montreal, PQ
Surrey Art Gallery; Surrey, BC
McCarthy Tetrault; Calgary, AB & Vancouver, BC
BCAA; Burnaby, BC
Lang, Mitchener, Lawrence, Shaw; Vancouver, BC
Tricaster Management; Toronto, ON
AIM Funds Management, Inc.; Toronto, ON & Calgary, AB
Chieftain International; Edmonton, AB
Roberts & Stahl; Vancouver, BC
OPSEU; Toronto, ON
Superior Propane; Toronto, ON
Richmond Art Gallery; Richmond, BC
TELUS; Edmonton, AB
Canadian Utilities; Edmonton, AB
Melcor Developments; Edmonton, AB
Carlton University; Ottawa, ON
Jones Richards & Co; Vancouver, BC
FE Advisory Group; Edmonton, AB
Florida State University; Tallahassee, FL
Fairmont Hotels & Resorts Inc.; Toronto, ON
Hyatt Hotel; Vancouver, BC
Fraser, Milner, Casgrain; Edmonton, AB
Art Gallery of Nova Scotia; Halifax,NS
University of Lethbridge; Lethbridge, AB
Mayfair Golf & Country Club; Edmonton, AB
Second City Capital; Vancouver, BC
Odlum Brown; Vancouver, BC
Coast Hotel; Victoria, BC
Newcastle College; Langley, BC
Clark Wilson; Vancouver, BC
Communications Incorporated; Calgary, AB



LESLIE POOLE: CV

CATALOGUES  (Solo Exhibitions)

1973    -Leslie Poole - Paintings, Across Canada touring exhibition
1978 -Sail Drawings, Bau-Xi Gallery, Vancouver, BC
1979 -Confessions, Vancouver Art Gallery (Exhibition of Self Portraits)
1984 -Leslie Poole - Drawings, Charles H. Scott Gallery, Vancouver, BC
      (Touring Drawing retrospective)
1989 -DUALITIES:  A 15 Year Retrospective, 1974-1989, Art Gallery of
      the South Okanagan, Penticton, BC, & Tour
1990 -AFTER YALE:  1970-1976, Simon Fraser University Gallery,
      Burnaby, BC
1991 -Encounters with the Goddess:  1981-1991, Surrey Art Gallery,
      Surrey, BC
1992    -Through the Looking Glass:  Self Portraits of Leslie Poole,
      Touring exhibition organized by the Kamloops Art Gallery
1994 -Leslie Poole - Tulips, Heffel Gallery, Vancouver, BC
1995 -Memento Mori, Simon Fraser University Gallery, Burnaby, BC
1996 -Landscape with Cows, Heffel Gallery, Vancouver, BC
1998 -Shadow / Light: new paintings, Heffel Gallery, Vancouver, BC
2000 -Leslie Poole’s Diary, Burnaby Art Gallery, Burnaby, BC

CATALOGUES  (Selected Group Exhibitions)

1983    -The Hand Holding the Brush, Touring exhibition organized by the London Regional Art Gallery,  
 London, ON
1986    -The 8th Dalhousie Drawing Exhibition, Touring exhibition organized by the Dalhousie Art Gallery,  
 Halifax, NS
1989 -Fear of Others:  Art Against Racism, (Touring exhibition)
2005 -Richmond Art Gallery: 25 years - 25 artists 1980-2005,organized by the Richmond Art Gallery,  
 Richmond, BC

SELECTED AWARDS

1967 -Queen Elizabeth Scholarship
1968 -Alberta Visual Arts Scholarship
 -Yale University Scholarship
 -Province of Alberta Grant
1969 -Alberta Visual Arts Scholarship
 -Yale University Scholarship
 -Province of Alberta Grant

1972 -Canada Council Arts Grant
1974 -Canada Council Arts Grant
1975 -Canada Council Arts Grant
1980 -Canada Council Arts Grant
1985 -Canada Council Project Grant

SELECTED TEACHING

1971-72 -University of Alberta, Edmonton, AB, (Sessional Lecturer)
1973 -Banff School of Fine Arts, Banff, AB, (Instructor in Drawing)
1979 -Banff School of Fine Arts, Banff, AB, (Painting Seminar)
1980 -Douglas College, Surrey, BC, (Instructor in Drawing)
1975-87 -Vancouver Community College (Langara Campus), Vancouver, BC,
      (Lecturer in Drawing & Design)


