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CUMBERLAND & STORM AND MIES VAN DER ROHE 
The Problem of the Banking Hall in Canadian Architecture 

One of the problems associated with the design of banking halls has been 
the expression of this space on the exterior of bank buildings. The banking 

hall is the major public space in which business is transacted. In spite of the 
central importance of the banking hall as the heart and soul of the banking 
process, it has been the practice, historically, for the banking hall to be enscon
ced within the confines of a residential or commercial building. My topic then, 
is the physical and symbolic relationship of the banking hall to a larger 
encompassing structure. This will be seen through two designs of vastly 
different scale and separated by over one hundred years, which provide surpri
singly similar solutions. 

In 1855 the Toronto architectural firm of Frederic William Cumberland 
(1820-1881) & William George Storm (1826-1892), best known as the archi
tects of University College (1856-59) and the centre block of Osgoode Hall 
(1856-61), both in Toronto, designed the first of a series of banks for the Bank 
of Upper Canada.1 The bank of Windsor, Ontario of 1855 (which no longer 
stands), was a two-and-a-half-storey hip-roofed cottage in the British tradition 
(fig.1). Its covered veranda and projecting gabled entrance bay resembled the 
style and plan of contemporary American cottage design on the model of A.J. 
Downing and A.J. Davis. 

With the exception of major urban centres it was the norm, in nineteenth
century Canada, to design banks in this manner. The bank was located on the 
ground floor while the manager and sometimes servants or bank staff inhabited 
upper floors. According to this arrangement the banking room received no 
expression on the exterior of the building. Indeed this function was subordina
ted to the building's other role as the manager's residence which took the form 
of a cottage, a manor house or a villa, depending on budget and/or pretensions.2 

The reason for this design rationale may be found in the evolution of the 
banking industry in Canada.3 

Before the advent in 1818 of banking companies (or Chartered Banks as 
we know them today) , wealthy merchants carried out the business of banking 
working out of offices on the ground floor of their own homes. These houses 
served as conspicuous evidence of the bankers' reliability; their grand scale, 
stone versus wood construction and "high" architectural details like a portico 
and pediment embodied those qualities of wealth and stability that were likely 
to encourage the trust of their clients. Writing of the early history of banking in 
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Canada, E.P. Neufeld notes that "It is obvious ... that any bank that wished to 
become established would be successful only if it were able to supplant the 
'merchant banker'."41t was only natural then, that in taking over the functions 
of the 'merchant banker', the banking companies would also duplicate the 
architectural image of the merchant bankers' office/home when establishing 
their own operations.s 

Cumberland & Storm's design for the Bank of Upper Canada at Windsor 
departs significantly from this formula of ground floor banking offices sur
mounted by the manager's residence. The ground plan of the Windsor bank 
(fig.2) reveals that the architects conceived the bank and residence as separate 
entities. Even though these two components are physically connected, they are 
functionally independent, each with a distinct structural, aesthetic and symbolic 
expression. They share a party wall and a groundfloor passage, between the 
manager's office and the stairhall of his residence, connects them internally. 
Each component has its own entrance; the bank faces Pitt Street while the 
residence fronts Goyeau Street. 

nANH. b .. u.-peR C ..... NA.DA. 
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fig. 1 Cumberland & Storm, Bank of Upper Canada, Windsor, 1855, 
Goyeau Street elevation, Horwood Collection, Ontario 
Archives (99) 6. (Photo: Ontario Archives, Toronto) 
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The bank is a one-storey structure that projects well beyond the Pin Street 
side of the residence. A stepped parapet, containing a sign-board with the bank's 
name, augments its solid brick face (fig.3). The bank interior comprises a small 
vestibule or 'porch', the banking room with its counter down the centre, which 
divides the room into public and private space, and the manager's office at the 
back. The bank vault can be identified on the plan by its exceptionally thick 
walls. It is accessible from the banking room only, but is physically removed 
from this structure, probably for security reasons. The vault is contained within 
the residence, located directly below a second-floor bedroom thus permitting 
aural surveillance during non-banking hours. 

The bank office of the Bank of Upper Canada at Windsor is remarkable 
as the first structure in British North America, so far as we know, designed for 
the sole purpose of housing banking services. Cumberland & Storm freed the 
banking room from the constraints of an external shell that had been unsym
pathetic to the internal requirements of a bank. The interior space of this 
modestly scaled banking room is free of obstructions and thus quickly compre
hended by the customer. Such openness would have been impossible if the 
banking room had been located on the ground floor of a residence, because of 
the demands of other residential spaces: circulation needs to other rooms and 
floors, and the internal walls necessary to support upper storey rooms. The 
banking room would have been amply lit by its well-placed windows: two on 
the entrance front and three more along the flank. Once again, such an 
important aspect of bank design as lighting likely would have been compromi
sed in the bank-within-residence arrangement where windows would have been 
organized according to the demands of a residential style. 

While acknowledging the differences in functional requirements for banks 
and residences, Cumberland & Storm strove to link the bank office and 
residence stylistically. They accomplished this through a common proportional 
relationship of openings to wall, hip roofs slanted at similar angles and deep 
eaves with rhythmic detail provided by decorative rafter ends on brackets. 

Within this unified program there are differences in the design of each 
component which, taken together, indicate the architects' desire to reflect the 
respective functions of bank and residence on the exterior. The blocky propor
tions of the bank, accentuated by the wide moulding that frames the entrance 
fa~ade, contrast markedly with the general restraint of the house, notably the 
elegant bell curve of the veranda roof and the slender posts that support it. The 
segmental window-heads give the bank an Italianate appearance that is in 
keeping with abundant contemporary examples of commercial architecture in 
that style. (Cumberland & Storm's own Edinburgh Life Assurance Building, 
Toronto, 1858, is just one example.) By comparison, the larger rectangular 
windows of the residence are more suited to the domestic requirements of 
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openness and light. Even the design of entrance doors is revealing. The residen
tial door, with its generous transom and sidelights, appears delicate, elegant and 
inviting, while the bank door is heavy, strong and secure. 

It is difficult to determine what prompted Cumberland & Storm to 
produce this design, for they did not repeat it in subsequent projects. 6 The 
location of the site at the intersection of two streets certainly invited such a 
solution. Perhaps the local manager requested such a division of functions, 
having in mind the vernacular organization of contemporary doctors' and 
lawyers' residences which also featured a separate, although connected, busi
ness office. One thing at least seems certain, the design was not repeated for 
banks. In fact it was to be more than 100 years before a similar solution to the 
relationship of banking hall to bank building was attempted, this time with 
much greater significance. 

Over the next 100 years of changing styles, rapidly increasing building 
heights, and new construction techniques and materials, the basic internal 
organization of bank buildings remained more or less the same, ground-floor 
banking hall topped by residential of commercial facilities. With the advent of 
the tall office building in the late nineteenth century came the retail and 
commercial bank tower. Here the problem facing the architect was how to 
express the importance of the banking hall while maintaining a unity of design 
for the entire building. Too often a superficial solution was achieved with 
applied signage or additional ornament at the banking level. 

By the 1890's, Louis Sullivan's typical tripartite organization of the 
commercial skyscraper into two-storey base, unaccented shaft and richly treated 
attic (for example, the Wainwright Building at St. Louis, Missouri, 1890-91) 
was considered in North America to be the ideal aesthetic, philosophical and 
technical solution to the design of tall buildings in general. Many bank architec
ts adopted his solution. Especially suitable for head office banks, Sullivan's 
scheme made possible a distinction on the exterior between ground-floor 
banking services and upper-storey office space, and also allowed for the 
expression of board rooms and directors' offices, which were usually contained 
in the top storey. But by the 1920's, as buildings grew in scale and complexity, 
this arrangement presented problems internally at ground level because of the 
conjunction of banking services with elevator bays and general circulation 
needs. 

It was these problems of circulation, visibility and expression that Ludwig 
Mies van der Rohe (1886-1969) addressed in his project for the Toronto
Dominion Centre in Toronto of 1963-69. The design originally consisted of two 
black slabs: the fifty-six-storey Toronto-Dominion Bank tower, at the south end 
of the site and the forty-six-storey Royal Trust tower, at the north-west corner 
of the site. The towers framed a one-storey bank pavilion located between them 
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in the northeast corner (figA).7 All of this is contained by the five-and-a-half
acre site of the open plaza. The three buildings are constructed of steel girders 
painted matte black enclosing sheets of bronze-grey tinted glass in a grid pattern 
based on a five foot module (fig.5). The basic format is familiar from Mies's 
paradigmatic essays in the high-rise building at 860 Lakeshore Drive in Chicago 
(1948-58) and the Seagram Building in New York (1954-58). The bank pavilion 
constitutes another characteristic Miesian form. Mies employed it as an 
independent structure at the New National Gallery in Berlin, 1962-68, and in 
combination with office towers at the Chicago Federal Centre, 1959-73. But the 
whole of Mies's composition is more significant than the sum of its parts. 

Mies decided to place the banking hall in a separate structure because he 
believed "that the banking function would require a freer and more flexible type 
of space than could be provided by its incorporation in an office building
where both functions would be penalized."8 Mies clearly achieved his goal. The 
spacious quality of the interior is a direct result of the flexible plan (figs. 6, 7). 
Public space flows freely around the perimeter of the pavilion. The open yet 
protected centre is given over to the bank's staff where Mies provided for a 
vault, desks and private management offices, an accounts department and a 
typing pool. The escalators (top right and lower left of the plan, fig.6) offer 
access to and from the concourse level below. Because there are five other 
entrances to the concourse level from the plaza without, these internal escala
tors reserved for the convenience of bank patrons do not attract heavy traffic. 

The bank pavilion serves only one purpose and is not burdened with the 
need to provide a major gathering place or passage to upper storeys. The 
organization of space is clear and quickly understood upon entering. The 
visibility of the interior is further enhanced because only two elements, the 
marble-clad mechanical shafts, reach to the ceiling. In spite of the large 
proportions of this 150 square foot interior, the tellers' counter is no more than 
twenty feet from any entrance.9 Such openness and direct, immediate access to 
function would not have been possible had the pavilion been incorporated as 
the ground floor of the office tower. Similar reasoning seemingly motivated 
Mies in his earlier decision to provide a separate one-storey pavilion for the Post 
Office Building at the Chicago Federal Centre, 1959-73. 

The decision to create an independent structure for the banking hall must 
have equally been prompted by considerations of expression. Mies surely 
realized, and the commissioning bankers would only have concurred, that the 
stripped, modular style of his buildings allowed no possibility of expressing the 
banking function on the exterior. The presence of two nearly identical towers 
(and a projected third, now completed) further complicated matters. Had the 
banking hall been contained at the base of one of the towers, it would have been 
impossible for a first-time customer to know which tower housed the bank 
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before actually entering. Locating the banking services in a separate bank 
pavilion not only solved these problems, by isolating and thus identifying the 
banking function, but also glorified the banking process by acknowledging it 
with a unique space. 

Ironically, the elevated status of the bank pavilion, achieved by its isola
tion, is meaningful only because it is flanked by the towers from which it has 
escaped. Without them the bank pavilion would be no more than a branch 
bank, albeit a large and unusually beautiful one. It is the bank pavilion's titular 
position as the premiere branch of the Toronto-Dominion Bank, with its 
physical association to the head-office tower, that differentiates it from ordinary 
branch banks. 

The symbolic relationship of the bank pavilion to its parent structure is 
comparable to that in Viljo Rewell's project for Toronto City Hall of 1958-65 
(fig.8). Rewell designed the council chamber of the City Hall as a two-storey 
structure on a podium, embraced protectively by the surrounding arms of the 
flanking administrative towers. By isolating the council chamber from other 
municipal functions, Rewell has created the symbolic embodiment of civic 
government, just as the Toronto-Dominion pavilion represents the essence of 
banking. The visual relationship of the council chamber to the flanking adminis
trative towers intensifies the image of the council chamber and makes manifest 
the supporting function provided by the departmental offices housed in the 
towers. In like fashion Mies extracted the banking hall from its former home in 
the bank tower (one might say he slid it out from underneath) and set it up as a 
piece of sculpture in the plaza, against the backdrop of the two towers. The 
juxtaposition focuses the viewer's attention on the bank pavilion, which 
emerges as a concentrated expression of the banking process; this was the 
essence of what previous architects had tried to do with that space.lO For 150 
years bank architects had acknowledged the banking hall as the most significant 
bank space while simultaneously giving it little or no expression on the exterior. 
Mies resolved this apparent contradiction by setting the banking hall free and 
forcing us to reconsider this building type. Would bank buildings ever be the 
same again? 

Canadian banking halls of head office banks have traditionally been lavish 
affairs. If the exteriors were sometimes likened to strong-boxes, the banking 
halls, so often bedecked in rich marbles and gilding, were their velvet lining. 
Mies did not turn his back on this tradition. His Toronto-Dominion Centre 
banking hall, one of the most beautiful bank interiors ever built, is clothed in 
typically Miesian, rich yet subtle materials: Tinos green marble for the counters, 
office walls of English brown oak, St. John's grey granite floors, and chrome 
and leather for the chairs (originally designed by Mies for his Brno House, 1928-
30 and Barcelona Pavilion, 1929). 
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There is a further significance to this design which links Mies' bank 
pavilion to many Classically designed antecedents. The bank pavilion represents 
a structurally, spatially and decoratively reduced version of a Greek temple. The 
pavilion stands on a raised base, like a stylobate; and column-like I-beams 
support a horizontal beam or entablature in post-and-lintel fashion. The centre 
of the pavilion houses the bank's vault, the equivalent to the statue of the deity 
within the naos. Perhaps the most interesting aspect of this comparison is found 
in the interior. The bottom flanges of the criss-crossing I-beams within the 
ceiling grid increase in width from six inches at the edges to twelve inches at the 
middle. This was necessary structurally. The ceiling contained the mechanical 
equipment for the pavilion and this weight, which naturally produced a greater 
bending moment towards the centre of the ceiling farthest from the supporting 
posts of the exterior walls, was counteracted by the widened beams. But 
expressively and even visually this widening and tapering is analogous to the 
entasis employed by the builders of Greek temples; not in the sense of correcting 
an optical illusion, rather in the way that these beams expand in apparently 
muscular fashion to accept the weight upon them. 

This temple of finance represents a unique achievement in the history of 
bank architecture in Canada and in the world; and one that has not been 
repeated. In Canada, bank architects have subsequently returned to placing the 
banking hall within the tower, expressing its significance spatially and through 
materials. The golden-sheathed head office of the Royal Bank in Toronto, 1973-
79, by the Webb, Zeraffa, Menkes, Housden Partnership may stand as an 
example of later attempts to glorify the banking hall. Its eleven-storey rhomboi
dal atrium, which houses the banking hall, makes this the largest banking space 
ever built in Canada. But the concept of a banking hall expressed in terms of 
space is an old one. It does not move beyond the new understanding of bank 
architecture achieved through Mies's restructuring of the bank building. It is in 
fact a step backwards. 

The novel relationship between banking hall and office tower created by 
Mies at the Toronto-Dominion Centre resulted in practical advantages inter
nally and led to new expressive possibilities. Yet Mies's bank pavilion is 
distantly prefigured in Cumberland & Storm's Bank of Upper Canada at 
Windsor. In each case the architects resolved the problem of how to express the 
central importance of the banking hall on the exterior of their buildings by 
removing this significant space from its customary position, creating a separate 
structure of it and establishing a new dynamic relationship between the 
resulting components. Accessibility and visibility of the banking halls were 
markedly improved in the process. Cumberland & Storm and Mies related their 
new banking room or pavilion to its neighbouring home or tower; architectural
ly, through ornament, scale, materials, rhythm and proportion, and physically, 
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by means of an interior corridor at the Windsor branch bank and via a covered 
passage at the Toronto head office. 

In a broader sense, both projects are mixed-use developments that make 
an impact on the larger urban fabric. Cumberland & Storm achieved this at 
Windsor by addressing each of two streets with a different face, creating a 
residential-commercial corner. Mies, working on a larger scale, establishes a 
self-contained plaza like so many of his contemporaries working in the 1960's 
and 1970's. The plaza is open to the street at many points and the complex 
relates to the city equally through an underground pedestrian concourse that 
links the Toronto-Dominion Centre to the subway and to major neighbouring 
buildings including that of Union Station to the south. 

HOWARD SHUBERT 
Assistant Curator 
Department of Prints and Drawings 
Centre Canadien d'Architecture/Canadian Centre for Architecture 

Notes 

A version of this paper, based on parts of my Phi!. M. thesis "The Development of the Banking Hall 
in Canada" (University of Toronto, 1983), was originally presented at the Young Scholars 
Conference, Queen's Universiry, Kingston (1983). Special thanks go to Barbara Shapiro who read 
the text in draft and who made valuable corrections and suggestions and to Geoffrey Simmins who 
shared his research on EW Cumberland. 

Subsequent banks for the Bank of Upper Canada, designed by Cumberland & Storm, were 
constructed at Port Hope (1855-58), Sarnia (1857) and Lindsay (1857-58). Ten drawings for the 
Windsor bank survive in the Horwood Collection of the Ontario Archives. 

2 In the cities, pretensions were greater and while the internal organization of city banks was 
identical to those in the country, their size and external expression were not. In the first half of the 
nineteenth century, banks in Canadian cities were most often Georgian in sryle after the model of 
English club houses. Their graceful and reposed exteriors, enhanced by a noble portico and a 
rusticated ground floor, suggested the pomp and circumstance that bankers wished to have 
associated with early banking practice, while the club house reference aptly characterized the 
exclusive nature of Canada's commercial elite at this date. 

3 On Canadian banking history see: W.T. EASTERBROOK and H.M. WATKINS, ed., 
Approaches to Canadian Economic History; A Selection of Essays (Toronto: McClelland and 
Stewart, 1967); Bray HAMMOND, Banks and Politics in America, From the Revolution to the 
Civil War (Princeton: Princeton University Press, 1957); Robin T. NAYLOR, The History of 
Canadian Business, 1867-1914, 2 vols. (Toronto: ]. Lorimer, 1975); Edward P. NEUFELD, The 
Financial System of Canada; Its Growth and Development (Toronto: Macmillan of Canada, 1972); 
Edward P. NEUFELD, ed., Money and Banking in Canada (Toronto: McClelland and Stewart, 
1964). 

4 Edward P. NEUFELD, The Financial System of Canada, 72. 

5 A further note relative to the external form of early banking houses concerns the two sources 
of influence on the early Canadian banking industry. Although Canada's political and social ties to 
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Great Britain were stronger in the early nineteenth century, economically Canada was more closely 
linked to the United States. In fact the earliest Canadian bank charters were copied almost verbatim 
from an American precedent - the charter of the First Bank of the United States, planned by 
Alexander Hamilton. The early Canadian bank building therefore reflects a compromise between 
these two sources. British influence is evident on the exterior where social custom dictated a familiar 
and appropriate face. But on the interior, where banking practice dictated the form, Canadian banks 
more closely resembled American examples. On the similarity of early Canadian bank charters to 
American examples see: W.T. EASTERBROOK and H.M. WATKINS, ed., Approaches to Canadian 
Economic History, 139-140. 

6 Drawings do not survive for Port Hope or Lindsay but those for Sarnia (also in the Horwood 
Collection of Ontario Archives) show the architects striving to maintain the residential-commercial 
distinction while conflating these components under one roof. 

7 Mies was consulting architect on the project. John B. Parkin Associates and Bregman and 
Hamann were the local firms involved. A third tower, the Commercial Union Tower, was added in 
1972-74. 

8 Peter CARTER, Mies van der Rohe at Work (London: Pall Mall Press, 1974): 138. 

9 By comparison, the banking hall added by McKim, Mead & White in 1901-04 to the Bank of 
Montreal's head office on Place d'Armes in Montreal (now the Quebec, regional head office) - the 
first truly monumental banking hall in Canada - is 9,625 square feet as compared to 22,500 at the 
Toronto-Dominion Centre. 

10 For a more detailed discussion of the development of the banking hall in Canada, see my 
thesis: "The Development of the Banking Hall in Canada," Phil M. thesis (University of Toronto, 
1983). 
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Resume 

CUMBERLAND & STORM, MIES VAN DER RORE 
et le probleme de l' architecture bancaire au Canada 

Un des problemes associes a l'architecture des etablissements bancaires est celui 
d'en traduire la fonction interne dans la structure exterieure. Bien que ces 
etablissements soient la clef de voute du systeme bancaire, la coutume les a 
re1egues a l'interieur d'immeubles affectes a d'autres fonctions, soit residentie1-
les, soit commerciales. Cet article explore les rapports physiques et symboliques 
entre la banque et une structure d'une portee plus etendue. La demonstration 
est etablie au moyen de deux exemples qui, bien que tres eloignes l'un de l'autre 
dans le temps et l'ordre de grandeur, apportent au probleme des solutions 
etonnamment similaires. 

L'edifice de la Banque du Haut-Canada, a Windsor, date de 1855. C'est a 
notre connaissance la premiere fois en Amerique du Nord britannique qu'une 
structure est erigee a seule fin d'y installer des services bancaires. Le projet des 
architectes Cumberland et Storm presentait deux composantes qui, bien que 
distinctes l'une de l'autre, s'harmonisaient sur les plans physique et esthetique: 
la banque et la residence du directeur. Ces deux parties, separees par un mur 
mitoyen mais communiquant par un passage interieur, au rez-de-chaussee, se 
distinguent par des entrees separees et des elements architecturaux propres a 
leur fonction respective. Le resultat est a l'avantage des deux parties. La banque 
y gagne un espace interieur plus degage et plus souple qui, pour la premiere fois 
dans l'histoire des banques canadiennes, s'exprime librement a l'exterieur. 

La solution remarquable de Cumberland et Storm au probleme de l'orga
nisation et de l'expression fonctionnelle des banques ne sera reprise qu'un siecle 
plus tard, lorsque Mies van der Rohe l'utilisera, sur une echelle beaucoup plus 
vaste, au Toronto-Dominion Centre erige a Toronto entre 1963 et 1969. En 
logeant les services bancaires dans un pavilIon separe, pIu tot que de les installer 
au rez-de-chaussee de l'une ou l'autre des deux tours originales, Mies resolvait 
les problemes communs de circulation, de visibilite et d'expression qui se 
posaient aux architectes depuis les annees 20, alors que les immeubles se mirent 
a atteindre des hauteurs de plus en plus impressionnantes. Mies avait surement 
compris, grace a l'experience acquise au Chicago Federal Centre (1959-73), 
qu'en amenageant la banque dans une structure distincte il obtiendrait une 
organisation spatiale plus flexible. La richesse d'expression atteinte par Mies au 
Toronto-Dominion Centre fait de ce pavillon bancaire le plus pur exemple de ce 
type de construction, le point culminant de 150 ans d'architecture bancaire au 
Canada. 

Traduction: Elise Bonnette 
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fig.8 Viljo ReweH, City Hall, Toronto. 1958-65. view of site, Records & Archives. 
City Hall. Toronto. (Photo: P. Goodwin, Toromo City Hall ) 
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" OLINDO GRATTON ET LOUIS-PHILIPPE HEBERT: 
UNE RELATION PROFESSIONNELLE ENTRE DEUX SCULPTEURS 
A LA FIN DU XIXe SIECLE 

]
osePh-Olindo Gratton naquit a Sainte-Therese-de-Blainville (Quebec) le 
23 novembre 1855; il y deceda le 14 novembre 19411. Pendant plus de 60 ans, 

il fit carriere dans la region de Montreal comme ornemaniste et statuaire. Sa 
production en bois, cuivre repousse sur bois et platre etait destinee principale
ment a l'ornementation des edifices religieux. Travaillant dans toutes les 
dimensions, de la miniature jusqu'au monumental, il fut parmi les premiers 
sculpteurs sur bois francophones de Montreal a tenter aussi de s'attirer paralle
lement une clientele pour des ouvrages de statuaire commemorative en bronze. 
Il reussira meme a signer quelques realisations dans ce domaine. 

Gratton a souscrit fidelement a l'ideologie conservatrice de son temps et 
au programme de valorisation nationale que le peintre et architecte Napoleon 
Bourassa (1827-1916) erigea en veritable systeme esthetique. Selon Bourassa, 
que Gratton cotoya vers la fin des annees 1870 et au debut des annees 80, l'art 
devait servir a l'edification du peuple par le biais d'oeuvres publiques et 
permanentes a thematique religieuse ou patriotique2• 

Se decouvrant une vocation d'artiste-sculpteur, Gratton trouva dans 
l'esthetique bourassienne la justification intellectuelle et artistique necessaire a 
sa demarche. Ainsi, le sculpteur figure-t-il au rang des principaux disciples de 
Bourassa. On retrouve a ses cotes les premiers apprentis du maitre, Fran,!ois
Edouard Meloche (1855-1914) qui se fit peintre decorateur d'eglises et Louis
Philippe Hebert (1850-1917) qui se reserva l'expression du sentiment patrioti
que par la statuaire et le monument commemoratifs. 

L'art d'Olindo Gratton peut se qualifier d'academique. Le complement de 
formation que le sculpteur acquit dans un cadre scolaire et sa propre experience 
comme professeur contribuerent a cette orientation. En effet, Gratton etudia le 
modelage (1883-84) et l'anatomie (1886) aupres de Louis-Philippe Hebert a 
l'ecole montrealaise du Conseil des Arts et Manufactures, et il appert qu'il a 
frequente vers 1885-87 l'Institution nationale des Beaux-Arts de l'abbe ]oseph 
Chabert. En 1887, puis de 1894 a 1899, il enseigna la sculpture sur bois et le 
modelage a l'ecole du Conseil des Arts et Manufactures. 

Loin d'etre le dernier representant d'une certaine pratique sculpturale au 
Quebec, Olindo Gratton s'insere dans une chaine qui donna apres lui, selon la 
liste de ses eleves, un Elzear Soucy (1876-1970), a son tour professeur a 
Montreal pendant de nombreuses annees. Soucy enseigna le modelage a l'ecole 
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du Conseil des Arts et Manufactures, puis a l'Ecole des Arts et Metiers, et la 
sculpture sur bois a l'Ecole du Meuble. 

L'un des aspects de la tres longue carriere d'Olindo Gratton qui demande 
a etre elucide est celui de sa relation professionnelle avec Louis-Philippe Hebert 
(figs 1 et 2). Les contemporains de Gratton et Gratton lui-meme se sont pIu a 
rappeler cette relation. Les auteurs qui ont parle de Gratton depuis son deces 
leur ont fait echo. De tous les concepts evoques de 1884 a 1988 pour decrire ce 
rapport vis-a-vis d'Hebert, celui d'eleve s'impose. Suivent, dans l'ordre de 
popularite, l'ensemble des termes relies a une fonction de travail: employe, aide, 
collaborateur (mot utilise par Gratton) et associe3• 

De prime abord, cette terminologie parait a la fois complementaire et 
contradictoire. Nous no us proposons d'examiner le fondement historique qui 
explique la diversite des concepts. Pour ce faire, nous nous arreterons au 
concept d'eleve, puis a celui d'employe chapeautant tous les autres. Mais avant 
d'entamer cette etude historique, il convient de brosser un bref tableau des 
activites professionnelles de Gratton qui le conduisirent a Hebert. 

Antecedents 
Olindo Gratton s'initia a la sculpture sur bois aupres de l'ornemaniste et 

statuaire Charles-Olivier Dauphin (1807-74). 11 entra a l'atelier de ce dernier a 
17 ans vers la fin de 1872 ou au debut de 1873. Etabli rue Saint-Denis a 
Montreal, Dauphin avait fait son apprentissage avec Urbain Brien dit Desro
chers (1781-1860)4. A l'atelier Dauphin, Gratton acquit «une connaissance 
parfaite de la maniere de traiter le bois»5. Apres le deces du maitre en janvier 
1874, il forma une societe avec le fils cadet du defunt, Joseph-Arthur-Henri 
(H.A.) Dauphin (1856-?), architecte. Dans le cadre de cette association, Grat
ton, dit tailleur sur bois et ebeniste, s'est probablement charge des travaux de 
sculpture ornementale et de menuiserie fine. 

En 1877-79 (pendant ou apres son association avec le fils Dauphin), 
Gratton se mit a faire des oeuvres statuaires d'inspiration religieuse (fig. 3). On 
ignore les conditions dans lesquelles il aborda ce type de production, mais 
soulignons qu'en 1879, l'architecte Dauphin, fils, a pu aviver son interet pour 
la statuaire comme telle, en proposant (peut-etre avec son aide) un plan de 
monument a la memoire du Sieur de Maisonneuve6 • 

Pour faire ses premieres armes en statuaire religieuse, Gratton a pu profiter 
en 1879 de l'enseignement dispense par Napoleon Bourassa et/ou Louis
Philippe Hebert. En fevrier-mars de cette annee, Bourassa projeta de fonder 
avec le concours d'Hebert, son protege, une ecole de sculpture et de statuaire 
canadienne7• Bien que nous ne sachions pas si des cours furent effectivement 
donnes8, il aurait ete naturel pour Gratton de graviter des lors autour des deux 
hommes. A l'epoque, Bourassa terminait avec Hebert la decoration de la 
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chapelle Notre-Dame-de-Lourdes de Montreal dont il avait dessine les plans. 
Cet ambitieux projet avait galvanise les energies de plusieurs artisans et artistes 
depuis 1873. Apres la mort de Charles-Olivier Dauphin, le projet Bourassa avait 
d'ailleurs attire plusieurs anciens de cet atelier. Lucien Benoit, un des confreres 
de Gratton chez Dauphin, passa aussitat au service de Bourassa9• D'autres 
anciens de l'atelier Dauphin collaborerent a la decoration de la chapelle Notre
Dame-de-Lourdes, nommement ]oseph Brunet (devenu employe semble-t-il du 
menuisier et entrepreneur Pierre Lortie) et Arthur Vincent, apparemment 
tailleur de marbre10• Bourassa avait me me temoigne d'un profond respect pour 
le sculpteur disparu, favorisant ainsi un transfert du personnelll. 

Le rapprochement Gratton-Hebert s'officialisa en 1881 lorsque Gratton 
entra a l'atelier de son contemporain 12 • La relation se poursuivit jusqu'au 
printemps de 1888 quand Hebert, quittant Montreal pour s'installer quelques 
annees a Paris (il allait revenir de fa<;on permanente en 1894), ceda son atelier 
du 34 rue Labelle, ainsi que sa clientele «religieuse», a ses anciens employes, 
Olindo Gratton et Philippe Laperle (1860-1934)13. Le changement de direction 
a l'atelier signifia pour Hebert le debut du volet principalement «commemora
tif» de sa carriere. Ce volet lui valut le titre de «sculpteur national» 14. 

Le concept d'eleve 
Faute de documentation sur l'ecole de sculpture et de statuaire que 

Napoleon Bourassa voulut fonder en 1879, nous ne savons pas si Gratton fut 
des lors l'eleve d'Hebert (ou de Bourassa). Il semble donc que la relation 
professeur-eleve unissant Hebert et Gratton repose uniquement sur les cours de 
modelage (1883-84) et d'anatomie (1886) qu'Hebert donna a l'ecole du Conseil 
des Arts et Manufactures15 • Parmi les camarades de classe de Gratton, en fevrier 
1884, se trouvait Philippe Laperle, eleve de deuxieme annee16; il etait entre a 
l'atelier Hebert en 188217• 

L'atelier Hebert comme lieu d'enseignement pose un probleme que le 
Montreal Daily Star du 11 mars 1885 embrouilla davantage. Se proposant 
d'enqueter sur l'etat des beaux-arts a Montreal, un representant du journal 
denombra les «pupils engaged in the study of art». Les chiffres obtenus 
donnerent trois cent vingt eleves inscrits en novembre et decembre 1884 aux 
cours du Conseil des Arts et Manufactures, et on estimait que ce nombre s'etait 
maintenu. 11 y avait trente-sept eleves aupres du peintre portraitiste Robert 
Harris a la Art Gallery (Art Association of Montreal), quarante avec le peintre 
animalier Harrington Bird au High School (of Montreal), ainsi que quatre
vingt-dix inscrits aux cours offerts par celui-ci dans des ecoles privees. Trois 
peintres paysagistes s'entouraient d'un total de quelque soixante-quatre eleves: 
douze environ s'initiant a l'aquarelle sous Louis K. Harlow, de Boston, a l'hatel 
Windsor (Harlow avait en plus quelques eIeves particuliers); trente eleves 
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aupres de l'artiste d'origine germanique William Raphael, et vingt-deux avec un 
denomme l.W. Gray. De plus, le correspondant du journal trouva trois eleves 
chacun chez le sculpteur Hebert et chez le peintre Meloche18 . 

Quoiqu'impressionnant, ce decompte de plus de cinq cent cinquante 
«pupils» mela deux systemes de formation relies a la sculpture et a la peinture. 
D'une part relevons des exemples d'un enseignement academique calque sur le 
modele europeen, dispense au moyen de cours dans les ateliers d'artistes et dans 
les ecoles. Ce type de formation en beaux-arts correspondait davantage aux 
references culturelles entretenues par un journal comme le Star, organe d'une 
communaute anglophone pour laquelle la peinture, entre autres, signifiait 
surtout des genres intimistes tels le portrait, le paysage et la scene de genre. Les 
cours offerts par l'ecole du Conseil (une ecole d'arts et metiers structuree sur un 
modele britannique19) et par les Harris, Bird, Harlow, Raphael et Gray, sont a 
ranger de ce cote. 

D'autre part, on note dans l'article du Star des cas de formation re<;:ue en 
executant une tache remuneree, tributaire d'un apprentissage traditionnel en 
atelier 20. Cette situation «renouvelee» est celle qui prevalut aux ateliers Hebert 
et Meloche. Producteurs d'oeuvres essentiellement destinees a la decoration 
d'edifices ou de sites publics, ces ateliers evoluaient d'ailleurs en une sorte de 
continuite des anciens ateliers de type corporatif. 

On connait certes a Hebert au moins un eleve particulier (sans doute 
payant). Il s'agit de Raymond Masson (1860-1944), membre de la famille du 
dernier seigneur de Terrebonne et futur sculpteur dilettante qui, vers 1883, a la 
suite d'une recommandation de son professeur de dessin, Napoleon Bourassa, 
prit des le<;:ons de modelage avec Hebert et Gratton21• Mais il semble qu'Hebert 
n'ait pas normalement enseigne dans son atelier. A l'instar de Meloche, lui aussi 
professeur a l'ecole du Conseil (il enseignera la peinture decorative a partir de 
188622), Hebert preiera enseigner dans un contexte scolaire. 

Formes tous les deux en tant qu'apprentis dans l'ambiance traditionnelle 
de l'atelier Bourassa, au moment de la decoration de la chapelle Notre-Dame
de-Lourdes (epoque 1873-79), Hebert et Meloche pratiquaient une variante 
«evoluee» de l'atelier d'antan. A la maniere d'autrefois, ils dirigerent seuls leur 
atelier respectif, en se faisant aider par un personnel restreint, et ils realiserent 
une production personnalisee. Simultanement, ils se comporterent davantage 
comme des patrons vis-a-vis de leurs employes salaries, qu'en maitres responsa
bles de jeunes apprentis. 

L'organisation de l'atelier Bourassa au temps de la chapelle Notre-Dame
de-Lourdes se ressentit deja de cette transformation. Se referant, de son propre 
aveu, aux ateliers qui firent la gloire de Sienne, Florence, Perouse, Milan, Rome 
et Venise23 , Bourassa alla jusqu'a heberger Hebert, a le prendre en main comme 
un pere, a la maniere ancienne. Mais en meme temps, le maitre accorda a 
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l'ensemble de son «personnel», qu'il appela tantot ses «apprentis», tantot ses 
«eleves», «un salaire suffisant pour alleger leurs parents du fardeau de leurs 
etudes»24. A ce sujet, Naphtali Rochon, autre apprenti du chantier de la chapelle 
Notre-Dame-de-Lourdes, confia plus tard a l'une des filles de Bourassa que les 
apprentis de la premiere heure avaient ete remuneres pour leur travail a la 
chapelle, mais non pas pour le travail accompli a la residence du maitre dans le 
cadre d'une formation preparatoire ou parallele25. 

Il semble que les trois «pupils» rencontres chez Hebert en 1885 par le 
Montreal Daily Star soient Gratton, Laperle et peut-etre Masson26; aupres de 
Meloche, reconnaissons ]oseph Franchere, ]oseph Saint-Charles et Pierre
Napoleon Saint-Charles27. Or, a la maniere des jeunes admis a l'atelier Bourassa 
(periode 1873-79), tous sauf Masson, proposons-nous, travaillerent a l'atelier 
comme personnel salarie, quitte a completer leur formation en s'inscrivant aux 
cours que leurs patrons ou d'autres artistes enseignaient dans les ecoles (il 
semble en effet que tous suivirent des cours a l'ecole du Conseil et a l'Institution 
Nationale). 

Louis-Philippe Hebert avait lui-meme eu recours a ce type de formation 
bipartite (atelierlecole). Entre a l'atelier Bourassa en 1873, il profita d'une 
formation complementaire offerte par son maitre en modelage, et peut-etre en 
dessin, a l'ecole du Conseil des Arts et Manufactures28 • Hebert perpetua la tradi
tion. 

La distinction entre apprentis/employes et eleves ressort davantage dans 
le groupe qui frequenta l'atelier Bourassa de 1880 a 1883, c'est-a-dire, les 
Raymond Masson, ].-A. Marois et Gabriel Marchand29. Ceux-ci prirent des 
le~ons habituellement payantes tout comme les eleves denombres en 1885 dans 
les ateliers des artistes anglophones de Montreal, soit les Harlow, Raphael et 
Gray. 

Resultant de la confusion engendree par une utilisation inexacte des 
concepts d'eleve payant et d'employe salarie, l'expression amplifiee de «premier 
eIeve» (comme celle de «premier aide» )30, appliquee a Gratton par rapport a 
Hebert, apporte, croyons-nous, une precision chronologique revelatrice d'une 
relation privilegiee au niveau de la transmission d'un savoir, d'une attitude. 
L'expression denote une distinction hierarchique parmi les eleves d'Hebert telle 
que per~ue par les contemporains. Cette distinction peut expliquer aussi 
l'expression «eleves particuliers»31 utilisee pour decrire Franchere et ]oseph 
Saint-Charles a !'atelier de Meloche. 

Le concept cl'employe 
Il est revelateur qu'aucun des contemporains de Gratton n'ait utilise le 

mot apprenti pour qualifier la position tenue par celui-ci face a Hebert. On 
prefera le concept d'employe. La transformation des relations en milieu de 
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Les ateliers Hebert et Meloche ont du garder, comme nous l'avons deja 
propose, le souvenir des ateliers traditionnels, quand ce ne semit qu'a cause du 
nombre restreint de leur personnel, et du modele d'atelier que leurs jeunes 
patrons avaient connu aupres de Bourassa. Notons que Meloche resta particu
lierement marque par la maniere bourassienne, transposant dans son enseigne
ment de la peinture decorative a l'ecole du Conseille concept traditionnel de la 
formation par la pratique. En effet, Meloche guida ses eleves dans l'execution 
de peintures murales (ils decorerent l'interieur de l'eglise presbyterienne de la 
rue Saint-Gabriel, alors desaffectee, et la gran de salle du Monument NationaPS). 

En revanche, temoignant d'une situation transitoire similaire a celle 
per<;ue a l'atelier Hebert, les sources documentaires sur l'atelier Meloche parlent 
plutot d'employes que d'apprentis. Le statut d'employe ne fait nul doute dans le 
cas de ]oseph Saint-Charles. Lui ecrivant en 1888, alors qu'il avait decide de 
parfaire sa formation en Europe, Meloche lui dit: «Depuis 4 ans que tu fais 
partie de mon personnel d'atelier, j'ai pu constater des progres toujours 
croissants chez toi»36. Le mot «personnel» renvoie au concept d'employe. 
Remarquons cependant que ]oseph Saint-Charles, selon nos calculs, entra a 
l'atelier en 1884 a l'age de 16 ans, tout comme ]oseph Franchere, son confrere, 
y avait ete admis en 1883, a l'age de 17 ans. Pour eux, il s'entend qu'ils aient 
fonctionne davantage comme apprentis, tout employes qu'ils fussent, acquerant 
leur formation au travail, a l'exemple de Laperle. 

Par contre, Pierre-Napoleon Saint-Charles, frere de ]oseph et troisieme 
employe de Meloche, etant entre a l'atelier en 1885 a l'age de 22 ans, donna 
aussitot plein rendement. L'employe fit dire a son sujet: 

M. St-Charles [ ... ] entra, comme apprenti peintre-decorateur, chez M. 

Lavoie & Beaulieu, a l'age de seize ans, avec un engagement pour 

quatre ans, et sortit de cet atelier, apres six ans, avec les meilleurs 

certificats. De la, il travailla pour M.E. Meloche, peintre-decorateur 

d'eglises, chez qui il resta quatre ans et qu'il quitta au grand regret de 

son patron3? 

Ainsi se distingua-t-il de ses confreres par une solide formation precedem
ment acquise, comme Gratton chez Hebert. 

Role de Gratton a l'atelier Hebert 
Vu son experience aupres de Bourassa a la chapelle Notre-Dame-de-Lourdes, 

Hebert fut sans doute en mesure d'offrir a Gratton, statuaire amateur en 1877-79, 
l'occasion de se perfectionner. Gratton indiqua qu'il se rapprocha d'Hebert parce 
qu'il voulait «perfectionner les connaissances de son art, connaitre la sculpture 
depuis les moindres ornements jusqu'aux statues academiques,,38. 

S'il chercha a ameliorer sa pratique de la statuaire, Gratton ne put sure
ment esperer apprendre grand-chose d'Hebert en matiere d'ornements. En effet, 
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d'a/de, de collaboratellret d'assoC/e utilises pour le qualifier cn tant qu'cmploye 
(soulignons que Granon ne s'cSt jamais .. associe~ commc [CJ il Hebcrt). 

Jouant en somme le role dc chef d'atelier, comme sans dallte Pierre
Napoleon Saim-Charles chcz Meloche, Granan J. pu assumer des responsablll· 
tes accrues rappelanl en quclque sane la position tcnue jadis par le compagnon 
dans le contexte de l'atehcr traditionnel. Cc dcrmer pouvait s'occupu non 
5eulemenl de la production mais voir a la formation des apprentis er des autres 
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"g, f LOUI.)·Ph,lippe Htbm, Sainl-Joscph, 1879·8~ (Olmdo Grmon, 
~ollaooraleur 1881·87), OOL§ monochrome omt d'un fIIel dore 
el de plerre~ SC'm'·prtcieu~, c;I.{htdrlle None· Dame 
d'Olll\'-a. (photo: Daniel KallmLer.kL, New York l 

compagnons. Avec la monrce de l'industrlalisation, cl;'ne pratique avalt donnc 
lieu :t la position de chef d'atelier, II;' maitre-artisan se rcservant la gl;'stion de la 
boutique. 

Ce rrcs Gr;lt[on possedalt I'experrise necessaire pour dlriger Lape rl e. 
~ I algrc les progres que ce dernier a rapidement realises (des 1884 11 remplac;a 
son patron Zl la direction du cours de sculpture sur bois 3 I'ccole du Conseil )oW, 
I1 parait forr probable qu'it existat 3 I'atelier une hierarchic subordonnant 
bperle it Grarron. Le fait que Raymond Masson alia s'iniuer :lU modelage 
aupres d'Hebert Cl de Granon :lIars que Laper!e eta it deja Sur !es lieu:.: appuie 
cene h)pothese. Dc meme, c'est Gratton qUI formera plus tard une association 
avec Laperle; et c'esl Granon qUI. aprcs leur sepa ration, conservera l'atelier . 

. \1 



fig. 6 Alrhrr Loul~.Philippt' He~n, 
O;lnid, 188}·87, bois lrrm, 
b;lslllqu~ NOIK·O;lme d~ MomruJ. 
PhOto: mlnlSlrtt des AfiJ.lres 

cuhurdlc-<> du Qudxc, .\Iomrra] 

Nous osons crOlre que Granon participa meme J la conceprion des 
oeunes commandees (;l.\'ec routes les bmues alon imposees en matlere de 
srarU31re religieuse ). De 1881 a 1888, I'atelier connut une produCtion considera
ble. Quand Granon emra en fonctions, Hebert s'affalrait deja a la sr3tu.lire de 
bois destlnee a la cathcdrale Notre-Dame d'On,lwa (figs 4 et 5), vaste pro
gramme sculptural qUI I'occupa lusqu'cn 1887. S'ajoutJ, entre autres comman
des religicusc~, celle de~ !>tatues de bois commandCe!> pour la Cbaire de Veme 
(fig. 6) de J'eghse (I'actuelle basilique) Notre-Dame (Montreal, 1883-87). 
Durant la meme perlode, Hebert emama une carriere comme sratuaire comme
moratif prodUl~ant quatre bronzes de dimensions heroiques; De Salaberry 
(1880-81, Chambly); SIr C.-t. Cart/er (J882-85, Ottawa); Monsetgneur J.·D. 
Dez.lel (1885, Levis); u Grand Lllca"e Edollard Crevier 1888, ~tanevilJe)'u. 

En rant qu'emplop!. Granon eur I'occasion de pratiquer routes les technt
ques el de mettre la malO .i. tout genre d'ouvrage allant de la taille en bois 
d'ornements et de s(arue~ (y compris la fabrication d'oeuvres en metal repousse 
sur bois) jusqu'all modelagc en argile des modeles rcqllis pour I'elaboration des 
bronzes. De plus, il cut I'occasion de s'initier a la prepamtion des moules pour 



(lg." Aldler L()ul\-PhilIPIX' Hcberl iatlrlbue ii Ohndo Grlnon), 
S3cre-Cocur ~'i3n~ coeur:. I'er<; 1885-88, bOls Il'rm$. 128.1 tm, 
Galerlt de rUnil'l:r'iite du Quebec ,I .\Iomre.ll. Pro"lem d~ la 
Ch.lpd!e \Juc-Coeur de rlln~ienne eghs.e ~.Il1lt-J.l~qU~, 
Monm'31. ,Photo: i\:orman I'.IUI. 0[[.IW3) 



fIg 8 Atchcr LOUJ~-Phlhppt Hthtn_ Aiml dc la dUlptlle Sacrc-Cotur 
de I'ancienne ~,st S~"nl -JacqutS, Monlr~al. \'cr§ 1885-IHI. 
I'hmo, Ar"h,\'c, du 'itmm.1lre de SJtnt·SUlpl"C, \tontreJl, 

le eoulage CIl platte. en oment et en bronze. Bref, pretcndH Ll Presse .tu ~ulCt 

de Grattoll er de Llpcrle ill'atelier Hebert: " ils om tt;waillc a tou rcs Ics ocuvrC\ 
d'art qUI en som ~ort ics ... Ct le quotidien d'<:lt0uter: .. M. Hchert.l eu ralson de 
faire reposer [a reputation de son etablissemene su r ecs deux confreres*·l. 

Certatnes oeune~ de I'.lteher sone restees speciaJcmcnt as\ociccs .1 (irat
ton, "Premier elhe" et "premier "ide".le sculptcur a toujours considere cOll1me 
faLsant partic de ses oetl\res la statuaLrt' de la cathedrale d'Onawa, affirmant 
qu'il ava ir ete pour ce projet "Collaborateur a\ec Hebert*~ l. Mcme Bruno 
Hebert, l'cxegcrc dc Louls-Phlhppe, a ecrir que cc demier :l\'a it ere .. SecondC 
par [ ... 1 I'excellent Ohndo Granon,,«. En 18~9·80, Hcbert avalt dejil reali",e 
quclqucs ounagc~ pour Ottawa, dont les bas-reliefs d'un .lulcllal(~ral :tmsi que 
les Slawes de saint Jean-B.aptiste et de saint Parrice. En 188"1, I'atelier 01110111 



frs,9 Atelier Louls·Ph,hppr Htben, AUld de la Salnlt Face, blm 
"rrm~, l>a~lhqur Sallllr·Anllr·dr·BC'Juprt, 1888. PhOto: hur 
llldell Ikauheu. ~all1lC'·Alllle·de·lk~upre 

pouvoir s'enorgucillir d';lVOIr contnbue au decor d'une douz.llne de ba~-reliefs 
et de plm de clIlqu.mte starues"l. 

Le nom de Gr,ltwn e~t cgalemen! ranachc au Sacre,Cocllr (assis Sllr un 
m)ne et :1ulourd'hul prive de son coeurj Galerie de l'UllIversitc du Quebec. 
Montreal) (fjg. 7) qUI ornait autrefois I'autcl de la chapelle de cc nom en l'cglise 
Sa1l1t-Jacqucs de Montreal. Lmtel SOrlll de I'ateher Heben \'crs 1885·SS·1> 
(fig. 8). La ~tarue arant ete attribuee 3 Grattan, on pourra supposer que I'autcl 
do it une bonne pari de sa fabrication a I',lncicn ebcm~te-ornemalllstc·~.De 
meme, Gratlon dut rnenre la main a I'cxccution de l"amcl, dil de la SOIflte Face 

(figs 9 et 10), offen a la basilique Saime-Anne-de-Beauprc ( IS88 ). Au SUlet de 
ce second aute!, soulignons qu'il fut liHe a la fin de juillet 1888~~. Cotnme 
Hcben ctalt rCinstalle a Paris depuis le mm .. de tnai~\ il est probable que les 
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employes (ou anciens employes) se soient charges de la construction de l'autel, 
y compris la taille des bas-reliefs et des statuettes qui le decorent. De meme, la 
realisation du bas-relief de la Cene, sculpte en 1887 pour l'eglise Saint-Henri
des-Tanneries (Montreal), avait cOincide avec une absence prolongee du 
patron50. 

Enfin, citons le cas des «sculptures» (main tenant disparues) de l'ancienne 
eglise Saint-Luc, pres de L'Acadie (1886) qui furent «faites sous la surveillance 
de M.L.P. Hebert [ ... ] »51. Entendons par la executees par les employes. 

Cas specifiques d'ambigulte quant a la relation Hebert-Gratton 
Reconnu par ses contemporains pour sa modestie et son souci de perfec

tion52, Gratton, selon ses neveux et nieces, ne s'est pas avantage a travailler aussi 
longtemps pour Hebert. D'apres eux, plusieurs des oeuvres de leur onele furent 
attribuees au plus celebre53. Dans le cadre de la production de 1881 a 1888, la 
confusion s'explique par le fait que Gratton etait employe. L'experience de la 
maison Gratton & Laperle, cependant, en tant que continuatrice de la preceden
te, donna suite a de reelles erreurs d'attribution. Acceptant de completer telle 
commande confiee a leur ancien patron, profitant de tels autres contrats 
qu'Hebert leur ceda, occupant meme son atelier durant son absence, les 
nouveaux partenaires ont facilite les meprises. 

La statuaire exterieure de l'eglise Saint-Henri-des-Tanneries (Montreal) 
illustre bien les diverses fas;ons dont s'est effectuee la transition. Nous avons vu 
que l'atelier Hebert produisit un bas-relief pour le maitre-autel de cette eglise en 
1887. Des fevrier, la paroisse avait commande au patron, pour l'ornementation 
de la nouvelle fas;ade du temple, un Saint Henri (Musee du Quebec) en cuivre 
repousse sur bois, et deux hauts-reliefs, Notre Seigneur pardonnant a Madeleine 
chez Simon (fig. 11) et la Remise des clefs a saint Pierre, oeuvres en ciment 
semble-t-il, aujourd'hui detruites. Le projet ayant ete retarde, Hebert ceda la 
commande du Saint Henri a Gratton et Laperle. Les deux successeurs fas;onne
rent la statue en 1890 a titre autonome, la fabrique leur versant pleine remune
ration54. Les hauts-reliefs par contre demeurerent l'oeuvre d'Hebert qui prepara 
les dessins ou moddes avant de confier l'execution des travaux a Gratton et 
Laperle. Pendant deux ans (1888 a 1890), la presse montrealaise temoigna des 
progres accomplis, en prenant so in de reconnaitre a chacun son merite. Le fait 
que la paroisse acquitta les frais directement a Hebert55 confirme les roles. 

Sur le plan de la stylistique des oeuvres de l'atelier Hebert, periode 1881-88, 
il est difficile de preciser la part attribuable a Gratton. Grosso modo, la statuaire 
qu'il produisit en societe avec Laperle, puis seul, afficha une linearite et une 
certaine rigidite inherentes au medium de la sculpture sur bois. Ces traits 
caracterisent une gran de partie de la production religieuse du premier atelier 
Hebert. Exceptionnellement, les hauts-reliefs de l'eglise Saint-Henri offrent une 
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fig. 10 Dcr<lil de b fig. 9: le Chrisl aux ourrages. (photo: Frere Lucien 
Ikaulleu, S:lIme·Anne-dl."·IkJuprt') 

fig. 11 Louis.Philippe Hebert (dessin ou mode-le), Olindo Gr~t!on 1.'1 Philippe LaperJe (exc:cution), 
NOIre Seigneur pardonnant a Made1eine don Simon, 1888·90, Icimentl.143 x 304 cm 
envlron, detruit. Omail la fa .. ad~ de l'ancienm."' cgli5l." Saim·Henn·des·T.1nneries, 
Monlrbl. (Photo: Abbe Gerald Quintal, Monm:<ll ) 
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(rg. 12 Olrndo (,rmon, La Ctne, 1923, bor5 "erni, 42.72 lC 152,4): 
2$,4 cm, Cgllse SJlnt-Vialcur d'OUlr('mont. ,Photo: Damd 
t.:,lZlmler)k" New York: 

(rg_ Il Detail de la hg. 12, Judas, uint Pic~ ct saint Jean Photo: 
Damel t.:atlmltr.kl, Ne .... York) 

frg. 14 1Rt:l11 dc la fig. 12: saint Thom:l.S, salnl Jacqucs le nUD(ur Cl 

Salnl PhIIIW- PhOIO: Damel t.:allmltnkl, ~c ... York 



heureuse occasion de percevoir dans une oeuvre d'Hebert la main de Gratton. 
D'etonnantes similitudes se degagent d'une comparaison, au niveau de la 
facture et de certaines physionomies, entre le haut-relief figurant Marie
Madeleine et des oeuvres ulterieures de Gratton. Voir par exemple la quasi 
ronde-bosse de la Cene (figs 12, 13, 14) sculptee pour le maitre-autel de l'eglise 
Saint-Viateur d'Outremont (1923) et le bas-relief intitule Madeleine aux pieds 
de Jesus (Comite de construction et d'art sacre, Archeveche de Montreal) 
(fig. 15), taille pour un des confessionnaux de l'eglise Sainte-Catherine
d'Alexandrie, Montreal (vers 1926). On comprendra alors que Gratton ait 
classe sans gene les hauts-reliefs de l'eglise Saint-Henri parmi ses realisations56 • 

L'etude des concepts utilises pour definir la position que Gratton occupa 
vis-a-vis d'Hebert de 1881 a 1888 a donc perm is de lever le voile sur le fonction
nement du premier atelier Hebert. Il s'en degage un exemple de la transforma
tion des conditions regissant l'apprentissage du metier et la repartition des 
taches au sein d'un petit atelier d'art a Montreal a la fin du XIxe siecle. En plus 
de se faire eleve, employe, aide, collaborateur et, en etirant le sens du mot 
«associe», Gratton aura meme joue aupres de son contemporain le role de chef 
d'atelier. Ce titre fait etat de la position hierarchique que le sculpteur a tenue et 
qui lui servit par la suite pour entamer sa propre carriere. 

BERNARD MULAIRE 
Etudiant de 3e cycle 
Departement d'histoire 
Universite Laval 

Notes 

Le sujet de cet article a d'abord ete aborde dans un memoire sur Olindo Gratton que no us avons 
redige en 1986 dans le cadre de la maitrise en etudes des arts a l'Universite du Quebec a Montreal. 
Nous tenons a remercier notre directeur de recherche, le professeur Robert Derome, qui nous incita 
a clarifier la terminologie employee pour decrire la relation Gratton-Hebert. Notre reconnaissance 
va encore a Monsieur Andre Laberge qui, pour la preparation de cet article, nous a fourni des 
renseignements et des commentaires. 

En ce qui a trait aux grandes lignes de la vie et de la carriere d'Olindo Gratton, nous renvoyons 
le lecteur au catalogue de I'exposition, Olindo Gratton (1855-1941): Religion et sculpture que nous 
preparons pour la Galerie de l'Universite du Quebec a Montreal. Cette exposition se tiendra du 12 
octobre au 19 novembre 1989. Le catalogue paraitra aux Editions Fides de Montreal. 

2 Sur l'esthetique bourassienne, voir: Raymond VEZINA, Napoleon Bourassa (1827-1916), 
Introduction a !'etude de son art, Montreal, Editions Elysee, 1976, pp. 143-165. 

3 L'etalement chronologique des concepts utilises de 1884 a 1983 pour definir la relation 
Gratton-Hebert est donne avec references in Bernard MULAIRE, Etude de la carriere et de l'oeuvre 
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du sculpteur quebecois Joseph-Olindo Gratton (1855-1941), Montreal, Universite du Quebec 
(maitrise en etudes des arts), novembre 1986, pp. 74-78. Deux ouvrages parus recemment ont 
privilegie le terme d'eleve: Alfred LALIBERTE, Les artistes de mon temps, texte etabli, presente et 
annote par Odette Legendre, Montreal, Les Editions du Boreal Express, 1986, pp. 65-66; et John 
R. PORTER et Jean BELISLE, La sculpture ancienne au Quebec, Trois siecies d'art religieux et 
profane, Montreal, Les Editions de I'Homme, 1986, p. 390. In LALIBERTE, p. 65, O. Legendre a 
repris le concept d'associe. Enfin, Norman PAGE, La cathedrale Notre-Dame d'Ottawa, Histoire, 
architecture, iconographie, Ottawa, Les Presses de l'Universite d'Ottawa, 1988, p. 97, a introduit 
la variante d'adjoint. 

4 Le lien Dauphin-Brien dit Desrochers a premierement ete souleve par Nicole CLOUTIER, 
«Desrochers (Derocher, Brien, dit Derocher, Brien, dit Desrochers), Urbain», Dictionnaire 
biographique du Canada, vo!. VIII, Quebec/Toronto, Presses de l'Universite LavallUniversity of 
Toronto Press, 1985, pp. 242-243. 

5 «Olindo Gratton, Artiste», Biographies Canadiennes fran~aises, 7< an nee, Montreal, publiees 
par Raphael Ouimet, 1927, p. 80. 

6 «Notes locales. Monument Maisonneuve», La Minerve, Montreal, 20 mai 1879, p. 1; et 
«Notes locales», La Minerve, 21 mai 1879, p. 1. L'idee d'un memorial au fondateur de Ville-Marie 
avait ete lancee par Napoleon Bourassa. En 1879, celui-ci dessina un modele de monument qu'il fit 
executer par Louis-Philippe Hebert. Voir: Bruno HEBERT, Philippe Hebert sculpteur, Montreal, 
Fides, 1973, p. 50; «Le Monument Maisonneuve», L'Opinion Publique, Montreal, 17 avril 1879, 
p. 182 (illustration p. 183). 

7 Anne BOURASSA, Un artiste canadien-fran~ais, Napoleon Bourassa, 1827-1916, Montreal, 
s.e., 1968, p. 29. 

8 A propos de I'ecole, Bruno HEBERT a ecrit in Philippe Hebert sculpteur, op. cit., p. 53: 
«l'ecole de sculpture vivote - il n'y a guere de travail que pour un seul homme». Hebert se vit alors 
oblige de se chercher du travail ailleurs, ce qui I'amena it fonder son propre atelier (voir infra, note 12). 

9 Notice sur N.D. de Lourdes, Montreal, s.e., 1883, p. 24. Voir aussi: «M. ].A. Lucien Benoit», 
Souvenir Maisonneuve, esquisse historique de la Ville de Montreal avec Portraits et biographies de 
quelques-uns de nos Canadiens-fran~ais distingues, Montreal, La Compagnie de publication 
Maisonneuve/Desbarats & Cie, Graveurs et imprimeurs, vers 1895, p. 158. Les renseignements pour 
les notices biographiques ont dil etre fournis par les personnes elles-memes. 

10 Madame Anne Bourassa, Montreal, copie d'une note manuscrite extraite des papiers 
Napoleon-Bourassa relative aux sommes qu'il a versees du 4 juillet au 12 septembre 1874; entre autres, 
le 1 ec aoilt: «Payes it Jos. Brunet (Certificat de Lortie) 370,39». Voir aussi les Archives nation ales du 
Quebec, Quebec, fonds Famille-Napoleon-Bourassa (ANQQ-FFNB), boite P418/9, dossier Chapelle 
Notre-Dame-de-Lourdes - 11 -: «Renseignements de Rochon» (une note en marge concernant 
Arthur Vincent pose la question, «tail!. marbre?»). 

11 Napoleon BOURASSA, «Causerie artistique», Revue canadienne, Montreal, vo!. IV, nO 12 
(decembre 1867), in Roger LE MOINE, Napoleon Bourassa, I'homme et I'artiste, Ottawa, Editions 
de l'Universite d'Ottawa (Cahiers du C.R.C.C.F., 8), 1974, pp. 212-213. 

12 Les contemporains de Gratton ont tous propose l'annee 1881 comme date de son entree it 
I'atelier Hebert, de «M. ].0. Gratton», Souvenir Maisonneuve, op. cit., p. 154, jusqu'it ].-Albert 
PILON, «].-Olindo Gratton, sculpteuf», in Cahiers historiques: histoire de Sainte-Therese, 1789-
1939, Joliette, I'Etoile du Nord pour la Societe historique de Sainte-Therese-de-Blainville, 1940, 
p. 285. Le lieu de I'atelier Hebert en 1881 a pu contribuer it la meprise, tant de fois repetee, voulant 
que Gratton ait ete I'apprenti de Bourassa sur les chantiers de la chapelle Notre-Dame-de-Lourdes. 
Bref, aucun document ne prouve cette assertion redevable, semble-t-il, it Romain GOUR, Philippe 
Hebert, sculpteur et statuaire, Montreal, Les Editions Eoliennes, 1953, p. 8. Bourassa ne l'a pas 
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nomme dans ses ecrits ni dans ses papiers. Aucun des anciens apprentis, parmi ceux qui ont laisse 
des souvenirs de leur experience chez Bourassa, ne l'a mentionne, ni Hebert, ni Rochon, ni Benoit. 
Gratton lui-meme n'en a jamais souffle mot. La meprise decoulerait du fait que lorsqu'Hebert fonda 
son premier atelier a l'automne de 1879, il s'installa dans un coin du nouvel atelier de Bourassa, au 
7 rue Sainte-Julie (l'actuelle Place Christin), les deux hommes partageant le meme espace au moins 
jusqu'en 1882. Voir GOUR, Philippe Hebert ... , op. cit., p. 10; et Archives municipales, Montreal, 
roles d'evaluation (AMM-RE) du St. Louis Ward (1879), vo!. 7, p. 7056, et (1882), vo!. 7, p. 7070. 
C'est seulement dans le contexte de cet atelier partage, ou encore dans celui de l'ecole de sculpture 
et de statuaire canadienne que nous avons evoquee dans le texte, que Gratton aurait frequente 
Bourassa. La force de la personnalite de Bourassa aurait suffi toutefois pour impressionner Gratton 
a jamais. 

13 En 1882, Hebert etait deja proprietaire du 34 rue Labelle. Voir AMM-RE, St. James Ward 
(1882), vo!. 8, p. 88. L'annee suivante il occupait un deuxieme atelier au 81 rue Berri; Lovell's 
Montreal Directory, ci-apres Lovell (1883-84), Montreal, Lovell printing and publishing company, 
1883, p. 363. La cession de l'atelier du 34 rue Labelle aux «anciens employes» Gratton et Laperle 
fut annoncee in «Atelier Hebert», La Presse, Montreal, 20 avri11888, p. 4. 

14 Jean-Baptiste LAGACE a accorde a Louis-Philippe Hebert le titre de sculpteur national in 
«Louis-Philippe Hebert et son oeuvre», La Revue Canadienne, Montreal, tome XXXIX, vo!. I 
(1901), pp. 35,38. Nous ignorons toutefois si Lagace fut le premier a le faire. 

15 Archives nationales du Quebec, Montreal, fonds Societe-Saint-Jean-Baptiste (ANQM-FSSJ), 
No 3 Minute Book, Council of Arts and Manufactures of the Province of Quebec. From 9 Aug. 
1881 to 10 May 1887, pp. 123, 125; et Archives de I'Universite du Quebec a Montreal, fonds Conseil 
des Arts et Manufactures (AUQAM-FCAM), dossier 32P9/5: rapports d'assiduite au caurs 
d'anatomie, fevrier a avri11886. 

16 «Arts et Manufactures», La Minerve, 2 fevrier 1884, p. 1. 

17 «Trois superbes statues», La Presse, 4 juillet 1889, p. 4: «a travaille pendant six ans avec 
M. Hebert». Comme Hebert quitta Montreal en 1888, Laperle serait entre a l'atelier en 1882. 

18 «Our Artists at Work», Montreal Daily Star, Montreal, 14 mars 1885, p. 2. Harrington Bird 
enseignait le des sin au High School of Montreal; voir Lovell (1884-85), p. 762. 

19 Pour un historique de l'ecale du Conseil des Arts et Manufactures de Montreal, voir Andre 
COMEAU, Institutions artistiques du Quebec de l'entre-deux-guerres (1919-1939), Paris, Universite 
de Paris I - Pantheon-Sorbonne (these de doctorat en histoire de l'art), novembre 1983, pp. 75-140, 
chapitre II: «Monument National». 

20 Concern ant le fonctionnement des ateliers traditionnels au Quebec, voir Pierre H. AUDET, 
Apprenticeship in Early Nineteenth Century Montreal, 1790-1812, Montreal, Concordia University 
(a Master's Thesis in History), 1975 et Jean-Pierre HARDY et David Thiery RUDDEL, Les 
apprentis artisans a Quebec 1660-1815, Montreal, Les Presses de I'Universite du Quebec, 1977. 
PORTER-BELISLE, op. cit., compte aussi un chapitre sur les «Maitres, compagnons et apprentis» 
(pp. 155-174). 

21 ANQQ-FFNB, boite P418/7, dossier Notes Documents biographiques 2: «Notes de 
Mr Raymond Masson 1930». 

22 ANQM-FSSJ, No 3 Minute Book ... (deja cite), p. 394. 

23 Napoleon BOURASSA, «Causerie par M. Bourassa a la chapelle Notre-Dame-de-Lourdes 
de Montreal, Le 22 juin 1880», in LE MOINE, Napoleon Bourassa ... , op. cit., p. 224. 

24 Ibid., p. 223. 

25 ANQQ-FFNB, boite P418/9, dossier Chapelle Notre-Dame-de-Lourdes - 11 -: «Rensei-
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gnements de Rochon». Bourassa nota les sommes qu'il versa a ses apprentis/employes couvrant des 
periodes de six a vingt-cinq jours; figurent entre autres les noms d'Hebert, Meloche, Rochon, 
Painchaud et Benoit (la copie d'un document extrait des papiers Napoleon-Bourassa fournie par 
Mile Anne Bourassa, Montreal, l'atteste). Le prenom de Rochon est tire de Christiane BEAU RE
GARD, Napoleon Bourassa: La chapelle Notre-Dame-de-Lourdes a Montreal, Montreal, 
Universite du Quebec (memoire de maitrise en etudes des arts), avril1983, p. 66. 

26 En depit de ce que no us avons avance dans notre memoire de maitrise (MULAIRE, Etude de 
la carriere ... , op. cit.), il faut renoncer a voir a l'atelier Hebert une presence significative de Maurice 
Cullen (1866-1934). Romain GOUR, in Maurice CuI/en, un maitre de ['art au Canada, Montreal, 
Les Editions Eoliennes, 1952, p. 6, affirma: «Des 1886, Cullen entre a l'atelier de Philippe Hebert 
ou il etudie trois ans». Or, comme Hebert et Cullen partirent pour Paris en 1888, no us avions 
propose que Cullen avait dil entrer a l'atelier vers 1884 ou 1885. Quant a Sylvia ANTONIOU, 
Maurice CuI/en, 1866-1934, Kingston, Agnes Etherington Art Centre (Queen's University), 1982, 
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ANNEXE 

LISTE SOMMAIRE DES OEUVRES 
PRODllTES PAR L'ATELIER LOllS-PHILIPPE HEBERT, 
MONTREAL, 1879-1888* 

a. Mobilier d'eglise 

1881 Bas-autel, [bois]. Eglise Saint-Wenceslas, 
Nicolet. 

1882 Consoles (deux), [bois]. Sanctuaire de la 
cathedrale de Trois-Rivieres; non localisees. 

[1885] Autel, bois. Chapelle Sacre-Coeur de 
l'ancienne eglise Saint-Jacques, Montreal; non 
localise. 

1888 Chaire, [bois]. Eglise Sainte-Marie, 
Montreal. 

1888 Autel de la Sainte-Face, bois. Chapelle de la 
Sainte-Face de la basilique de Sainte-Anne-de
Beaupre; crypte de la basilique. 

b. Statuaire religieuse 

1879-80 Saint Magel, Sainte Marthe, Saint Lazare, 
rondes-bosses, moulees [ciment]. Eglise du Cap
de-la-Madeleine; oeuvres detruites. 

[1879-80] Notre-Dame de la Misericorde et une 
Malheureuse, rondes-bosses, bois et pliitre. 
Chapelle de I'hOpital des Soeurs de la Misericorde 
(actuel hOpital Jacques-Viger), Montreal. 

1879-87 Bas-reliefs (une douzaine) et Statues (plus 
de cinquante), bois. Sanctuaire de la cathedrale 
Notre-Dame, Ottawa (Olindo Gratton, 
collaborateur de 1881 a 1887). La liste complete 
de ces travaux est donnee in Bruno HEBERT 
(1973) et Norman PAGE (1988); voir ci-apres la 
Bibliographie de la liste sammaire des aeuvres. 

1881 Sainte Anne (gisant), ronde-bosse. Eglise 
Saint-Wenceslas, Nicolet. 

1882-83 Sacre-Coeur de Jesus et Sacre-Coeur de 
Marie, rondes-bosses. Sanctuaire de la cathedrale 
de Trois-Rivieres; non localisees. 

1883 Sainte Anne, ronde-bosse. Oeuvre livree a un 
abbe peladeau. 

1883 Saint Michel Archange, Saint Jean 
I'EvangeIiste et Sainte Anne portant la Vierge dans 
ses bras, rondes-bosses, bois. Chapelle Notre
Dame-de-Lourdes, Montreal. 

1883-87 Statues, Statuettes et Bas-relief (quelque 
37), bois. Oeuvres destinees a I'ornementatian de 
la Chaire de Verite, de I'autel du Sacre-Coeur et 
d'un meuble de la sacristie. Un Catafalque. 
Basilique Notre-Dame, Montreal. La liste 
complete de ces travaux est donnee in Bruno 
HEBERT (1973); voir ci-apres la Bibliagraphie de 
la liste sammaire des aeuvres. 

1884 Laissez venir a moi les petits enfants, bas
relief, bois. Ornait l'autel de la chapelle du college 
de Joliette; Musee d'Art de Joliette. 

1885 Sainte Agnes, ronde-bosse, bois. Chapelle 
Notre-Dame-de-Lourdes, Montreal. 

[1885-87] Vierge a I'Enfant, ronde-bosse, [ciment] 
recouvert de feuilles d'or. Portail de la chapelle 
Notre-Dame-de-Bonsecours, Montreal. 

[1885-88] Statuaire, bois. Ornait l'autel de la 
chapelle Sacre-Coeur de l'ancienne eglise Saint
Jacques, Montreal. 

Ange au phylactere (deux), bas-reliefs, peints et 
rehausses d'un filet dore. Musee d'Art de 
Joliette. 
Ange thuriferaire (deux), hauts-reliefs, 
polychromes. Parcs Canada, Quebec 
(EC81.12.1.-2); exposes au Fort Chambly). 
Deux Anges au phylactere, bas-relief, peint et 
rehausse d'un filet dore. Non localise. 
Sacre-Coeur (ass is sur un trone), ronde-bosse, 
verni; attribue a Olindo Gratton. Galerie de 
l'Universite du Quebec, Montreal. 

1886 Sculptures. Eglise Saint-Luc, pres I'Acadie; 
[oeuvres detruites]. 

1886 Saint Antoine, Saint Pierre et Saint Paul, 
randes-bosses, maulees [ciment]. Fac;ade de 
I'eglise Saint-Antoine, Longueuil. 
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[1887] Sainte Anne, Saint Pierre et Saint Paul, 
rondes-bosses, cuivre repousse sur bois. Fa<;:ade de 
I'eglise Notre-Dame, Varennes. 

1887 Saint Germain, ronde-bosse, metal argente 
[repousse sur bois]. Rimouski. 

1887 Saint Jacques le Majeur et deux Anges 
adorateurs (tenaient autrefois une banderolle), 
rondes-bosses; bois verni. Ornent le trone 
episcopal offert a Mgr Edouard-Charles Fabre, 
archeveque de Montreal; ce fauteuil fut dessine 
par Joseph Venne, et execute par Azarie Lavigne, 
proprietaire du Dominion Art Furniture Factory, 
Montreal. Sacristie de la basilique-cathedrale 
Marie-Reine-du-Monde, Montreal. 

1887 La Cene, bas-relief, bois. Ornait le mai'tre
auteI de l'egIise Saint-Henri-des-Tanneries, 
Montreal; actuelle eglise Saint-Henri, Montreal. 

1888 Ornementation de I'autel de la Sainte-Face, 
bois verni. Chapelle de la Sainte-Face de la 
basilique Sainte-Anne-de-Beaupre; crypte de la 
basilique: 

Le Christ aux outrages, bas-relief. 
Ange adorateur (deux), rondes-bosses. 
Le Voile de Veronique emporte par des anges, 
bas-relief. 
Veronique essuye la face de Jesus, bas-relief. 

1888-90 Notre Seigneur pardonnant a Madeleine 
chez Simon et Remise des clefs a saint Pierre, 
hauts-reliefs, [ciment]; modeles ou dessins par 
Louis-Philippe Hebert, execution par Olindo 
Gratton et Philippe Laperle. Fa<;:ade de l'eglise 
Saint-Henri-des-Tanneries, Montreal; oeuvres 
detruites en 1969. 

c. Statuaire profane/patriotique 

1880-81 Colonel de Salaberry, ronde-bosse, 
bronze. Statue d'un monument erige a Chambly. 

1882 Colonel de Charette, buste, platre. Plusieurs 
repliques de ce buste furent produites en 
porcelaine par la Stone Chinaware Company de 
Saint-Jean. 

1882-85 Sir Georges-Etienne Cartier, ronde-bosse, 
bronze. Statue d'un monument erige sur la colline 
parlementaire, Ottawa. 

1883 Joseph Brant, ronde-bosse, [pliitre]. Modele 
d'un monument non realise pour la ville de 
Brantford, Ontario. 
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1884 Chars allegoriques, croquis prepares pour la 
Fete de la Saint-Jean, [Montreal]. Non localises. 

1885 Laviolette, stuc. Monument erige a Trois
Rivieres; detruit en 1919. 

1885 Monseigneur Joseph-David Deziel, ronde
bosse, bronze. Statue d'un monument erige .it 
Levis. 

1885-86 Statuettes, la plupart produites en 
quantite, rondes-bosses, pliitre; dont: 

Sir Louis Hippolyte Lafontaine. 
Sir Hector Langevin (en 1886 Hebert offrit au 
Marquis de Lorne une statuette du meme sujet 
[replique?] qui avait ete admiree .it l'exposition 
coloniale de Londres). 
Sir John A. Macdonald. 
Sir Etienne-Pascal Tache. 
Tyendinaga (chef amerindien). 

1886 Sir John A. Macdonald, buste, marbre. 

1888 Grand vicaire Edouard Crevier, ronde-bosse, 
bronze. Statue d'un monument erige a Marieville 
(Sainte-Marie-de-Monnoir). 

':. Cette liste est un instrument de recherche. 
Elle est dite sommaire parce qu' elIe ne contient pas 
les oeuvres qu'Hebert a produites uniquement 
pour son plaisir ou pour ses besoins personnels. 
Dans cette categorie figurerait par exemple 
un crucifix qu'iI tailla en 1879 pour offrir 
en cadeau de noces a son epouse. 
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OLINDO GRATTON AND LOUIS-PHILIPPE HEBERT: 
A PROFESSIONAL RELATIONSHIP 
BETWEEN TWO LATE NINETEENTH-CENTURY SCULPTORS 

Joseph-Olindo Gratton (1855-1941) worked in the Montreal area for more than 
60 years as a sculptor of statues and ornamental works, primarily in wood. 
Although he specialized in religious works, he was one of the first French
Canadian sculptors to concurrently solicit commissions in bronze for com
memorative secular works. 

Gratton received his initial training around 1872-74 in the studio of 
Montreal sculptor Charles-Olivier Dauphin (1807-74). In the late 1870's and 
early 1880's, he was part of the entourage of the painter, sculptor, architect and 
art critic, Napoleon Bourassa (1827-1916). From Bourassa, Gratton derived 
intellectual justification for the production of religious statues, an activity he 
began around 1877-79. Bourassa had advocated two themes as being worthy of 
the artistic vocation: religion and patriotism, both of which conformed to the 
conservative ideology of the time. Louis-Philippe Hebert (1850-1917), one of 
Bourassa's proteges, upheld the patriotic theme in his sculpture while Fran~ois
Edouard Meloche (1855-1914), another pupil, became a decorative painter of 
churches. 

In 1881, Olindo Gratton entered the service of Louis-Philippe Hebert, who 
had just opened his first studio. Gratton's acknowledged aim was to improve 
himself in all manner of sculpture, especially academic statuary. Gratton 
remained at the Hebert studio until 1888. Their relationship has been described 
in a number of published texts on Gratton. "Student" is the word that was most 
frequently used, but there are also a number of work-related terms: "employee," 
"assistant", "collaborator," and "associate." These terms seem at once com
plementary and contradictory; the present article attempts to explain them. 

From the published writings on Gratton we learn that he was in fact a 
student of Hebert's in the school year of 1883-84 and in 1886, at the Council of 
Arts and Manufactures in Montreal. At the studio, however, their relationship 
was that of employee and employer. The contemporary teaching models for 
painters and sculptors were the source of certain misunderstandings, as an 
article appearing in 1885 in the Montreal Daily Star demonstrated. For a story 
on the art scene in Montreal, a journalist visited the school of the Council of 
Arts and Manufactures as well as the studios of the best-known professional 
artists. His aim was to determine the number of "pupils engaged in the study of 
art." 

The list of artists visited included both anglophone artists such as Robert 
Harris, Harrington Bird, Louis K. Harlow, William Raphael andJ.W Gray, and 
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francophones such as Hebert and Meloche. However, the reporter from the 
Montreal Daily Star confused two systems of artistic training. On the one hand, 
the Council's school and the anglophone artists employed academic models, 
based on the European system in which courses were given in artists' studios 
and in art schools. On the other hand, Hebert and Meloche exemplified a kind 
of employer-worker relationship that was an offshoot of the traditional system 
of apprenticeship. This distinction between the paying student and the salaried 
employee is an important one in understanding the working relationship 
between Gratton and Hebert. 

Although specific to these two men, the present study helps us to under
stand the changes that were occurring within the small Montreal studios 
producing public works of art. The old model of internal apprenticeship was 
being replaced in the late nineteenth century by a salaried employee system. In 
order to adequately perform his tasks, the worker would have to secure his own 
training in specialized schools. A comparison between the work distribution at 
the Hebert studio and other small studios of the time, such as those of Napoleon 
Bourassa and Fran<;:ois-Edouard Meloche, helps us to better understand the 
nature of these changes. It appears that Gratton worked for Hebert as his studio 
"foreman." The expertise that Gratton had previously acquired in ornamental 
sculpture was ideally suited to this type of studio. 

A list of the works produced by the Hebert studio between 1879 and 1888 
appears in an appendix. This list gives an idea of the diversity of the works on 
which Gratton may have collaborated. He was definitely involved in the making 
of the statues adorning the choir of the Notre-Dame Cathedral of Ottawa 
(1879-87), and a Sacre-Coeur (c. 1885-88) for the chapel of the old Saint
J acques Church in Montreal. The extent of Gratton's contribution to the Hebert 
studio gives credence to the other terms that were used to describe him: 
assistant, collaborator and, in the figurative sense, associate. 

The Gratton-Hebert relationship was ambiguous not only because of 
Gratton's prominent role in the studio, but also because he remained there 
during Hebert's lengthy stay in Paris, beginning in 1888. Gratton was at that 
time working with a studio colleague, Philippe Laperle (1860-1934). The 
situation became even cloudier when the two partners agreed to complete or 
undertake certain projects that were originally entrusted to Hebert. The works 
created for the old Saint-Henri-des-Tanneries Church in Montreal illustrate the 
transition between the two studios. A stylistic comparison of one of the high 
reliefs in the Saint-Henri Church with some of Gratton's later works reveals the 
hand of the former employee, in works produced by Hebert's first studio of 
1879-88. The experience that Gratton acquired provided the springboard for 
his own career. 

Translation: Jeffrey Moore 
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GOODRIDGE ROBERTS IN NEW YORK 

For over forty years Goodridge Roberts (1904-74) has occupied a prominent 
position in the fabric of Canadian art history. Yet despite the great attention 

paid to his work, only a few lines have been devoted to his years in New York.1 

While Roberts readily acknowledged that this was the most profound experience 
of his life, others have treated that period primarily as a matter of biographical 
fact. The reason for this scant attention may be the lack of work available from 
those years, 1927 and 1928. While a few drawings in the artist's estate could be 
attributed to this period, the works are undated and because of the consistency 
of Roberts' hand, they may be best considered "early" examples. 

Nevertheless, New York had a lifelong effect on his painting and it was 
never superseded by any other experience as powerful or as influential. His stay 
in New York provided Roberts with a refined visual vocabulary and a sustaining 
definition of modernism. Perhaps most importantly, it instilled in him the 
confidence to commit himself totally to painting. New York also gave him an 
insight into the world of early twentieth-century cultural accomplishment and 
its concern for individual freedom. 

Roberts' two years in New York, spent at the Art Students League was the 
second phase of his art training. With the support of his mother's sister, a 
Montreal high school teacher, and his maternal uncle Thomas AlIen, a lawyer in 
Moncton, he had left Fredericton, New Brunswick to study art.2 From 1923 to 
1925, he attended Montreal's newly opened Ecole des Beaux-Arts where he won 
prizes in Artistic Drawing, Decorative Composition, Decorative Painting and 
Ornamental Modelling.3 But his instructors, including Edmond Dyonnet, Robert 
Mahias and Charles Maillard seem to have had little lasting impact beyond intro
ducing him to the structure of the academic classroom. While recalling a certain 
fondness for Dyonnet and the pleasure afforded him by the Morrice Memorial 
Exhibition at the Art Association of Montreal in 1925, Roberts rarely referred 
to this period of his life. Roberts' initial decision to study art was unusual consi
dering his family'S formidable literary background. But his choice of career met 
with neither great opposition nor approval, perhaps because his younger sister 
Dorothy Leisner had already demonstrated her abilities as a poet by this time 
and another generation of Roberts poets was secure. 

Roberts' decision to go to New York after spending a year in Fredericton 
following his time at the Ecole des Beaux-Arts was not merely a youthful whim 
to live in the emerging capital of the art world. Roberts' family ties with New 
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York, which were to prove so valuable, had long been in place. For example, his 
uncle Sir Charles G.D. Roberts (1860-1943) had been an editor of the Illustrated 
American and lived in New York from the late 1890's until 1907. His cousin 
Bliss Carmen (1861-1929) had already come to New York in 1890 to work on 
the Independent, remaining there for some time. His father Theodore (1877-
1953) had also worked on the Independent in the late 1890's. As both Roberts' 
uncle and father had New York publishers, they continued to frequent the city 
long after their return to Canada. Undoubtedly the notion of ambition and 
accomplishment of Canada's most famous literary family provided Goodridge 
Roberts with an acute awareness of cultural achievement. While Roberts did 
opt out of the family business of poetry and story-writing, the legacy of his 
family's literary ascendancy and position made him unusually perceptive of the 
possibilities of New York. 

But perhaps the most important personality in this New York connection 
was his aunt Mary Annabel Fanton Roberts (1871-1956).4 She was married in 
1906 to his father's elder brother William Carmen Roberts (1875-1941). He had 
come to New York in late 1897 to join his brother Sir Charles at the Illustrated 
American and shortly after went to the Literary Digest where he was the manag
ing editor for over thirty years. He was also a professor of politics at New York 
University. Mary Fanton had her own lengthy and impressive career as a writer 
and editor. In addition to years of reporting for numerous New York periodicals 
and newspapers, she was also the editor of Demorest Magazine, New Idea 
Women's Magazine, and House and Gardens as well as on the editorial boards 
of several others. Her involvement with the New York art community was 
particularly manifested by her work as managing editor of the influential 
Craftsman from 1906 to 1916 and as the founding editor of Touchstone from 
1917 to 1921. As the managing editor of Arts and Decoration from 1922 to her 
retirement in 1941, she contributed regular art reviews under her own name and 
her pseudonym, Giles Edgerton, through the 1920's and early '30's. 

Her publication of material on The Eight (a designation she may have 
invented)5 especially in the Craftsman, has long been recognized as exemplary 
of early support of the "Ashcan School" from the time of their inaugural 
exhibition at the Macbeth Gallery in 1908. Writing under her pseudonym, she 
commented: 

they are not consciously trying to create a new art for a country that needs 

one; yet they are everyone of them doing a kind of work that is essentially 

creative and absolutely typical of our racial characteristics, our social 

condition, and our widely diversified country. 6 

This phrase is frequently quoted as a seminal statement on the character of the 
"rebels." 
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fig. I Robert Henn, I'onrait of Mary Fanton Robcm, 1917. OH on canvas. 
83.5 x 66 cm, The Metropolitan Museum of Art, 
Bequest of Mary Famon Robens, 1957 (57.45). 
(Photo: The MClropolitan Museum of Art, New York) 

52 



Mary Fanton maintained a lifelong friendship with Robert Henri (1865-
1929), the leader of The Eight who painted her portrait in 1917 (fig.l). The work 
was disliked by her nephew Goodridge who did however approve of Henri's 
aesthetic attitudes as expressed in his 1923 book, The Spirit in Art. 7 Her ongoing 
relationship with John Sloan, George Bellows and William Glackens helped 
ensure that their contribution to the development of modern American painting 
was kept in the public eye through her many literary associations. 

In addition to writing numerous other articles on music, photography, 
architecture, interior decoration and crafts, Fanton was a recognized supporter 
of modern dance. Her close association with Isadora Duncan and the Ballets 
Russes led to her making a major contribution to the Dance Archives of the 
Museum of Modern Art at its founding in 1930. Ira Glackens, in his biography 
of his father recalled that "Pavlova and Nijinski and other fabulous figures from 
the great days of Diaghilev were to be found at the Roberts' apartment on East 
18th. St."8 As well, her association with such literary figures as Theodore 
Dreiser (who used Fanton as his model for Miriam Finch in The "Genius"), 
Jack Yeats, H.L. Mencken and Rebecca West to cite but a few, spans the breadth 
of the New York cultural milieu of the early decades of the twentieth century. 

It should be stated that in retrospect, Fanton and her circle might be consid
ered as somewhat conservative by the time her nephew came to New York. Amer
ican-centered, the group was not strongly involved with the more avant-garde and 
European-oriented milieu around Alfred Stieglitz and his gallery "291."9 How
ever, Fanton did publish material on Stieglitz. Nevertheless, it goes without saying 
that what might be called conservative in New York in the mid-1920's would most 
definitely be considered extremely progressive in Canada. Fanton's circle signified 
that New York notion of confidence and freedom that fostered the ambition of 
American modernity; and it was to have a lasting effect on Goodridge Roberts. 

The exact date of Roberts' arrival in New York is uncertain. lO He became 
a member of the Art Students League on May 4, 1927 after fulfilling its basic 
requirement of having been enrolled as a student for at least three months.l1 
Whether Roberts' decision to enter the League was prompted by one of Mary 
Fanton and William Carmen Roberts' rare visits to Fredericton in July of 1924 
when their nephew was still a student at the Ecole des Beaux-Arts cannot be 
documented. Yet it is not mere speculation to suggest that Fanton's involvement 
with the New York art community would have played a decisive role in his 
making the move to New York. Upon his arrival, his relatives brought him to 
John Sloan's studio in Washington Square where Sloan was characteristically 
critical of his academic drawingsP Much to his aunt's approval, this adverse 
response only served to heighten Roberts' determination to enter the League. 

The freewheeling, energetic environment at the League was in many ways 
a kind of extension of Fanton's own milieu. Her later letters to her nephew 
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similarly display her ongoing ambition for him, impressing upon him the very 
American notion that perseverance will guarantee success and accomplish
ment.13 It was she, perhaps more than anyone else in his family who instilled in 
him the confidence that he could and would succeed as a painter. Roberts lived 
in a room in an apartment one floor below his relatives and perhaps because she 
was childless, Mary Fanton looked upon him as a surrogate son. 

The Art Students League of the late 1920's continued to symbolize the ideal 
of independence that had led to its founding in 1875.14 Since the early 1900's the 
school had had no admission requirements, no prescribed curriculum nor method 
of instruction. Its success was determined by the commitment of its students 
and the idealism of its instructors. As John Sloan, one of its most influential 
teachers, put it: "A student at the League should cultivate an attitude toward his 
studies which is both flexible and critical. It should be flexible enough so that 
he can change his mind as often as need be and it should be critical in that he 
need not take either the professed 'modern' or the professed 'conservative' at 
their own evaluation." 15 The mix of teachers and students alike created a 
charged atmosphere of freedom and individuality. As an example, it was one of 
the first art schools to allow women to work from the nude. The rivalry between 
teachers as unalike as Sloan and Thomas Hart Benton and the diverse aesthetic 
positions propounded in the classroom encouraged a spirit of rebellion. Roberts 
has often commented on the enormous stimulus this provided after his academ
ically disciplined experience in Montreal. The ideology of individuality that had 
begun at the League in 1902 (when Robert Henri arrived), continued until the 
early 1930's. With the advent of social realism came the rejection of the notion 
that individual and communal identity could be synonymous. 

In discussing his experience at the League, Roberts has implied that he 
studied drawing with John Sloan (1871-1951) and Boardman Robinson (1876-
1952); and painting with Max Weber (1881-1961). However, the classes were 
actually "ateliers libres" combining life drawing, painting and composition. 
The students could choose to focus on their own particular interest and the 
instructor might visit the classroom as infrequently as once a week. The League 
which encouraged visits to New York art galleries gave Roberts his first 
introduction to Cezanne, Picasso and Matisse as well as to American art. The 
Metropolitan Museum, where he held a sketching ticket from November 1927 
to July 1928, provided him with a previously denied access to the history of 
art. 16 Roberts has recalled that while at the Ecole des Beaux-Arts his only 
contact with past art was through plaster casts of the antique and a few 
reproductions, especially those of Puvis de Chavannes. Modern trends were 
totally ignored. His Introduction to the writings of Roger Fry and Clive Bell 
occurred at the League and they would have appealed to him as much for their 
aesthetic content as for their literary accomplishment. (Both Fry and Bell 
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frequently published in New York periodicals during the 1920's.) In addition, 
his relatives provided him with tickets to concerts, readings and exhibitions. 

From the time that Roberts returned to Canada in the summer of 1928 
until his death in 1974, his painting evolved consistently without dramatic 
change or drastic reconsideration of the basic attitudes he had formed in New 
York. The essence of his painting always resided in his response to the motif and 
his deeply intuitive transcription of the meaning of that motif. The intense 
ambiguity between the real and the painted which invests his work with its 
visual resonance are all manifestations of the lessons of New York. In particular, 
they express the influence ofJohn Sloan and Max Weber and an interpretation 
of modernism current in New York in the 1920's. 

Because of the history of their careers and the work they produced, Sloan 
would seem to present an American viewpoint in contrast to Weber's more 
European outlook. But in fact, during Roberts' time at the League, they both 
shared the conservative definition of modernism that emerged in the United 
States during the latter part of the second decade of the twentieth century.17 The 
experimental spirit fostered by the Armory Show of 1913 had slowly lost its 
momentum in the aftermath of World War 1. The resultant growing dissatisfac
tion with European aesthetic ideas and the onset of the Depression eventually 
led to the strident reaffirmation of earlier American traditions in the 1930's. 
Even the most steadfast supporters of European avant-garde art associated with 
Stieglitz had to deal with American disenchantment with abstraction and the 
suspicion surrounding "foreign" art. The general retrenchment in American 
modernism, which finally resulted in the move to social realism and regionalism, 
was also part of an international "classic" phase of modernism perhaps best 
exemplified by Picasso's neoclassical period. The situation in New York in the 
1920's reflected the rise of conservatism in Europe and its spirit of isolation and 
restraint. This, therefore, goes far in explaining the similarities in attitude shared 
by Sloan and Weber at this particular moment, despite the major differences in 
their backgrounds (and the fact that they personally disliked each other). 

Weber's painting became particularly conservative in this period although 
he did not repudiate his earlier, more radical approach. While Sloan continued 
to maintain an intellectual interest in European art because of his participation 
in the organization of the Armory Show, his own work reflected a new concern 
for more traditional subjects and earlier artists especially from the seventeenth 
century. This confluence in both the thinking of Sloan and Weber and their 
similar approach to painting in terms of flattened space, geometrical simplifica
tion of form with its interplay of volume and surface as well as restrained 
emotional content did not occur at any other time in their careers. But this brief 
moment of compatibility provided Roberts with a relatively consistent defini
tion of the form and function of art. 
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It is in Weber's work that one finds the greater visual resemblance to 
Roberts' own painting.18 It is also due to Weber that he accepted the School of 
Paris dictum that there was no hierarchy of subject among the figure, the still
life and the landscape. Interestingly, Roberts' Nude on a Red Cloth, 1939 (fig. 2) 
is the only image in which he actually combined all three motifs. Roberts was 
one of the first Canadian artists to treat his subject matter with equal emphasis 
and despite the particular demands of individual motifs, his acceptance of the 
modernist notion that subject was subservient to content came from the 
experience of aesthetic freedom he first encountered in New York. But unlike 
Weber, Roberts never experimented with sculpture or printmaking. 

A student of Matisse and a friend of Picasso, Fry and the Steins, Weber 
taught at the League in 1920-1921 and again from 1925 to 1927. Roberts had 
less contact with him than with Sloan although his influence was none the less 
important. In fact Roberts has remarked that he preferred painting with Weber 
rather than with Sloan. That Weber was one of the most sought-after instructors 
at the League may be explained by Roberts' own reaction: 

I fell under the spell of his personality immediately. It was strongly moving 

to watch him in the classroom .... on entering the room he would seat 

himself at an easel before the model and paint on a fresh canvas as if in the 

privacy of his own studio. As a concession to his pupils, he would formulate 

his thoughts in words but these were uttered in so dreamlike a way that one 

felt one was not hearing words but actually reading a mind as it pondered 
the problems of painting.19 

When Roberts himself taught at the Art Association of Montreal's School of Art 
and Design, he regretted that he lacked Weber's courage to paint in public 
although his own students responded to him in a markedly similar manner. 

Weber's dedication to Cezanne's structure and composition as seen for 
example in Still Life with Chinese Teapot, 1925 (Museum of Modern Art, N.Y.), 
after his rejection of cubism in 1917, is readily discernible in Roberts' still-lifes 
of the 1930's. As well, Weber's concern for the sculptural quality of form and 
the expressive potential of flat nuanced colour is evoked in Roberts' figure 
paintings until the 1950's: 

As a student under Max Weber I had learned the importance of seeking for 

the true relationships of all shapes and colours to one another and to the 

whole structure of the design .... With unfaltering insistence he sought to 

make every part of the picture explain its presence to the utmost within the 

limits imposed by the architecture of his idea.20 

Weber's concept of the arbitrarily posed nude, simply represented and without 
rhetoric, which he learned from Matisse, is strongly evident in all of Roberts' 
figure paintings. It is particularly apparent in his images of the MacDonald 
children and those of his first wife, Marian in the early 1940's. Weber held an 

56 



flg.2 Goodndge RO~rIS, Nude on 3 Red Ooth, 19]9,011 Qn board, 
68.6)( IIl.J cm, I'n~alt Colle~tlon. Momrt'al. (Photo: Otms 
Farlc)', Morl1rc~1} 

opposmg position [Q Sloan III upholding the importance of the simplification of 
line. Despite Roberts' enthusiasm for drawing with Sloan, it is most evident on 
the basis of Roberts' landscapes, that Weber's opin ion prevailed. 

Weber's intense belief in the spiritual content of :m was expressed in his 
1916 Essays on Art. While he, like many others who moved away from abstrac
tion III the 1920's became less concerned with the spiritual III favour of the 
physical, Weber's anuude may ha\'c been an influencing factor on Roberrs' own 
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fig.3 Goodridge Roberts, Man Reading Newspaper, c.1933, Ink on 
paper, 24.1 x 18.3 cm, Private Collection, Montreal. (Photo: 
Courtesy of J. Roberts) 
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sense of identification with the subject: "1 know in my own painting, 1 feel 1 
have succeeded when the pictorial symbols call up neither too much nor too 
little of the nostalgia of contact with the place or the person or the thing."21 
Roberts was greatly impressed with Weber's notion that painting should be 
approached with Blake's "fear and trembling," an attitude that Roberts always 
maintained despite his great self-confidence and belief in his work. He has 
written that: 

I have so often tried, with no hope of success, to find the key to the meaning 

of things. At that moment when, in the presence of the subject, my relation
ship to the subject induces in me a sensation that is not altogether free from 

what I can only describe as fear or awe ... I realize that I have grasped and 

am setting down some inexplicable meaning that has hitherto lain sleep

ing ... I ask myself, as I have a thousand times, what is it. This feeling of fear 
in the face of a mystery.22 

John Sloan was probably the most influential force that Roberts encoun
tered at the League as well as being the instructor with whom he took the most 
classes.23 Whenever Roberts filled out museum biographical forms, he listed his 
instructors as Sloan, Weber and Robinson which perhaps also suggests their 
order of importance to him. If Weber had provided him with a visual model for 
the work, Sloan formulated his ideas about art.24 There is little visual evidence 
of either Sloan's style or subject matter in Roberts' work. Although Sloan is 
most readily associated with images of New York's bars and backyards, he did 
not emphasize any particular subject matter in the classroom. However, he 
maintained that, "art springs from reality;" and "there must always be an 
interest in life greater than a concern about making art, but when the creative 
life of the picture is established, form or style is the way the artist wraps the 
thing Up."25 Sloan did encourage his students to make rapid sketches of life on 
the city streets and Roberts continued this practice on his return to Ottawa and 
then in Montreal until the late 1930's (fig.3). But he became uncomfortable with 
the process and the remarks it generated from passersby. It is important also to 
note that, about 1928 Sloan himself was moving away from urban images to 
paintings and etchings of the female nude. At this time he also became more 
interested in a more abstract formal order than had occurred in his earlier work. 
Similarly, Sloan's cityscapes were much less anecdotal and relatively more 
abstracted. 

Sloan's association with the League since 1916 had gained him a strong 
reputation as a superior, if demanding instructor. While he and The Eight had 
long ago established the validity of the urban environment as pure American 
subject matter, in the mid-1920's he was still regarded as the symbol of a rebel 
as Roberts' fellow student, the sculptor David Smith has remarked.26 A harsh 
critic in the classroom, it is known that he "figuratively took the student by the 
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neck and shook him until academic notions were emptied out of him. "27 Despite 
Sloan's caustic tongue, Roberts recalled that he himself "was one of those 
fortunate ones who just got the occasional word of approval and encourage
ment. "28 Sloan also made him monitor of his classes in 1927 which entitled him 
to free tuition.29 His responsibilities included posing the models as he wished 
and maintaining the attendance records. But Sloan's most important indication 
of his support of Roberts' work (something he never felt from Weber) came in 
the open letter of recommendation he gave him in May 1928 stating that 
Roberts' drawings "are in my opinion of the highest order -they show observa
tion and control, they have character and viewpoint. "30 

Although it is speculation, it is possible that Sloan's interest in Roberts, 
initiated as it was by his friend Mary Fanton, may have been reinforced by his 
prior association with another Canadian, J ames Wilson Morrice. Sloan had met 
Morrice in New York with Robert Henri, owned two pochades by him and 
wrote in his diary that he regarded Morrice "as one of the greatest landscape 
painters of the time."31 Given Fanton's close association with Henri, it is quite 
possible that she too had contact with Morrice and she was presumably aware 
of her nephew's own admiration for him. 

In Sloan's classes, Roberts learned a fundamental working method which 
he has described as the way "to get something in the shortest time possible." 
Sloan's use of two models in the classroom, one whose pose changed every ten 
minutes, the other more frequently, was in sharp contrast to the academic 
procedures Roberts had encountered at the Ecole des Beaux-Arts, where, also, 
he did not deal with the nude until the second year of study. Sloan's method of 
encouraging quick studies of the figure was to provide Roberts with a strategy 
for his own landscape painting. The intense concentration and rapid working 
method instilled by Sloan enabled Roberts to respond to the changing impres
sions of nature in one sitting and it goes far in explaining Roberts ability to 
quickly impose a unified order onto the shifts of light and movement in the 
landscape (fig. 4). 

In more general terms, Roberts always retained Sloan's emphasis on 
realization rather than realism: "The art life of a thing ... comes through the use 
of symbols combined to make images of ideas."32 His concern for the mental 
image of the object without distraction from its essence by details is a common 
thread throughout Roberts' career. Sloan's belief that the subject is where the 
artist begins but should be the matter of least importance in the finished product 
was reflected in Roberts' attitude to content and his concern for the symbolic 
meaning of the motif. Sloan's notion that "the artist seeks to record his 
awareness of order in life" and "to invent ways to put that sense of order in his 
work as a document of his understanding" may help to explain Roberts' tense 
interplay of the real and the imaginary in his images.33 However, Roberts and 
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fig- 4 Goodridge Roberrs, Green Day in the Laurcnnam, 1945, 
Walercolour, 54.6 x 70 cm, Concordia Arl Gallery, Concordia 
University, MOnln'al, Gin of Or, and Mrs. Max Stem. 
Dominion Gallery. (Photo, Brian McNcil, Montreal ) 
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Sloan did hold opposing views on the importance of colour. While Sloan defined 
painting as drawing with the additional means of colour, for Roberts painting 
was colour with the additional means of drawing. In this respect Roberts is 
closer to Weber's approach. 

Roberts' work shows his lifelong concern for drawing as articulation, low 
relief composition, large rhythms and the differentiation of the sensation of one 
form to another. That it relates so closely to the ideas expressed by Sloan in his 
Gist of Art of 1939, is no coincidence. The first one hundred and thirty-five 
pages were derived from notes taken by Helen Farr Sloan when she and Roberts 
were students together in Sloan's classes in 1927 and 1928.34 Although Roberts 
had little contact with New York and with Sloan after he left the League, he 
wrote to Sloan in 1944 saying that the Gist was one of the very few books he 
had brought with him to England as a war artist: "and it brings back very 
vividly the time I spent at the League. "35 In an earlier letter to Mary Fanton in 
1940, he had commented that: "Quite a few of the painters here in Montreal 
own the book. I shouldn't wonder if it would bring about a great change in our 
painting methods in Canada - among other things, a realization of the advan
tages of using glazes of colour over an underpainting in tempera. I have strongly 
recommended the book to what few libraries we have in this backward place. "36 
Interestingly, it was at this time that Roberts did his only known painting with 
glazes, Girl in Red and Blue Jacket (priv. colI., Montreal). Although Sloan began 
using traditional methods of underpainting and glazing in 1928, he did not 
discuss this in the classroom when Roberts was a student.37 

Roberts rarely spoke of his classes with the Canadian-born Boardman 
Robinson who taught at the League from 1919 to 1930 and who was widely 
admired for the individual treatment he gave each student. While Mary Fanton 
Roberts had published articles on him in Touchstone 38 and he had been with 
John Sloan at the Masses, Robinson was not an integral part of their circle. At 
the League he voiced little interest in the School of Paris, he referred to these 
artists as "such clever bastards,"39 although he did admire Picasso. Preferring 
Renaissance and Baroque painting, his interest in monumental design led him 
from political cartooning to mural commissions in the 1920's and early '30's. 
While antagonistic to formulae and virtuoso painting, Robinson's teaching 
emphasized the need to understand the procedures of making paintings, a result 
of his close association with Thomas Hart Benton and their research into 
traditional materials and techniques. However, Roberts was never to show any 
particular interest in painting processes or craftmanship per se, except to have 
quality materials at hand. 

In the classroom, Robinson's students produced copies of early Renais
sance frescoes, particularly those of Giotto. One can see in Roberts' painting of 
the 1930's examples of the dusty tonalities and generalized forms of the 
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Trecento, but the most direct link to his classes with Robinson is demonstrated 
by his pictures after scenes from Duccio's Maesta and Giotto's frescoes of St. 
Francis in Assisi. (These were produced while he was in therapy with Dr. Miguel 
Prados in the early 1950's.) While Roberts' method of drawing has some 
resemblance to Robinson's work of the 1920's, it was probably his notion that 
"a good drawing is a balanced composition of what you know, what you see 
and what you feel"40 that is ultimately more important for Roberts' work than 
any visual similarities. 

Roberts left New York in the summer of 1928 despite Mary Fanton's 
attempts to keep him in the city. Although the ambitions she voiced for him in 
her letters over the years may not have been fully realized in her own terms, the 
confidence and cultivation she encouraged in Roberts were realized. The New 
York art community's attitude of dedication and perseverance remained a 
steadfast model for Roberts. Perhaps because his definition of art was so 
securely formed at the Art Students League, nothing he was to encounter in 
Canada offered as formidable a challenge to his imagination. While he had 
numerous friends with diverse interests whom he gathered together for the type 
of conversation he had witnessed in his aunt's apartment in New York, the two 
worlds were very different entities. 

Whatever the aesthetic or political battles that occurred in Canadian art 
during Roberts' career, he always maintained the definition of individuality 
learned in New York. He had little sympathy for the nationalist tendencies of 
the Group of Seven; he had little affinity for the notion of the collectivity 
advanced by Borduas and his circle; and he did not accept John Lyman's 
adherence to a single ideology. Like Sloan, he did not believe in the use of art for 
social criticism although they were both highly sympathetic to social causes. 
Similarly Roberts was never to reject the conservative definition of modernism 
offered at the League. Although he had a more open mind toward abstraction 
than did Lyman, his response to non-objective art was, in its own way, as 
cautious and as circumscribed as John Sloan's had been. 

New York had evoked an intense conviction about art and an immense 
cultivation that perfectly suited Roberts' own unusual sensibility. While it is not 
difficult to acknowledge the influence of New York in the form and content of 
his painting, it is perhaps just as important to recognize Roberts' formidable 
ability to take advantage of his unusual and privileged experience. And he was 
right on the mark when he wrote to Mary Fanton shortly after he returned to 
Canada that, "I am beginning to get results from the training your kindness has 
made it possible for me to receive. "41 These lessons were to last a lifetime. 

SAND RA PAIKOWSKY 
Concordia University 
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A version of this paper was delivered at the Philip G. McCready Annual Memorial Lecture on 
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Peter Gale for that opportunity. I also wish to acknowledge the generous support of my research by 
the John Sloan Memorial Foundation and the great encouragement given to me by Helen Farr Sloan. 
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the Mary Fanton Roberts Papers, Archives of American Art (A.A.A.), Smithsonian Institution, 
Washington, D.e. 
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, 
GOODRIDGE ROBERTS A NEW YORK 

Goodridge Roberts (1904-1974) reconnaissait volontiers qu'il avait acquis, 
durant son sejour a New York, en 1927 et 1928, une experience qui devait etre 
l'influence marquante de sa vie. Apres des etudes a l'Ecole des Beaux-Arts de 
Montreal, de 1923 a 1925, Roberts s'inscrivit a la «Art Students League» de 
New York, sans doute sur le conseil de son oncle, William Carmen Roberts, et 
de sa tante, Mary Fanton Roberts, tous deux bien connus dans le monde 
litteraire de New York. Mary Fanton, directrice-redactrice de l'influente revue 
Craftsman et redactrice-fondatrice de la revue Touchstone, l'introduisit dans le 
milieu culturel de New York OU s'epanouissaient les ambitions de la modernite 
americaine. Parmi ses nombreux ecrits sur l'art, l'architecture, la photographie, 
la decoration, l'artisanat, on trouve des articles inedits sur la «Ashcan School». 
Elle fut aussi parmi les premiers defenseurs d'Isadora Duncan et de la danse 
moderne. 

C'est elle qui presenta Roberts a celui qui allait devenir son maitre le plus 
influent a la «League», John Sloan. Dans les annees vingt, la «Art Students 
League» continuait de soutenir l'ideologie de la liberte et de l'individualite qui 
etait apparue au tournant du siecle et qui presentait un contraste marque avec 
l'academisme que Roberts avait pratique a Montreal. En fait, les classes de la 
«League» etaient plutot des ateliers libres, combinant le dessin d'apres modele, 
la peinture et la composition, et le maitre laissait les eleves libres de se develop
per selon leurs prop res gouts et aptitudes. 

A l'ecole de John Sloan, de Max Weber et de Boardman Robinson, Roberts 
s'initia a une forme conservatrice du modernisme qui vit le jour aux Etats-Unis 
a la fin des annees vingt. Apres la premiere Grande Guerre, une insatisfaction 
croissante a l'endroit des concepts esthetiques europeens devait eventuellement 
amener les artistes americains a reaffirmer, au cours des annees trente, leurs 
prop res traditions nationales. Ce repli sur soi du modernisme americain, dans 
les annees vingt, s'inscrivait dans une phase internationale, «neo-classique», du 
modernisme dont Picasso a laisse de remarquables exemples sur le theme de la 
mere a l'enfant. 

Sous l'influence de Weber, dont l'oeuvre ressemble le plus a la sienne, 
Roberts accepta le principe de l'ecole de Paris, selon lequel il n'existe pas de 
hierarchie parmi les sujets. C'est aussi a Weber qu'il do it son souci du caractere 
sculptural de la forme et de l'efficacite des aplats subtilement contrastes; il avait, 
d'ailleurs, une grande admiration pour les qualites pedagogiques de Weber et sa 
constance a defendre «l'authenticite des rapports des formes et des couleurs 
entre elles et avec l'ensemble de l'oeuvre». Bien que l'oeuvre de John Sloan ne 
presente que peu de ressemblance avec celle de Roberts, il sut, cependant, 
exprimer les idees de ce dernier sur l'art, et lui transmettre une methode de 
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travail rapide, exigeant une concentration intense particulierement adaptee a la 
peinture de paysages, et dont il tira profit tout le reste de sa vie. Ce que Roberts 
retint surtout de l'enseignement de Sloan, c'est l'importance accordee a la 
realisation materielle plutot qu'au realisme. Que plusieurs des commentaires de 
Sloan, dans son livre Gist of Art (1939) semblent decrire les oeuvres de Roberts 
n'est pas une simple cOIncidence. Dne bonne partie de cet ouvrage, auquel 
Roberts accorda une tres grande importance, se compose de conferences 
donnees par Sloan a l'epoque Oll le peintre canadien suivait ses cours. Les deux 
artistes, cependant, differaient totalement d'opinion quant a l'imporrance de la 
couleur. Alors que, pour Sloan, la peinture etait d'abord du des sin avec de la 
couleur en plus, pour Roberts, c'etait d'abord de la couleur avec du dessin en 
plus. Sur ce point, Roberts se rapproche davantage de Weber. Quant a Board
man Robinson, bien que son influence sur Roberts ait ete moindre, ill'initia aux 
formes monumentales et imprecises et aux tons attenues de la peinture a fresque 
a la maniere de la Renaissance. 

A son retour au Canada, Roberts demeura fidele a la definition de 
l'individualite qu'il avait apprise a New York, et ne rejeta jamais la forme 
conservatrice du modernisme a l'honneur a la «Art Students League». 11 ne 
devait jamais trouver au Canada de plus grand defi a son imagination. Bien qu'il 
ait ete plus ouvert a l'abstraction en art que ne l'etait son contemporain, John 
Lyman, son attitude a l'endroit de l'art non-figuratif etait, a sa maniere, tout 
aussi prudente et reservee que celle de John Sloan. Pour Roberrs, New York 
representait ses convictions profondes sur la nature de l'art et une culture 
originale en harmonie avec sa propre sensibilite; illui devait un langage visuel 
raffine et l'assurance necessaire pour se consacrer entierement a la peinture. La 
metropole americaine devait lui apporter une experience profonde et durable. 

Traduction: Elise Bonnette 
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Notes et commentaires / Short Notes 

Antoine Plamondon Le dernier des Hurons (1838) 

C 'est au moment Oll il travaillait a son fameux chemin de croix pour l'eglise 
Notre-Dame de MontreaF qu'Antoine Plamondon peignit le tableau qui va 

nous retenir ici. Le Dernier des Hurons (fig. 1) a en effet ete peint a Quebec en 
1838. Comme no us l'apprend une inscription au dos du tableau, il s'agissait 
d'un portrait de Zacharie Vincent qui avait la reputation d'etre <<le dernier 
Huron de Lorette»; il aurait ete «agee [sic] de 23» ans, au moment Oll ce portrait 
a ete peint2• Plamondon presenta ce portrait a un concours organise par la 
Societe litteraire et historique de Quebec en avril 1838 et eut la bonne fortune 
d'y obtenir une «medaille de premiere classe». Bien plus, Lord Durham, qui 
venait tout juste de debarquer a Quebec - le 27 mai 1838 - a titre de nouveau 
gouverneur, lui acheta son tableau! On peut situer la transaction avant le 20 
aout 1838 grace a une lettre de l'abbe Louis-Joseph Desjardins3• A ce moment, 
Plamondon venait de demenager son atelier du Parlement a I'Hotel-Dieu, 
comme une annonce parue le 23 juillet 1838 clans Le Canadien, en avisait le 
public. Lord Durham avait donc pu voir le tableau de Plamondon au Parlement 
avant cette date. D'ailleurs la lettre de l'abbe Desjardins dit bien, le 22 aout, que 
«Notre A. Plamondon a livre a son excellence le Portrait d'un sauvage de 
Lorette». La transaction a donc du preceder la <<iivraison» du tableau. 

Quoi qu'il en soit, c'est ce qui explique que le tableau partit pour l'Angle
terre avec son proprietaire le 1 er novembre 1838, date du depart de Lord 
Durham de Quebec. A partir de cette date, le tableau de Plamondon resta dans 
les collections du Lord et de ses descendants, les comtes de Durham ... et cela, 
jusqu'en 1932, date Oll il fut mis en vente a Lambton Castle4 et acquis par un 
collectionneur anglais. Il semble que la famille Lambton essuya quelques 
difficultes financieres durant la crise economique des annees trente, et que le 
comte se vit contraint de se defaire d'une partie de sa collection a ce moment. 
Monsieur Fred Schaeffer de Toronto l'acquit de son dernier proprietaire, en 
1982, le ramenant sinon au Quebec, du moins au Canada Oll sa trace etait 
perdue depuis 1838. 

Sur les motifs qui ont pu pousser Antoine Plamondon a peindre, a ce mo
ment, son tableau, l'hypothese la plus plausible a ete avancee par Yves Lacasse. 
Craignant de se faire oublier de sa clientele de Quebec, le jeune peintre - en 
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fig. I !!ntome PI;tmondon, Lt demin dn Hurons, 1838, huile sur 
fOlie, 114,3)( 96,5 cm, Call. M. et Mme Frtd SchJeffer, Toronto. 
(Photo! Art Galler), of QntJr!O. Toronto) 

1838, Plamondon n'a que 34 ans - decide d'lntcrromprc son labeur a Momreal 
pour faire un coup d'eclat dans la vieille caplta]e. O'ou sa presence a Quebec au 
pnntemps de cene annee-Ia et sa participation au contours de la Socicte 
Littcralre et Hlstorique de Quebec. Si telle avair ete son JJltemion, on peut dire 
qu'll avalt bien ca!culc. Non seulement, il av,Ht remporte une medaille et vcndu 
son tableau :llI Gouverneur, mais son succi:s fut aussiror signa le par la presse. Le 
30 avri11838, u Canadu!n consacrair un article a l'e"cncmenr ' ; le 5 mai, c'etait 
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au tour de L'Ami du peuple de le faire6• Enfin, le 14 mai, Le Populaire7 reprenait 
l'article du Canadien pour le benefice de ses lecteurs montrealais. 

L'article du Canadien comprenait deux rubriques. La premiere s'intitulait 
«Prix de peinture»; la seconde, «Beaux-Arts». Nous soup<;onnons Plamondon 
lui-meme d'etre l'auteur anonyme de la seconde ... me me et surtout parce qu'elle 
est tres elogieuse a son endroit. Il en etait parfaitement capable. Si tel eta it le cas, 
cela nous eclairerait tout a fait sur son intention au moment Oll il peignit son 
tableau. 
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Jeudi dernier la Societe Litteraire et Historique de Quebec presenta a 
Monsieur Antoine Plamondon, Artiste canadien et eleve de Paulin Guerin, 
une de ses medailles de premiere classe. M. Plamondon a merite ce tribut 
d'estime en reproduisant sur la toile avec toute la grace et tout le naturel de 
son brillant coloris, les traits du dernier sauvage de pur sang Huron, qui 
habite cette Province; et qui se trouve probablement le dernier de tout ce 
peuple sauvage et belliqueux. 
Le dernier des Hurons! C'est la un sujet bien interessant, bien artistique, et 
bien Canadien. M. Plamondon en a tire tout le parti possible. I! nous a 
represente son sauvage, debout dans une attitude imposante, guerriere et 
meditative, les bras croises sur la poitrine, le front leve vers le ciel; i11'a pare 
au milieu de ses bois, auxquels il semble dire un dernier et solennel adieu, 
pour lui et toute sa race; en un mot il a vraiment peint le dernier des Hurons. 
Lorsqu'on fixe pour la premiere fois ses longs cheveux noirs, boucles et 
flottant sur ses epaules, ses traits eminemment caracteristiques, son teint 
cuivre, ses yeux etincellants [sic], sa belle draperie de couverte, sa ceinture a 
laquelle est suspendue son coutelas, on reconnait bien le fils des hommes 
libres, le chasseur et le guerrier de nos vastes Eorets, le canoteur des grands 
lacs, le dernier rejeton d'une nation noble et intrepide, qui a disparu devant 
nous comme les castors de nos rivieres, les elans de nos bois; et comme nous
memes, peut-etre, nous disparaltrons devant une nation plus puissante. Le 
fort chasse le faible; c'est en deux mots I'histoire des fils d'Adam; et le 
tableau de M. Plamondon nous en deroule un petit coin. 
I! faut esperer que ce Monsieur n'en restera pas la, que notre beau pays lui 
fournira d'autres sujets, non moins pittoresques, et que souvent, M. 
l'Editeur vous aurez de semblables articles a inserer. Puis sent tous nos 
compatriotes travailler ainsi chacun dans son genre! Puissions-nous elever 
quelques monuments de nous-memes avant d'etre engloutis dans le flot de 
I'emigration! 
Alors, on ne se demanderait plus: quand done viendra le jour OU le Canada 
sortira de son obscurite, OU les arts et les sciences y fleuriront comme 
ailleurs? Avouons le franchement, si d'un cote notre avenir national est des 
plus incertains, d'un autre cote plusieurs sujets d'esperance no us sont 
donnes, plus d'une etoile commence a pointer; qui sait si un jour nous ne 
conterons point comme les autres peuples nos gloires de litterateurs, de 
savants et d'artistes. Courage done! et en avant la jeunesse Canadienne. 



Pour comprendre le sens de cette prose naIve et a l'emporte-piece et l'intention 
me me de Plamondon en peignant son tableau, il faut se reporter a la conjoncture 
ideologique du temps. Au moment Oll cet article etait redige, vers la fin d'avril 
1838, on etait au lendemain de la Rebellion de 1837. Meme si Robert Nelson, 
refugie au Vermont avec quelque 300 de ses hommes, venait de proclamer 
l'Independance du Bas-Canada et d'instaurer la Republique le 28 fevrier 18388, 

l'atmosphere dans le Bas-Canada etait plus au desespoir qu'au defi. Quand le 
redacteur de l'article du Canadien se demandait si, a l'instar des Hurons, nous 
ne «disparaitrons» pas a notre tour «devant une nation plus puissante», chasses 
«par le fort», «engloutis dans le flot de l'emigration», il faisait plus que de la 
rhetorique. 11 exprimait l'inquietude du plus grand nombre sur «notre avenir 
national». 11 expliquait aussi la fascination qui etait a l'origine du tableau de 
Plamondon. Ce «dernier des Hurons» n'etait-il pas sinon deja nous-memes, du 
moins ce que no us pourrions devenir? Et de meme que sa <<nation noble et 
intrepide» avait d6 ceder sa place a la notre, de meme la notre risquait de 
disparaitre «devant une nation plus puissante», d'autant plus que celle-ci venait 
de faire la preuve de cette puissance en ecrasant la rebellion des «Pils de la 
Liberte». Aussi bien le Huron de Plamondon debout, les bras croises, donc 
inactif, levant les yeux vers un Ciel qui ne peut rien devant les fatalites de 
l'Histoire se resigne a son sort et s'abandonne a une sorte de nostalgie medita
tive sur la foret a laquelle <<il semble dire un dernier et solennel adieu». 

11 est vrai que pour les Canadiens fran<;:ais la situation pouvait paraitre 
moins desesperee que pour les Hurons. Quelques semaines apres, arrivait Lord 
Durham, membre influent de l'aile liberale du parti whig en Angleterre. Ses idees 
politiques firent croire un instant qu'il prendrait le parti des Canadiens-fran<;:ais 
contre le parti anglais qui souhaitait l'union du Haut et du Bas Canada. 
Pran<;:ois-Xavier Garneau saluait l'arrivee du nouveau Gouverneur en des vers 
enthousiastes9• Nul doute qu'en lui vendant son tableau, Plamondon partagea 
son enthousiasme: «une etoile» se mettait-elle «a pointer»? 

On sait combien Durham de<;:ut ces esperances. L'annee suivante, il 
presentait son fameux Rapport sur les affaires de l'Amerique du nord britanni
que, Oll il proposait «pour leur plus grand bien», l'assimilation pure et simple 
des Canadiens-fran<;:ais a la nation anglaise . 

... cette nationalite canadienne-fran~aise, devions-nous la perpetuer pour le 
seul avantage de ce peuple, meme si no us le pouvions? Je ne connais pas de 
distinctions nationales qui marquent et continuent une inferiorite plus 
irremediable. La langue, les lois et le caractere du continent nord-americain 
sont anglais. Toute autre race que la race anglaise (j'appJique cela a tous 
ceux qui parlent l'anglais) y apparait dans un etat d'inferiorite. C'est pour 
les tirer de cette inferiorite que je veux donner aux Canadiens notre 
caractere anglais lO • 
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Le 23 juillet 1840, la reine Victoria sanctionnait l'Acte d'union qui donnait gain 
de cause aux partisans d'un Canada uni et de l'assimilation des Canadiens
fran<;ais. Et au meme moment, le tableau de Plamondon, pourtant absent, 
passait dans la h!gende ... C'est en effet le 12 aout 1840 que Le Canadien publiait 
en premiere page le poeme de Fran<;ois-Xavier Garneau intitule «Le Dernier 
Huron» inspire par le tableau de Plamondon. Le poeme s'etend sur 18 strophes! 
On nous pardonnera de ne pas le citer en en tier ici. 11 est precede d'une 
presentation en prose OU Garneau reconnait explicitement sa dette envers Pla
mondon. 

L'idee de la piece de vers qui suit, est due au tableau de notre artiste M. 
Plamondon, qui a remporte le prix annuel offert par la Societe Litteraire de 
Quebec en 1838 et dont Lord Durham a fait l'acquisition. Ce tableau est un 
portrait en pied de Vincent Tha-ri-o-lin de St. Ambroise, dernier habitant, 
de pur sang, du peuple huron, excepte sa mere qui est tres agee. Vincent peut 
avoir aujourd'hui 24 ans, descendant d'une ancienne famille de chefs et est 
chef lui-meme, survivant it toute sa nation. 

Garneau notait de plus, comme no us le faisions plus haut, que Plamondon avait 
«donne au personnage de son tableau l'expression d'une resignation contempla
tive». C'est en effet bien rendre compte de l'attitude du personnage dans le tableau. 
Garneau aurait voulu pour sa part exprimer des sentiments plus complexes. 

rai voulu laisser percer, dans les regrets du dernier Huron, l'energie qui 
caracterisait sa nation et peindre dans l'amertume de ses pensees l'espece de 
plaisir de vengeance qui lui fait eprouver le vague espoir qu'il y aura un 
temps Oll 
«Sur les debris de nos cites pompeuses 
Le patre assis alors ne saura pas, 
Dans ce vaste desert, quelles cendres fameuses 
Jaillissent sous ses pas». 

En se citant lui-meme, Garneau nous simplifie la tache. Telle etait a ses yeux la 
pointe de son poeme: une reflexion sur le caractere ephemere des nations, de la 
sienne donc, en particulier. C'est bien l'interpretation a laquelle se rangeait le 
redacteur duJournal de l'instruction puhliquell qui publiait en fevrier 1866 une 
nouvelle version du poeme de Garneau a l'occasion de la mort de son auteur. 

A l'epoque Oll M. Garneau publia ce petit poeme, il y avait tout it craindre 
pour notre race, et l'on sent, sous les strophes emues du poere, comme une 
sombre arriere-pensee, comme une de ces allegories qui sont si frequentes 
dans la poesie des livres sacres. 

Autrement dit, le poeme de Garneau et, par consequent, le tableau de Plamon
don mettaient moins en scene le dernier survivant d'une race indienne vouee a 
la disparition, qu'une «allegorie» des enjeux de la «survivance» de la nation 
canadienne-fran<;aise apres la Rebellion de 1837. Cet Indien peint par Plamon
don serait donc moins le representant d'une autre culture qu'une image de nous
memes au moment OU notre «avenir national» donnait tant d'inquietude. Bref 
Le dernier des Hurons n'est pas un portrait ethnographique. C'est un tableau 
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symbolique Oll le personnage de Zacharie Vincent prete son corps, son attitude 
et son destin a l'expression d'un sentiment de resignation sans doute partage 
par plusieurs des compatriotes de Plamondon. En passant, n'est-ce pas ce qui a 
fait le sucd:s du tableau? Mais Garneau voulait exprimer aussi une «espece de 
plaisir de vengeance». Ce sentiment n'est pas dans le tableau de Plamondon. On 
le trouve ailleurs cependant. 

En effet, il est un tableau, peint probablement apres la publication du 
poeme de Garneau et donc inspire par lui, qui met en scene un Indien dans un 
role tres voisin de celui que Garneau assignait au «dernier Huron» dans son 
poeme. C'est le fameux Paysage au monument a Wolfe (fig. 2) de Joseph Legare 
et que Jean TrudeP2 date prudemment vers 1840. Au milieu d'un paysage 
tourmente, dont Legare avait emprunte tous les details a une gravure d'E-mile 
Carlier, se dresse la statue vermoulue du general Wolfe, le vainqueur des Plaines 
d'Abraham. Un Indien est assis sur le bord d'un caurs d'eau (ou d'un etang), son 
canot paraissant sur la droite derriere les troncs d'arbres. L'Indien fait un geste 
d'hommage en direction de la statue, lui tendant son arc. 

Mais quand se situe cette scene au juste? Dans le lointain passe, au 
moment Oll les Indiens etaient encore maitres des lieux, avant meme la venue 
des Blancs? Non, puis que la statue du general Wolfe vient deparer le decor 
naturel. Il faut au contraire que nous soyions dans le plus lointain avenir, au 
moment Oll, de notre epoque, il ne reste plus que cette statue absurde et 
pathetique. 11 faut que nous soyions dans ce temps lointain evoque par les 
dernieres strophes du poeme de Garneau. 

Mais il viendra pour eux le jour de la vengeance, 
Oil l'on brisera leurs tombeaux. 
Un autre peuple arme, fils de la Providence, 
Ravagera leurs coteaux. 
Sur les debris de leurs cites pompeuses 
Le patre assis alors ne saura pas 
Dans ce vaste desert queUes cendres fameuses 
Jaillissent sous ses pas. 

Qui sait, peut-etre alors renaitront sur ces rives 
L'Indien et ses sombres forets. 
Mes ayeux laisseront leurs ombres fugitives 
Qui n'ont ni culte ni paix, 
Et se levant comme apres un long reve 
ils reverront partout les memes lieux, 
Les sap ins descendant jusqu'aux flots sur la greve. 
En haut les memes cieux. 

C'est donc notre temps qui a ete englouti par l'oubli dans cet etrange tableau. 
Nos conflits anglo-fran<;:ais n'ont laisse derriere eux qu'un vague souvenir 
incomprehensible, cette statue aussi inexplicable au milieu des bois que l'objet 
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d'Odyssee 2001 de Kubrik. L'Indien s'est leve «comme apres un long reve» et a 
repris possession de ces «lieux» qu'il n'aurait jamais dfi perdre. 11 peut donc se 
permettre de rendre hommage a un passe qui ne le touche plus. 

Au moment Oll le present semblait si sombre pour la nation canadienne
fran<;aise, il n'y avait plus qu'a rever d'un tres lointain avenir Oll le vainqueur 
d'aujourd'hui ne sera plus qu'un souvenir oublie, une vieille statue derisoire. 
Que l'Indien du tableau de Legare ne soit qu'un prete-nom pour ses compatrio
tes, on peut en voir une preuve supplementaire dans un autre tableau du meme 
peintre intitule Le Canadien, date de 1833 et conserve au Musee du Quebec 
(fig. 3). On y voit un «Canadien» affectant a peu pres la meme pose que l'Indien 
dans le Paysage au monument Cl Wolfe. On trouvera peut-etre ce rapprochement 
inutilement erudit? 11 faut savoir qu'il s'imposait d'autant plus aux spectateurs 
du temps, que ce petit tableau de Legare etait a l'origine de la vignette qui orna 
toutes et chacune des livraisons du journal Le Canadien de 1833 a 183613 ! 

Mais ce n'est pas tout. Si le Paysage au monument Cl Wolfe represente la 
reaction de Legare au poeme de Garneau, je crois qu'il y a un autre tableau de 
Legare qui represente sa reaction au portrait de Zacharie Vincent de Plamon
don. 11 s'agit du beau portrait de Josephte Ourne, vers 1844 (figA), conserve au 
Musee des beaux-arts du Canada a Ottawa. On est peu fixe sur l'identite du 
personnage. Dne inscription au verso en faisait la «fille d'un Chef Sauvage 
d'Ocnawaga», donc une Indienne mohawk. Par contre, les catalogues de 
peintures du Seminaire de Quebec la presentent toujours comme la «fille d'un 
chef Abenaquis»14. 

Quoi qu'il en soit, l'intention de Legare nous parai't claire. 11 faut se 
souvenir qu'en 1844 le tableau de Plamondon n'est plus au Quebec. Comment 
ne pas penser des lors que Legare ait ete tente de combler le vide, si l'on peut 
dire, cree par le depart du tableau de Plamondon pour l'Angleterre? Et, de fait, 
les deux tableaux ne sont pas sans ressemblance. Dans l'un et l'autre, la mise en 
page est semblable, le modele etant non pas «en pied» comme l'avait cru le 
chroniqueur du Canadien mais represente a partir des genoux sin on de la taille. 
Le decor est semblable, la scene se situant a l'exterieur. Mais, les deux tableaux 
ne sont pas sans differences. Josephte Ourne ne croise pas les bras. Elle ne 
regarde pas le Ciel dans une attitude de «resignation contemplative». Elle 
regarde droit dans les yeux le spectateur avec un air de defi. 

La «resignation», contemplative ou pas, n'etait pas le fort de Legare, lui 
qui s'etait associe au parti le plus radical durant la Rebellion; lui qui avait ete 
arrete, avec quelques autres membres du bureau de redaction du journal Le 
Liberal, a la suite d'une enquete du juge Robert Symes et mis en prison en 
novembre 1837, (voir Le Canadien, 13 novembre 1837, p. 2); lui qui se rallia 
aussitot a John Neilson dans sa campagne contre l'Acte d'union (voir Le 
Canadien, 27 janvier 1840, pp. 1 et 2); lui qui, lors des elections generales en 
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fig. 1 Jose-ph Legare, Paysage- au monument it Wa lk, ~ers 1840, huile 
sur Wile, 131.3 x 174.6 cm, Call. MuseI' du Quebec. Quebec. 
1955, A SS 109 P. (Phcllo: Musee du Quebec, Patrick Altman) 

fig.3 JOSC'ph Ug.·ue, u Canadien, 1833, huile sur toile. 16,8 x 24,1 cm, 
Coil. MuseI' du Quebec, QueDeC, 1972, A 72 43 P. 
(Photo: Musee du QueDeC, Parrick AIrman) 
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fig. 4 JoSt"ph Ug.uc, JostphlC' Oumi. vers 1844, huile SUT roile, 131,5 
x 95,5 cm, Coil. Musce des beaux-ans du Canada, O\la""'3, 
1975, 18,309. (phom: Mustc des beaux-am du Canada, 
Ottawa) 

76 



octobre 1844, prit le parti des reformistes liberaux de Lafontaine contre le clan 
Viger-Papineau protege par le Gouverneur Sir Charles Metcalfe, etc. 

Illui semblait sans doute que si les Canadiens-fran<;:ais devaient «jouer 
aux sauvages», autant s'identifier a la farouche Josephte Ourne, jetant un 
regard de defi a ses conquerants, plutot qu'au bon Zacharie Vincent se resignant 
a son sort. 

L'analyse du Dernier des Hurons de Plamondon nous a donc mis sur la 
piste de toute une iconographie OU l'Indien sert moins de motif que de pretexte 
a peindre des sentiments partages par les Canadiens-fran<;:ais. On pourrait 
parler, a la suite de Bertrand Gervais15, de «prosopopee» visuelle, la prosopopee 
etant cette figure de rhetorique qui consiste a preter a un mort ou a un absent, 
voire a des animaux, des plantes ou des choses, des discours qui ne peuvent avoir 
ete les leurs mais qui servent l'intention de l'auteur. Gervais a en effet montre 
que cette figure de rhetorique est constamment utili see par les auteurs apropos 
des Indiens. On aime les faire parler et leur faire dire en particulier les bienfaits 
qu'ils seraient censes eprouver de leur recente conversion au catholicisme ou de 
leur assimilation au monde des Blancs. Dans le cas qui nous occupe, l'Indien 
tiendrait visuellement le discours, resigne ou vengeur selon les cas, qu'on 
attendrait de lui vu le sort qu'on lui fait, et qui, comme par hasard, est a peu pres 
celui que les Canadiens-fran<;:ais tenaient volontiers en ce temps-la. Mais, 
comme toujours, la prosopopee qui pretend faire parler quelqu'un qui est absent 
revient a le baillonner s'il ne l'est pas. Quel etait le discours tenu par les Indiens 
en l'occurence? On pourrait croire que nous n'avons aucun moyen de le savoir. 
Il n'en est rien. 

Zacharie Vincent, <<le dernier des Hurons» etait peintre et vers 1845, donc 
juste apres les evenements que nous venons de rapporter, il a peint son Autopor
trait avec son fits (fig.5), tableau conserve au Musee du Quebec. Si le «dernier 
des Hurons» avait un fils, il n'etait peut-etre pas, apres tout, le dernier de sa 
race ... et avant de servir de symbole pour la cause des autres, il pouvait s'eriger 
en temoin de sa propre cause. On n'y preta que peu d'attention, tant il est vrai 
qu'il n'y a rien comme le nationalisme des uns pour rendre sourd au nationa
lisme des autres. 

FRAN<::OIS-MARC GAGNON 
Universite de Montreal 

avec la collaboration de 

YVES LACASSE 
Conservateur, 
Musee des beaux-arts de Montreal 

77 



{lg. ~ Zacharit Vinctm, AlltOponrail :I\ICC 50n fi ls, vcrs 1845, huilt 
~ur IOllt, 48,4 x 4 1,1 ~m, CoiL Mu~':c du Quebec, Quebec, 
A 47 136 Po I'how: Mu'>('c du Quchc.:: 
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Notes 

Voir Yves LACASSE, Antoine Plamondon Le Chemin de croix de I'eglise Notre-Dame de 
Montreal, Montreal, Musee des beaux-arts de Montreal, 1983, pp. 30 et 32, rep. p. 29. 

2 L'inscription au dos du tableau avant reentoilage se lisait comme suit: «Le tableau est le 
Portrait du dernier des Hurons de Lorette, il se no me Zacarie Vincent, il est agee de 23, peint par 
Ant Plamondon 11 Quebec 1838». 

3 Il s'agit d'une lettre de l'abbe Louis-Joseph Desjardins 11 la Reverende Mere St-Henry, datee 
du 22 aout 1838 citee dans Claude THIBAULT, Tresors des communautes religieuses de la Ville de 
Quebec, Quebec, Musee du Quebec, 1973, p. 94. 

4 Au nO 44, p. 16 du catalogue de vente de Lambton Castle, le 18 avril 1932, le tableau eta it 
decrit de la fac;on suivante: «A. PLAMONDON (Painted at Quebec, 1838). 45 in. x 37 in. Portrait 
of Zacarie Vincent of Lorette, the last of the Hurons». Une note manuscrite sur l'eclition de ce 
catalogue conserve par Monsieur Schaeffer indique qu'il etait alors offert pour 19 livres. Le tableau 
vient d'etre publie par Dennis Reid dans le catalogue de l'exposition itinerante: Collector's Canada, 
Toronto, Art Gallery of Ontario, 1988, cat. nO 1, p. 14, rep. couleur p. 15. 

5 Ibid., p. 3. 

6 Ibid., p. 3. 

7 Ibid., p. 3. 

8 Voir Guy FREGAULT et Marcel TRUDEL, Histoire du Canada par les textes, Montreal, 
Fides, 1963, tome I (1534-1854), pp. 206-208 pour le texte de la «Declaration cl'independance du 
Bas-Canada» de Robert Nelson en 1838. 

9 «A Lord Durham», paru dans Le Canadien, vo!. 8, n° 15, 1838, p. 1. 

10 Guy FREGAULT et Marcel TRUDEL, op. cit., p. 212. 

11 Vo!. 10, nO 2, pp. 17 et 18. 

12 John R. PORTER, Joseph Legare 1795-1855. L'oeuvre, Ottawa, Galerie nationale du 
Canada, 1978, p. 64. Dans ce catalogue, la notice sur le Paysage au monument a Wolfe a ete redigee 
par Jean TRUDEL. Il est aussi l'auteur des notices de deux autres tableaux que nous mentionnons 
ci-apres: Le Canadien et Josephte Ourne. Signalons que Jean TRUDEL a publie clans Parachute, 
nO 46, mars-mai 1987, pp. 102-105 un article intitule «Sans titre» qui fait le tour de toutes les 
interpretations anterieures du Paysage au monument a Wo/fe. Le lecteur qui voudrait situer 
l'interpretation que no us proposons ici ferait bien de s'y reporter. 

13 Ibid., pp. 45-46. 

14 Ibid., pp. 75-76. 

15 Bertrand GERVAIS, «Elements pour une rhetorique de l'assimilation», Recherches 
omPrindiennes au Quebec, vo!. XVII, nO 3,1987, pp. 41-52. 
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THE PICTURE FRAMES OF CLARENCE GAGNON: 
A NEGLECTED HISTORY 

At the end of 1913, a major exhibition of the work of Clarence Gagnon 
(1881-1942), the Quebec landscape artist, was held at the Galerie A.M. 

Reitlinger, 12 rue la Boetie, in Paris. In this, the first substantial exhibition in 
Gagnon's career, about eighty works were displayed including graphic prints, 
landscapes of European subjects and over fifty oil paintings of the Canadian 
landscape. Gagnon's exhibition was reviewed widely and enthusiastically in the 
French press. The Canadian landscapes received the most attention for the 
beauty and serenity of the imagery the rural areas of Quebec blanketed in snow; 
the depiction of everyday life in French Canada; and the delicate treatment of 
light and atmosphere all received praise. At home in Canada, the Montreal 
papers printed resumes of the favourable critical reception to Gagnon's exhibi
tion,1 taking pride in the success of a Canadian artist in Paris, the acknowledged 
centre of the Western art world in 1913. 

The fifty-four oil paintings of the Quebec landscape, which represented 
nearly seventy percent of the Paris exhibition, constitute the neglected history 
of Clarence Gagnon's "oeuvre." Why? Because, without exception, each canvas 
was surrounded by a frame designed, painted and decorated by the artist 
himself. Gagnon's vision, therefore, did not stop at the edge of the canvas. 
Rather, his intention was to present a unified "objet d'art," that is, a canvas 
surrounded by a frame with each component bearing equally the traces of the 
artist's touch. In aesthetic theory, the frame is considered the mediator between 
the canvas and the spectator, reflecting the artist's attention to the spatial and 
colour effects of the canvas on the spectator. In creating both canvas and frame, 
Gagnon entered directly in the viewer's perception of his work. What type of 
frame did Clarence Gagnon choose for these Canadian landscapes? When his 
work was framed by dealers, Gagnon had always instructed the dealer to choose 
the most simple frame possible, preferably a thin black moulding.2 Gagnon was 
adamant in his belief that gold frames "killed the painting."3 The frames that 
Gagnon created were very simple in construction and at the same time, highly 
original in Canada. 

From 1909 onwards, Clarence Gagnon divided his time between Baie
Saint-Paul, Montreal and Paris. It was in Baie-Saint-Paul that Gagnon turned to 
his friend Henri Tremblay, the "habile menuisier"4 for the construction of the 
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('8- I Pklun. m.m~. 72 "11. ~ 92 cm. hy CI3rt"n(~ G~gnO[l 111 Ih~ (OIlCCIIOn of Ihe MusC~ regional 
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trdmes. Tremblay assembled sImple pine frames~ wIth a narrow mner mouldmg 
slopmg at .I fOrfy·five degree angle towards the canvas. This inner fillet was 
surrounded by a flat frieze about seven centimetres wide. and that in turn by a 
narrow L-shapcd outer band. The corners were mitred and jomed by three nait~ 
countersunk and filled. Tremblay said that for Gagnoll, "il blbit que les pIeces 
de bois soient bien polies. "6 Meticulous craftsmanshIp was a hallmark of (Very 
aspect of Gagnon'!> aniSllc practice. 

Gagnon then painred and decor:lIed each frame (fig. 1). The inner fillet 
next [0 the canvas was palnred gold. The outer moulding was painred in a 
continuous pattern of bbck and gold rriangles. Smce the gold, rather than the 
black, triangles lie on the outer edge of the fr.lInes, the \"Isual effect I!> a 
dissoking of the tr.lIlsition between the frame :md the hanging wall. This band 
of black and gold triangles IS Similar to that used extensively by the Victorian 
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painter Alma-Tadema, and later copied by his daughter and artists of the 
Newlyn School,? among others. 

Gagnon painted the dominant central area of the frame in a dark colour, 
sometimes black and in other examples, a deep green-blue shade. On this, 
Gagnon stencilled motifs usually in two or three muted colours. These motifs, 
which evoke the Quebec countryside, differ from frame to frame. The designs 
included several types of evergreen trees, a wild daisy from the summer fields, a 
stylized fleur-de-lys, an Indian paddling a canoe, a hybrid bird combining 
features of a pheasant and a rooster, and a cross perched on a domed shape 
resembling a stylized hill, to cite a few examples. The motifs complement the 
imagery of the Quebec landscape in the canvases. 

This is evident in the canvas, Winter, Village of Baie-Saint-Paul for 
example (collection of Power Corporation of Canada). Here Gagnon focussed 
on the traditional French-Canadian house, an image closely linked with French
Canadian nationalist ideology at this period in history; and he has suppressed 
the particularities of the landscape under an enveloping blanket of snow. Small 
details derived from the Quebec landscape - a stylized bird and a fleur-de-lys 
motif - appear on the frame. Winter, Village of Baie-Saint-Paul, illustrates a 
curious, but all-too-typical fate of Gagnon's frames (and it could be added, of 
all artists' frames). The frame presently on this canvas bears the label, Street 
Scene, Baie-Saint-Paul, a title used by Power Corporation. The back of the 
canvas, however, has the title Winter, Village of Baie-Saint-Paul, which related 
more closely to the subject matter: a cluster of houses, sheds and trees. This title 
identified the painting in the exhibition, Scenes of Charlevoix 1784-1950. 

This confusion exists because the frame was intended for a larger canvas 
and it has been cut and scaled down to fit the present canvas. This is obvious as 
the zigzag pattern on the outer border of the frame and the bird motifs in the 
corners of the frieze do not meet to form the perfectly matched imagery found 
on Gagnon's other frames. Such lack of perfection in the execution of the design 
is not compatible with Gagnon's insistence on meticulous craftsmanship. It can 
be concluded, therefore, that while the frame is by Gagnon, the alterations 
would not have met his standards. Furthermore, the contradictory labeling 
confirms that this frame was intended for another canvas. 

Rene Boissay has suggested that the stencilled motifs were executed in the 
dominant tones of the canvas for which the frame was intended.8 The four 
frames of Gagnon (four of at least fifty to sixty frames that once existed) that I 
have been able to locate and examine do not support such a conclusive opinion. 
In all the examples studied, the predominant tones of the stencilled motifs were 
similar - dark muted red and dark green with touches of gold. This would 
suggest that the dominant tones of all Gagnon's canvases were the same, which 
is a doubtful observation. Furthermore, the two Gagnon frames in the collec-
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tion of the Musee Regional Laure-Conan at La Malbaie no longer contain 
canvases and the frame in the Power Corporation Collection in Montreal does 
not contain the canvas for which it was originally intended. 

All the frames by Clarence Gagnon bear the readily visible trace of the 
artist's brushwork - both the solid painted surfaces and the stencilled motifs. 
The motifs are always arranged symmetrically with a dominant element at the 
corners and/or in the centre of the upper and lower friezes. The motifs appear 
as isolated elements on the frames with no connecting design elements. This 
decorative style is often typical of stencilling as it does not readily lend itself to 
an interconnected pattern. Such punctuation of the frame surface is reminiscent 
of frames by the Pre-Raphaelite artists, particularly Rossetti. The simplicity and 
sometimes even naIvety of the motifs creates an overall visual effect which bears 
more affinity to the traditions of folk art than to the traditions of Gagnon's 
academic training. By combining such frames with his canvases depicting the 
vernacular architecture and rural life of the Charlevoix region, Gagnon has 
clearly revealed a sympathy for and a valorization of rural traditions. 

The history of picture frames has followed and echoed that of both 
furniture and architectural ornamentation. Clarence Gagnon's frames are no 
exception as they reflect his passionate interest in the heritage of French
Canadian culture. 

Clarence Gagnon, plus que tout autre artiste peut-etre, comprend tres tot le 
respect dil aux vieilles traditions franc;aises sur cette terre d'Amerique; tout 
ce que cela comporte pour la survivance de notre culture. A ses yeux, c'est 
un patrimoine infiniment cher, et ille defend jusqu'il. sa mort. 9 

There is a close relationship between the construction of Gagnon's frames and 
traditional everyday Quebec furniture. Gagnon did not turn to an "ebeniste," 
professional furniture or frame-maker for his woodwork. Rather, he chose a 
"menuisier" or carpenter to construct the frames. This echoes the tradition of 
rural French Canadian furniture, particularly that made from solid wood found 
and executed by local carpenters as opposed to furniture of a "grand style" 
made by cabinet makers using veneer and inlaid WOOdS.lO 

Like Gagnon's frames, this type of furniture was nearly always painted or 
stained. Some pieces were also decorated with painted motifs, though the motifs 
were not necessarily stencilled. Examples of such decoration exist not only on 
Quebec furniture, but also on that of the Pennsylvania Dutch,ll the New Jersey 
Mennonites, areas of New England and rural areas of Europe. As Jean Palardy 
has observed: 

French provincial furniture was decorated with geometrical designs which 
originated in folk drawings which are common to most European countries. 
These designs are to be found all the way from the Mediterranean to 

Scandinavia and were taken to Canada by the early colonists. They include 
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stylized patterns of flowers, leaves, stars, crosses of all shapes, roses, 
roundels, chip-carved circles, lozenges, discs, shells, hearts and human 
figures ... these widespread designs were also used on Canadian furniture .. ,12 

The motifs designed by Gagnon reflect close affinities with folk art 
traditions in Canada and abroad, although it should be stressed that he has 
made his own, original statement in the decoration of the picture frames. This 
link between Gagnon and folk art is not unexpected from an artist who himself 
declared that he had "devoted the greater part of [his] life to folk art ... [he had] 
studied it in the remotest part of the Tyrol, Spanish Cordilleras, Carpathian 
mountains, Ruthenia, Slovakia, Scandinavia ... " 13 Gagnon might well have also 
mentioned his own country, Canada. In the province of Quebec, particularly 
the Charlevoix region, he was deeply involved in the design and promotion of 
the handicrafts and folk art. This link with the universal nature of folk art 
perhaps accounts for the varied reaction to Gagnon's frames. One curator 
described the frames as very Russian in appearance14 while a historian has 
mentioned their affinity to the decorative arts of the Swiss alps.15 

Following his studies at the Art Association of Montreal under William 
Brymner from 1897 to 1900, and prior to his 1904 departure to study in Paris, 
Gagnon spent the summer months sketching and painting at Saint-Joachim and 
Baie-Saint-Paul. During the winter months he was associated with the architec
tural firm of Edward and William Maxwell, particularly the latter: "William 
who was a keen amateur painter and fine draughtsman, had closer contact with 
[the] employees in the draughting room and the craftsmen hired on commis
sion ... " 16 The literature on Gagnon's particular relationship with William 
Maxwell has been contradictory. Some authors have suggested that it was an 
employee-employer situation; others have merely cited Clarence Gagnon and 
William Maxwell's shared interest in the decorative arts and their contact 
during Saturday afternoon life-drawing sessions in the Montreal studio of 
Maurice Cullen. In fact, the connection between the artist and the architect can 
be described more precisely. 

It was William Maxwell who taught and assisted Gagnon in pulling his 
first prints - drypoint etchings that were portraits of a young girl and also of 
his friend, the artist EW. Hutchison,17 It was also from Maxwell that Gagnon 
gained experience in the art of stencilling, another form of printing. The account 
books of William and Edward Maxwell contain no record of Clarence Gagnon 
in their continuous employ as a draughtsman. Entries do, however, record 
payments to Clarence Gagnon for stencilling work in the house of the Honour
able L.J. Forget on Sherbrooke Street in Montreal and also that of E.S. Clouston 
both jobs carried out in the spring and summer of 1903.18 While William 
Maxwell's own designs are more elaborate, and closer to the Beaux-Arts 
decorative arts tradition than those developed by Gagnon, their method is the 

84 



fig.l CoHf of 1913 P.ln~ rxhlbUlon '.lral~, Exposition C!.Junu r\, C.sKlI()n. 
Tht bb,k hnt ~round thr pnnl rU.llltls Gagnon's usr of:l blad. ha(k~round on h,~ r'cturr fr~mfi, 
Photo , B,bllOlhc!qut ;-';atlonak du Quc:-br.;, MOnlrtJl, JeJn-.\bnt G.lUHf'JU Plptr~ 

same. Th is connection is a more imporranr element III Clarencc Gagnon's 
artistic formation than has pre"iously been acknowledged. 

Gagnon's motifs and use of stencilling derive from vernacular an and 
furmture styles, and his connection with Wilham Maxwell. Howcvcr, this does 
not explain Gagnon's choice of a black or nearly black background for his 
frallles. Onc reason was cerrainly his desire to accentuate the highly-coloured 
tones of his imagery wi thou t distracting the viewer's anention, One French 
critic reviewing Gagnon's exhibition made just such an observation. 

L'ldu amusame des cadres en bois print, s'adaptam au SUlet, f:wonse Ics 
dfets de solell sur la nelge, les largrs vallees desertes, les lacs gelcs, toute~ les 
rtendues clalres et fngldt's OU notre enfanee almalt J SUI\re t'n pen\ee le~ 
explOit!> des rrappeurs.19 
Another factor governing Gagnon's choice of a black b.1ckground for the 

frames is the link with his early career as an engraver. Traditionally graphic 
prints were not properly framed unless they were bordered b)' a black mould
ing.10 In hiS own prints, Gagnon frequently used a black line of var)'lIlg 
thickness to define rhe limits of his Image. This is particularl), evident in the 
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fig. J Clarence Gagnon In his Paris studio about 1910. On the ~ar ..... all are small ..... orks 
framed ill a similar style to Gagnon's large picture frames. 
(PhOTO: Bibliotheque NaTional", du Quebec, Monrn!al.Jean-Marie Gau\'reau Papers) 

fig." Installation photo of Cla~nce Gagnon exhibition at Galerie Reirlinger, Paris, 
1913 showing uniform framing practice of Gagnon. 
(photo: Bibhotheque Nationale du Quebec, Montreal,Jean-Marie Gauvreau Papers) 
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print used for the catalogue cover of the major Clarence Gagnon exhibition held 
at the Galerie Reitlinger in Paris in 1913. (fig. 2) 

The dating of Gagnon's frames must also be considered. It is possible to 
establish only an approximate period in which Gagnon created his own frames. 
Although Gagnon had been sketching in Charlevoix as early as 1898 and 1899 
in his student days, it seems that his framing practice dates from about 1909 to 
the second decade of the twentieth century. In 1909 Gagnon completed his 
Parisian studies and his first extended stay in Europe. He and his wife returned 
to Canada and lived in their own house in Baie-Saint-Paul. It would seem 
logical, therefore, that Gagnon befriended the "menuisier" Henri Tremblay at 
this time. This friendship allowed him to use Tremblay's atelier for the prepara
tion of his stretchers, canvases and panels. This was also the period in which 
Gagnon turned from engraving to oil painting, creating works that required 
larger, and consequently more expensive frames. While Gagnon's own frames 
no doubt satisfied his aesthetic sense, the economy of their production was 
probably also a consideration at this relatively early stage in his career. A 
photograph used by Jean-Marie Gauvreau in a 1943 article in Technique 21 is 
identified as a 1910 view of Gagnon in his Paris studio. Cropped on the right 
hand side of the magazine reproduction, but evident in a copy of the photograph 
in the Gauvreau archives22 (fig. 3), are small pochades in frames of the same 
type and construction as Gagnon decorated with paint and stencilled motifs. 

As mentioned, the largest presentation of Clarence Gagnon's landscapes in 
his own frames was in November and December 1913 at the Galerie Reitlinger in 
Paris (figA). Of the approximately twenty articles written about the exhibition, 
only three mentioned Gagnon's frames and even then the remarks are slipped in 
at the end of the articles in a rather off-hand manner. For example, Pierre 
Danton in Le Journal des Arts (Paris) commented in his closing paragraph: 

On trouvera, en un mot, dans les tableaux de Clarence A. Gagnon -
presentes, ne l'oublions pas, dans des cadres extremement originaux, 
executes par l'artiste - un vrai talent faisant admirablement ressortir le 
caractere de beaute d'une contree plutot meconnue et pourtant si voisine de 
nous par ses hommes issus de notre race et qui ont conserve nos moeurs et 
notre langage.23 

Danton's review clearly evoked an image of the serene beauty of Canada; and 
he, like other writers, linked that image with the common racial heritage of 
French Canada and France. His lack of focus on the frames by the artist could 
be just another example of the neglect of the frame. As Henry Heydenryk has 
so aptly observed: "no subject so essential to the appreciation of a work of art 
has been so neglected as framing. "24 

It is probable, however, that Gagnon's execution of both canvas and frame 
was not particularly highlighted by the critics as it was commonplace in the late 
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nineteenth and early twentieth century. The Pre-Raphaelites had experimented 
with symbolic motifs on picture frames, and the Impressionists had contested 
the issue of gold frames. (Even earlier, Delacroix had raised this issue.) Similarly, 
the Symbolists had also pursued an interest in the correlation between the 
canvas and its frame. 

About twenty-five years earlier, in 1886, the French poet and critic, Jules 
Laforgue had written: 

In the various independent exhibitions, a refined and intelligent variety of 
imaginative frames has replaced the eternal moulded gilt frame. A green 
landscape flooded with sunlight, a white winter beach, an interior scene 
alive with fluttering lamps, require frames which only the artists who 
painted the pictures will know how to produce. We noted frames which were 
flat, white, pale pink, jonquil yellow, and others which were outrageously 
gaudy.2s 

Five years later in La Revue Blanche, Maurice Denis also documented the 
widespread phenomenon of artists creating their own picture frames. He noted 
that: 

... white frames surrounding large canvases painted in wax or distemper are 
considered acceptable; they set off the lightened palettes. Or else, use black 
frames like Messieurs Bernard and Anquetin ... And for this idea of picking 
up the tonality of a painting in the arabesques which surround it, take the 
frames covered with flowers, spotted frames, frames embroidered by loving 
hands, of Messieurs Ranson, Bonnard, Denis ... 26 

Clarence Gagnon's practice of creating his own picture frames had many 
parallels among European artists, and the situation was no different among 
Canadian artists. Henry Sandham,27 Otto Jacobi,28 and Maurice Cullen all 
carved their own picture frames. It was not until about 1920 that Cullen's 
dealer, William Watson, anxious to obtain a sufficient quantity of Cullen's 
works to mount a one-man exhibition, persuaded him to abandon the time
consuming process and found someone able to make frames to Cullen's 
specifications.29 The sketchbooks of James Wilson Morrice in The Montreal 
Museum of Fine Arts include sketches for frame designs although no research 
has yet been done on this aspect of Morrice's production. A.Y. Jackson, like 
other members of the Group of Seven, was also concerned with framing. In the 
early years of the twentieth century he spoke out against gold frames, linking 
them with the private Montreal collections of Dutch landscapes which he so 
despised. In his opinion, "Ornate gold frames, plate glass and spotlights added 
a glamour and gave their owners social prestige. "30 

The 1913 Paris exhibition marked the most concentrated presentation of 
Gagnon's own frames but it was not the last time they were used for exhibition 
purposes. In the summer of 1914, Gagnon was again in Baie-Saint-Paul and 
Henri Tremblay assembled frames which the artist then decorated. He sent three 
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by boat to his Montreal art dealer, Johnson Art Galleries, for his entries to the 
Royal Canadian Exhibition in Toronto.3! Evidently Gagnon continued the 
practice until at least 1917 for the two frames in the collection of the Musee 
Regional Laure-Conan both were used at the 1917 Central Canadian Exhibition 
at Ottawa, one for a painting entitled Old Houses, Winter and the other, Winter
Lake Geneva. The former could be the same painting exhibited at the 1914 
Royal Canadian Academy exhibition and the latter from the 1915 exhibition. It 
is hard to be certain, however, as Gagnon sometimes used different titles to 
designate the same paintings. 

On October 8, 1923, Gagnon wrote from Baie-Saint-Paul to his friend in 
Ottawa, Duncan Campbell Scott. He asked Scott to send the canvas, Village 
Street, Winter to the National Gallery of Canada for the British Empire 
Exhibition. Although he was somewhat agitated at both the short notice of the 
call for entries and the fact that much of his work was in New York, Gagnon 
showed little concern about the frame. He merely said: "They will see about 
putting a frame on it."32 It would seem then, that by this time Gagnon was no 
longer creating his own frames and that his interests had shifted in other direc
tions. 

Of the more than fifty frames created by Clarence Gagnon, I have located 
four. Two frames, without canvases, are in the collection of the Musee Regional 
Laure-Conan at La Malbaie, Quebec. One frame, although altered, is in the 
collection of Power Corporation of Canada. The fourth example which is in a 
private collection, is a beautiful example of Gagnon's intention. The frame 
motifs echo the imagery of the canvas, Dimanche Matin, Hiver, Comti Char
levoix (c. 1910).33 The rest of Gagnon's frames are no doubt lost, destroyed, in 
private collections, or perhaps even tucked away in a museum storage area. 
They are victims of changing taste, victims of the need of collectors and dealers 
to suppress the individuality or singularity of a work that might not readily lend 
itself to integration in a collection. Consequently, the picture frames of Clarence 
Gagnon have been a neglected part of art history. 

SUSAN GUSTAVISON 
M.A. Student 
Department of Art History 
Concordia University 
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Comptes rendus / Book Reviews 

LES ARTISTES DE MON TEMPS 
Alfred Laliberte 
texte etabli, presente et annote par 
Odette LEGEND RE 
Les Editions du Boreal, Montreal, 1986 
349 pp., $34.95 

Alfred Laliberte sculpteur 
Odette LEGEND RE 
Les Editions du Boreal, Montreal, 1989 
(en preparation) 

«C'est en 1940, au moment ou il epousa la soeur 
de ma mere, Jeanne Lavallee, que j'ai connu 
Alfred Laliberte; pendant les treize annees qui 
suivirent, je passai de tres nombreuses heures 
en sa compagnie». Ainsi s'expliquait Odette 
Legendre dans l'avant-propos de I'ouvrage de 
Laliberte qU'elle presentait au public, en 1978, 
annee du centenaire de la naissance du sculp
teur. Le manuscrit s'etait successivement appe!e 
Mes memoires, De la cognee a l' ebauchoir ou 
l' evolution de trois generations, et enfin, Mes 
souvenirs!. Du vivant de I'auteur, le texte avait 
ete recopie et ameliore par la «plume experte» 
de Jeanne, sa jeune femme. 

Si le sujet reel du present compte rendu n'est 
pas ce document, paru il y a plus de dix ans, on 
me permettra tout de meme d'y voir un lien pro
fond et direct avec Les artistes de mon temps2, 
texte d'Alfred Laliberte etabli, presente et annote 
par Odette Legendre (1986), et avec la toute 
recente biographie du sculpteur ecrite par e!le 
(1989). Lien, parce que les trois livres ont, 
somme toute, le meme objet: faire connaitre 
Alfred Laliberte sculpteur. Tout d'abord par ses 
ecrits autobiographiques, ensuite par ses ecrits 
sur ses contemporains et enfin par I'histoire de 
sa vie racontee par sa niece. Le sculpteur Alfred 
Laliberte est au coeur de ce triple dossier. 
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Deja, avec Mes souvenirs, il faut etre sensi
ble au dedoublement3 d'activite qui s'opere 
chez le sculpteur quand i1 est question de se 
raconter. Car ce n'est pas seulement avec la 
glaise qu'il trace son autoportrait: 

en m'employant a ecrire4 ces notes qui ont 
trait a ma carriere de sculpteur depuis mes 
debuts, j'oublie un peu la sculpture e!le
meme, mais ecrire est un bon exercice ( ... ) 
et je crois que les pages que j'accumule de
viendront peut-etre un travail utile.s 

Puis, 
la depression venue, ne trouvant plus l'admi
ration de jadis ( ... ), pour m'occuper a que!
que chose et me distraire, je fis de la peintu
re6, j'ai ecrit mes souvenirs et autres sujets. 
[Et si] par hasard le temps plus tard jugeait 
favorablement mes ecrits, je considere que ie 
n'aurais pas perdu mon temps.? 

Il faut convenir que le lecteur est deja pressenti 
dans l'intervention de Laliberte et que son ecri
ture de soi, pour reprendre les termes de Michel 
Foucault, se trouve implicitement orientee vers 
ce possible regard. 

Ecrire, c'est donc «se montrer», se faire voir, 
faire apparaitre son propre visage aupres de 
l'autre. Et par la, il faut comprendre que la 
lettre est a la fois un regard qu'on porte sur 
le destinataire ( ... ) et une maniere de se don
ner a son regard par ce qu'on lui dit de so i
meme. 8 

Il est interessant d'observer par ailleurs que 
c'est la presence d'autrui, sous-iacente dans 
I'ecriture de soi, qui autorise parfois un por
trait plus positif, plus realiste. «Que! travail 
considerable ie vena is d'accomplir! »9 «Je dois 
toutefois declarer qu'etant depuis assez long
temps assure de ma reussite en sculpture, ie 
mets la peinture au second rang de mes ambi
tions.» 10 Laliberte nous apparaitra tantot fier 
de ses realisations, tantot humble et demuni 



comme pour [Out cc qUI a tralt a I'mstrUCtlon 
qU'11 n'a pas cur, aux difficllhes qU'11 a cprou
\'ees, sa ne durant, avee les subuhles de la 
langue fran,al~, 

COntralfement allx tcxle~ pree.:dents, le 
manUSCflt L('s art/Sit'S de mOll It'mps n 'a pas eU! 

reeople 011 feVIl paf le couple Lahberte, POUf 
Odene ugendre, le travail S'CSI avert' d'autant 
plus lourd que k~ notes pris.es -en passant-, sur 
les eontemporams de Lahberte, touchent un 
grand nomhrco d'3rustes plus ou moms connus, 
Des ccont nngr-neuf SUletS, plusleurs n'ont 
mime pas passe I'epreme du lemps, 

Avant d'aborder la contribution de la blo
graphe d:ms eel Important dOSSier, nous pou
\"On5 nou~ mterroger sur k 5UJet recl du IIVfe, 
Derrii-re les 0101) de Lalibefle; . ral \oulu 
pacler de 10US !;eUX qUI onl \-oulu e~sa)'er de 
falre de l'art . lI, n') aurall-il pa~ preleXIe? .. , 
~Seulemenl, Je 5UIS un peu dans 1;1 gene de 
reeomrneneer, l:af I'al tellemcolII parle de mm 
en parlalll des arlNes de mon lemp~ (, .. )~12. 
A\'coe Legendrco, nous d(couHons, en eHet, que 
les (crits du sculpteur !i\'rent beaucoup d'mfor· 

mallons sur Alfred Lahberle el, somme 10ute, 
asscz peu sur ses contemporalllS. 11 )' aural{ 
efOlsement d'intervenllons. Dans eet ord re 
d'ldtts, il est blen tentant de se rappcler cc que 
Nleolas Poussm eCflvalt a son eommandltalre 
Chantclou, en 'H'riI1639: _LISel.l'hls[OITe et le 
tableau afin de vOir SI ehaque chose eSI appro
price au SUlcI ...• On a beaucoup quesllonne le 
sens de eene lcottre. Falsall-on menlion dco I'hls-
10lre du tabkau, de eclle de la representation ou 
de l'hlstOlce du pemtrco? Nco s'agI5s311-11 pas 
plurot d'un SUlet englobant ilia fOls hlS[Olre et 
tableau? Dans le cas qUI nous occupc, LahbeTle 
pourrait dire: ~Lisez I('s art/SUS dont le vous 
parle Cl Ilsez aussI mcs mots ...• Dc toute f3-
,on, eomment peut-on y «happer? Ses erO),3n
ccs et ~s \-aleurs {ransparals~nr SI clalremenr 
dans loll'S propos! 

Impossible [e n dfel] de eomprendre les 
opllllons d'Alfred Laliberte su r les artlsres 
de son lemps sans connairre ses p3rametres. 
Mime s'll est parfol~ l1lJuste Cl SOU\enl tres 
sc\'cre, I1 Juge d'abord en foncBon de cc 
qu'll est profondement, de son tempera
ment et de ses com·lCtlons. Les \'aleufS I!'I 

les eflteres t'sthellques de son epoque et 
I'ldeologle de son mlheu IUI servem enSUlfC 
de ba1i~s'l. 

Parle-t-il Halmt'nt des autres? .Fils de bou
chef, le ne repfoche pas a eelut-ci sa nalssance, 
car mOl-mime IC' SUIS fits de buchC'ron. 14 ou 
mleux 

Fib d'un luge, Je signa le ici en passant qu'il 
est fils d'un luge, c'esl blen pour falre une 
comparalson a\-ec d'aurres fils de Juges qUi 
om aussI etudu.' I'art de la petnturc au Cana
da. Mals aueun d'entre eux n'esl arTlve a la 
hauteur de ,.,)t!. 

_Alors le mal d'elre paUHe pour un leunC' 
armle e~t plutOI un blen en fe3111e · 16 el pUIS 
_un bon sculpteur, OUl, mals un artlste, non; 
un idealtste, encore moin), ITOp mesqum pOllr 
"a.t~. _Cct artlstC', c'esl it peme si des gens dC' 
son temps qUI \'u'ent encore aUJourd'hul se 
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souviennent de lui tellement il a peu produit et 
joue un role efface a Montreal»18. «Cet 
homme fur un gentleman, mais il ne laisse pas 
beaucoup de belles choses pour la posterite 
dans les musees» 19. «C'est que Vincent n'avait 
pas la vocation de I'art. Il lui manquait le 
travail ( ... )>>20. «Ce brave homme fut mon 
professeur ( ... ) Aussi mon alne ( ... ) a toujours 
une certaine admiration pour mes succes obte
nus"21. Est-il encore besoin de s'interroger sur 
le sujet reel du livre Les artistes de man temps? 
Et pourtant ... 

Quand le regardant et le regarde sont 
contemporains, note Beatrice Didier, et en 
depit de cela, il se creuse quand meme une 
distance. «Le moi regardant a tendance a deve
nir intemporel, a juger l'autre de fac;on imper
turbable, comme s'il participait d'une sarte 
d'eternite divine. Illusion certes, car le moi 
regardant change aussi ( ... )>>22. L'entree d'une 
tierce intervention, dans cet etrange duo «re
gardant-regarde» ou mieux «Laliberte-artistes de 
son temps», devient, des lors, des plus delicates. 

Le parti qu'a pris Odette Legendre, deja bien 
penetree de l'art et des ecrits de son onele, en 
est un de coherence. Si, pour Mes souvenirs, 
elle etait res tee discrete, se permettant tout 
juste I'explication d'un avant-propos et la 
presentation du premier volet de l'oeuvre ecrite 
de Laliberte, dans Les artistes de mon temps, 
son apport est plus senti. Apport scientifique 
avant tout. Partant d'un document extreme
ment lacunaire (s'il n'a pas date ses oeuvres 
sculptees ou peintes, Laliberte n'a pas non plus 
date ou complete ses ecrits) et respectant I'es
prit meme du projet de I'auteur qui voulait 
«seulement parler un peu de chacun en pas
sant»23, Odette Legendre a choisi de repro
duire le plus fidelement possible le texte origi
nal. S'effac;ant deliberement derriere celui qui 
ecrit, elle apportera correctifs et precisions 
comme en contrepoint, dans la marge. La 
quantite d'informations ajoutees par ses soins 
est impressionnante. Mais elle n'intervient pas 
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directement dans le fonds des ecrits du sculp
teur. Son point de depart se trouve dans le 
texte de Laliberte, non dans ce que I'histoire en 
a retenu. 

On peut aisement deviner I'ampleur des 
problemes que l'auteure a dfi resoudre pour 
situ er les intervenants sur les plans historique, 
social et artistique et pour comprendre et trans
mettre la pensee de l'auteur dans une langue au 
moins lisible. Decision perilleuse s'il en est! 
Mais pour que Laliberte se raconte aussi a 
nous, a travers son texte Les artistes de mon 
temps, il fallait le laisser dire. Evidemment, 
certaines informations sur les autres filtrent 
quand meme des ecrits de Laliberte, informa
tions souvent teintees aux couleurs de celui qui 
observe. Et l'idee est ingenieuse d'avoir ajoute, 
pour chaque artiste, une breve notice biogra
phique. La contritution d'Odette Legendre joue 
ainsi en faveur de l'histoire de I'art canadien: 
tour d'abord, en decidant de publier Les artistes 
de man temps en respectant I'esprit du texte 
initial de Laliberte, puis en le documentant au 
mleux. 

Ce livre devient, pour les chercheurs, a la 
fois un exemple de serieux et de perseverance 
et une source de renseignements precieux a 
propos d'artistes quebecois bien souvent com
pletement inconnus. C'est aussi, et il y en a 
peu, un temoignage donne «de I'interieur» par 
un artiste sur la vie et le monde de l'art. Si le 
style litteraire du sculpteur est, par moments, 
un peu deroutant, il faut convenir que, de toute 
fac;on, Les artistes de mon temps ne se lit pas 
d'une seule traite: c'est un ouvrage de referen
ce. Malheureusement, aucun classement ne 
preside au suivi des rubriques et c'est domma
ge. Pour une consultation efficace, il n'aurait 
pas ete mauvais de faire ce que Laliberte 
n'avait pas fait, c'est-a-dire de proceder selon 
un certain ordre ou au moins d'inelure une liste 
alphabetique et/ou chronologique des artistes. 
Le choix des documents iconographiques pla
ces en regard des textes sur les artistes, pour 



une part, et la bonne qualite de la reproduction, 
d'autre part, completent fort heureusement le 
dossier. 

Toujours chez Boreal, para!t bientot la bio
graphie de Laliberte par Odette Legendre24 • 

Regard sur soi, regard sur I'autre et jeux de 
miroirs: le regardant passant irreversiblement 
du cote du regarde. Dans les deux premieres 
publications, nous avons surtout considere 
l'intervention Laliberte/Legendre comme un 
declencheur de signification. Nous avons, par le 
fait meme, accorde une importance moindre au 
contenant <<livre». Pour Alfred Laliberte sculp
teur, nous avons eu le privilege d'acceder au 
texte avant sa publication. Un texte a l'etat 
brut, pas encore tout a fait apprivoise. On 
comprendra que, dans pareilles circonstances, 
le compte rendu ne porte que sur I'esprit et le 
fond du recit. 

De quoi s'agit-il? Alfred Laliberte sculpteur, 
c'est la biographie d'un sculpteur quebecois, 
originaire des Bois-Francs, qui a etudie a Mont
real et a Paris et qui a fait une longue carriere 
de creation et d'enseignement a Montreal. Il a 
laisse plus de neuf cents sculptures, pres de cinq 
cents peintures et des centaines de pages d'ecri
ture. Par son mariage avec Jeanne Lavallee, a 
l'age de 63 ans, il est devenu I'oncle de son 
actuelle biographe. 

Quand on ecrit I'histoire d'une vie, on se 
plie generalement au deroulement lineaire et 
chronologique des evenements. On entre dans 
la vie du heros au moment de sa naissance et 
on le quitte a sa mort. Le texte de Legendre 
respecte en tous points cette regie et tranche 
meme en chapitres les differentes periodes de 
la vie de Laliberte: 1878-1898/1898-19021 
1902-1907 ... Mais, des le debut, le chemine
ment dans le temps se double d'un itineraire 
dans l'espace. Comme si la vie d'un sculpteur 
et la pratique de son art imposaient deja un 
lieu ou materialiser son oeuvre: «Un espace 
eclate vers tous les .horizons, le lieu de tous 
les possibles». Legendre ouvre le recit sur cet 

espace, histoire de situer le heros au coeur 
d'une geographie encore sauvage: «une grande 
terre de sable, de cotes, de roches et de cail
loux». Pari ant des origines, ce chapitre est aussi 
ponctue par les tableaux du sculpteur, sorte de 
balises reconstituant les lieux de son enfance. 
Pour I'auteure, cette fa,>on d'organiser le recit 
a l'avantage de contourner les expressions 
folklorisantes qu'on associe trop souvent a ce 
qui se passe dans le monde rural, vu l'eloigne
ment, la pauvrete, I'ignorance ... Nous pensons 
que la lecture de ces passages sera clarifiee 
quand sera jointe la documentation iconogra
phique. L'efficacite du recit n'en est pas moins 
verifiable puisqu'a la fin de ce premier chapitre, 
la carriere artistique de Laliberte est decidee, 
et Napoleon-Charles Cormier devient son me
cene. Le Quebecois originaire des Bois-Francs 
est nomme, la biographie du sculpteur peut 
commencer. 

Habilement, Odette Legendre fait coincider 
le passage des chapitres avec un depart. Les 
deplacements physiques ressemblent a une deli
mitation de territoire: Arthabaska-Montreal
Paris. Les autres departs semblent plus intimes 
et interieurs: son installation dans la maison
atelier, son mariage en 1940 ... L'histoire est 
truffee d'informations multiples. Odette Legen
dre contribue a sa maniere au dossier culturel 
du recit. Et il semble que cela passe bien, princi
paiement parce que Laliberte reste au coeur du 
debat. Qu'il soit question de la technique du 
modelage, des materiaux ou des outils em
ployes, des institutions, des professeurs, ou des 
habitudes de vie, le heros sert d'entonnoir et 
permet que soit canalisee la suite des evene
ments. L'interet du livre, c'est aussi cette struc
ture. Stabilite et souplesse. Le temps se deroule 
avec le recit autour d'un espace, centre de gravi
te. Un solo se joue sur un fond orchestre: ce que 
vit Laliberte au coeur de la biographie c'est, en 
raccourci, I'echo de la vie culture lie du Quebec 
aux XIxe et Xxe siecles. Les mats de la biogra
phe nous le font bien sentir. 
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Et l'intelligence du ft!cit coupe toute com
plaisance. C'est pour cela que le ton nous parait 
si juste. Avec un pareil sujet, il eut ete facile, en 
effet, d'exacerber le fameux complexe du Que
becois campagnard a propos de sa langue, de 
ses manieres, de ses connaissances, de sa fortu
ne ... D'autres auraient peut-etre insiste sur le 
«roman d'amour» ... Vne biographie n'a pas 
pour mission d'analyser les faits en les interpre
tant ou en les jugeant. Vne biographie constate 
d'abord, puis elle informe. Sur le plan de l'es
thetique, par exemple, il est clair que Laliberte 
est plut6t academique et traditionnel que fran
chement moderne. Doit-il pour autant, cin
quante ans apres, se justifier? Ses oeuvres 
parlent d'elles-memes et ses ecrits aussi. Nous 
avons remarque chez la biographe une reserve 
toute prudente dans l'observation des oeuvres. 
Cette attitude nous parait louable car il n'etait 
pas apropos d'en discourir dans la biographie. 
D'ailleurs, cela reste a faire. On ne s'explique 
pas vraiment pourquoi l'art sculpte a toujours 
ete mal servi au plan de l'analyse iconographi
que scientifique. Est-ce prejuge, hierarchie? ... 

Odette Legendre est allee aux premieres 
sources pour ecrire l'histoire de Laliberte et elle 
a biiti un recit solide. On exige toujours de 
l'auteur d'une biographie une connaissance 
approfondie de son sujet et une grande honne
tete: ce sont la des habiletes familieres a l'auteu
re. Et si elle sait si bien se faire oublier dans le 
recit de son Alfred Laliberte sculpteur, c'est 
qU'elle a su tirer profit des precedentes publica
tions pour enrichir sa prapre experience de 
Laliberte. Le dossier qu'elle nous presente en 
temoigne et naus lui en savons gre. 

FRANCINE SARRASIN 
Universite du Quebec a Montreal 
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Industriallmagc:s/ lmagc:s industric:llc:s 
Rosemary DONEGAN 
Art Gallery of Hamilton. 1987 
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It IS an understatement 10 say that mdustnal 
themes have been Ignored by art tllstonans. 
With the exceptlOm of FrancIs Klmgender's 
classic Art and the /",/u$lri,,1 Rel'o/l/Iiou ( 1947) 
and a handful of other works (mostl)- mono

graph!.), one would be hard-pres~d to Identify 
any sIgmficant <.:ontnbutions to the subject. 
ThiS atlltude ha~ not heen so generally true of 
the arn~[s themsel\'e~, ~ome of whom ( ~uch as 
Charles Shet'ler and Adnen Hebert) owe much 
of their populanty and hlslOncallmportance to 
[heir mterests III the formal, the Il;nram'e or the 
p~)·<.:hologlcallmph<.:allons of lIIuusmal or pro
duction-related ~uh)C'ct~, 

The ~If,<.:on~<.:iou\ ~tJnce adopted b)' man)
art hl~(Orians tow,1rd Illdustrial ~ubJe,.;ts den\'C~5 

from I;mous SOUf.:e,. Not the lea~t of these 15,1 

hleraTchlzlllg of )uhJecIs deemed appropnate 
10 the fme art~ (ue~palrlllgly renlllllSCent of the 
Stfl,.;tures Imposed hy seventeenth-century 
a(aUeml{'5 of art:', J~ welt as the suspICion (so 
mu(:h a part of Modermsm .. of narratlle con
tent III Jrl. The contemporary ll1tere~tlll narra
Hve and flgurallon, as well as the mcreased 

emphaSIS on the soual produCtlon of culture 111 
general Jnd the Jra m paTllcular, make) this a 
propmous lime for a rc:-el-aluallon of Illdu~trlal 
Imagery, A Significant step III that dIrection is 

Rosemar)' Donegan's 1/fIll/strla/lmages exhlbl' 
tlon at the Art GalleC)- of Hanllhon (lOurC'd) 
and liS accomp.ln)lIlg c.lIalogu~. whose foot 
llOles reveal th~ ulII,.;;ll shorrag~ of c:arh~r 
Canadian studies on thiS theme. 

Donegan apparently has a ~Irong 1I1tereSl 111 
the urban conl~XI. Her pre\'lOU~ hook was 

Sp"dlllIJ A~'enue I Vancou\'er / Toromo: Dougla~ 
& Mdntyre, 1985j, based on an exhIbitIOn at 
A Space, There, Donegan presented In exten

SII'e selecnon of photographs of Spadma 

Alenue, The)- were cho~n and IUXtapo~d to 
mtrodw.:e some of th~ themes, su(:h as labour 
relatiOnS, that .... ere subscquentl)' explored III 
hldlls{rIJ/ Imi1ges, Howcl'C'r, Spddma AI'enlle 
was orgamzC'd on a block-h)'. hlmk baSiS, end
ms at the mtersectlon of Spadma and Bloor and 
thus Imparting to the book a dear sense of 
COntlllUII)' and dCI'elopmem o\'er gwgraphlCal 
space. The organnatlon of /"d'lsm,,/ Images 
ent:llls more problems, The lauer hook Mudle, 
Canadian Image~ of mdu5tr) and labour from 
(, 1900 to c. 1950, and COnSI51S of Sl\ chapters, 
filiI' of .... hlch arc deloted 10 S~lflC prolimces 

or reglOm: the Marlllmes, Qu~bec. Onlario, 
the PraiTle~. and Bmish ColumbIa. The ~Ixth 
(hapter conslltute~ a brief histoT)' of the chang
mS promotional techmque~ and t}'pes of mlag
ery fal'oured b) Canadian mdustr) dunng the 
perIOd. 

Thert' I~ much to re<.:ommcnd such an 
JPproach. notahl)' the I'er)' different mdU5tnes 
and their degr«s of del·e!opmem and prosper
It) 111 different parh of Canada, It would ~em 
futile 111 a stud) of this sort CO den} the es~n

[Iall) reglonah~t character of the country. How-
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ever, Donegan's approach does imply certain 
disadvantages. Fifty years of Canadian history 
is infinitely more complex than one hundred 
years of Spadina Avenue history. For one thing, 
Donegan's methodology militates against any 
clear overall chronological overview. Each 
chapter tends to become a discrete unit. The 
chapters recapitulate the same fifty years of 
history, the concerns and parameters of each 
stopping at provincial borders. Nor does Done
gan's organization of the catalogue facilitate a 
highly-developed thematic reading of the text. 
Themes such as shipping, factory work and 
labour disputes recur from chapter to chapter, 
usually without many points of continuity or 
divergence being drawn between the treatment 
of the same themes at different times and in 
different places. 

Donegan clearly recognized the dangers 
which her geography-based format entailed; 
her introduction and her final chapter offer two 
alternative organizational approaches. In the 
introduction, she identifies certain factors such 
as the development of the assembly line, the 
entrance of large numbers of women into the 
work force, the growth of the consumer society, 
and so on, which have affected the symbolism 
of industrial imagery in Canada and elsewhere. 
Her second (but related) alternative approach, 
tracing the history of changing promotional 
techniques and types of imagery used by indus
try, is given in Chapter 6. These range from 
popular Victorian decorative conventions (such 
as cherubs) to underline the ideas of industry, 
work and prosperity; through to an emphasis 
on the concepts of speed and attractive life
styles during the 1920's; and finally to the use 
of clearly "artistic" promotional images, com
missioned by industry from noted artists in the 
years following the Second World War. 

This is not to suggest that organizing the 
main body of the catalogue along chronologi
calor thematic (rather than geographical) lines 
would necessarily solve the types of problems 
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noted earlier. Indeed, it would probably result 
in a text that would seem disjointed and glib in 
its examination of the minutiae of regional 
divisions. As it is, there will be inevitable com
plaints that certain industries and areas of the 
country have received too short shrift from 
Donegan, while others have received too much 
attention. Donegan herself recognized the vali
dity of many complaints. "Unfortunately," she 
wrote, "because of research and space limita
tions, the exhibition cannot be totally com
prehensive, though it attempts to convey some 
sense of variety and breadth of industrial imag
ery in Canada." (page xii). It is all too easy to 
poke holes in studies which, given their pioneer
ing status, are necessarily wide-ranging and 
which lack the luxury of having a basis in ear
lier studies on which to ground their 
methodologies. 

The breadth of scope in this catalogue also 
allows for a significant choice of title: Indus
trial Images rather than (for example) Indus
trial Imagery in Art. Many of the objects used 
by the author to illustrate her argument have 
traditionally fallen outside the bounds of 
"fine" art. Most notable here are such things as 
union buttons, ribbons and charters. This all
inclusiveness makes for some revealing jux
tapositions when (inter alia) commissioned 
posters of happy, hearty workers are seen in 
conjunction with photographs of labour 
marches. In addition, Donegan tends to treat 
"fine" art images less in terms of traditional, 
medium-bound criticism, and more in terms of 
getting behind the colour, composition and 
chiaroscuro, in search of the artists' interests in 
documentation or social commentary. This is 
nowhere more clearly expressed than in her 
description of Harry Orenstein's Self-Portrait 
as Fur Worker (illustrated in colour on the back 
cover of the catalogue): 

... Orenstein's Self-Portrait as Fur Worker 
(1948-49) ... is a highly unusual composition, 
with a remarkable strength and visual inten-



sity. The painting is focused on the point 
where the two disks [of the sewing machine 1 
meet the needle as it passes back and forth, 
sewing the two-inch fur strips together as they 
are fed into the machine. In the background, 
the cutters, blockers, and finishers are shown 
at work. Orenstein constructed a flattened 
space in which the perspective of the worker/ 
artist becomes the viewer's, and the mental 
concentration demanded by the task is the 
actual theme of the painting. The artist's 
personal experience as a fur worker on Spa
dina Avenue is apparent, especially in his de
piction of the actual hand movements. (p.60) 

Self-Portrait as Fur Worker shows Orenstein 
seated and at work, but the vantage point is 
directly above his head, looking straight down. 
Donegan focuses on how images that are inten
tionally exciting in a formalist sense can also 
tell the viewer about actual working conditions 
and procedures. This does much to tie together 
the otherwise disparate types of objects used in 
the exhibition and in the catalogue. Yet, for all 
her interest in their importance as documenta
tion in social history, Donegan does accord a 
special status to the "fine" arts. She premises 
many of her arguments about the ideological 
underpinnings of the making of industrial 
images, not on photographs and union 
paraphernalia, but on sculptures, paintings and 
prints. The catalogue includes typical examples 
of work by more than three dozen painters, 
sculptors and printmakers, including Miller 
Brittain, Franklin Carmichael, Emily Carr, 
Lionel LeMoine FitzGerald, Lawren S. Harris, 
Adrien Hebert, E.J. Hughes, C. W. Jefferys (not, 
as in the catalogue, "Jeffreys"), Jean-Paul 
Lemieux, Alfred Pellan, George Agnew Reid, 
and Philip Surrey. The "fine" arts "have been 
able to retain a spontaneity, a breadth of expres
sion, and a critical edge that have eluded the 
more derivative applied arts" (page xii). 

In view of that remark, it comes as no sur
prise to discover that one of the author's stated 

aims is to explore such issues as the impact 
on industrial imagery of the abstraction
oriented approach to art that came to maturity 
during the first half of this century. "Canadian 
artists," Donegan writes, "saw abstraction as a 
visual reaction and embodiment of contempo
rary industrial life," and she quotes Waiter 
Abell (from 1943) to this effect. The reader is 
then left to wonder why there are so few exam
ples of abstract work in the exhibition and 
catalogue. They do include a painting by Alfred 
Pellan, two by Fritz Brandtner, and one by 
Stanley Brunst that could reasonably be termed 
"abstract," but little else of this type is 
included. Other examples could be cited if one 
extended "abstract" to include the incorpora
tion of modernist elements in such works as the 
murals of Charles Comfort, for example, 
although the basic syntax of such art is essen
tially realist. Donegan's proposal for an exami
nation of the role of abstraction in the depic
tion of the industrial scene is an exciting and 
important one, but it is not developed in her 
text. The geographical ordering of the 
catalogue frustrates the author's attempts in 
this direction. Donegan has written a five-part 
history of industry and industrial relations in 
Canada. She has relied on imagery as her pri
mary source material, but the catalogue 
remains primarily a work of critical social his
tory rather than of the applicability of different 
artistic styles to specific subjects. 

A more successful performance on the 
relationship between the documentary and 
critical functions of "fine" art is based on art
ists' engagement with the ideologies of 
utopianism and the picturesque in many indus
trial images.! Here, too, the geographical order
ing of the catalogue abbreviates and fragments 
the discussion given to this idea, but not to the 
extent that was true of Donegan's comments 
on the relationship between abstraction, 
realism and industrial subject matter. The pro
cess of coming to terms with the fact that much 
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industrial imagery tends to evoke sentimental 
reactions inappropriate to actual conditions 
has been a leitmotif of recent collections of 
industrial photography in particular. To her 
credit, Donegan has absorbed the lessons of 
these works, and deals concisely with the issue 
of the central role of government and business 
in the creation of an industrial imagery (in the 
form of murals, advertising campaigns, logos 
and billboards) that is loaded with an artifi
cially utopian view of industrial conditions. She 
is at her best in her discussion of Charles Com
fort's murals in the Toronto Stock Exchange. 
They are described in terms of the validation 
they give to the power of modern industrializa
tion, based on capitalist economic theory, to 
recover from the Depression. 

Donegan also realizes that machinery can be 
approached by the artist not only in cold 
documentary terms, but also as still life, as 
portraiture, as metaphor, or as allegory. She 
therefore includes references to the implica
tions of the frequent de-emphasis in works of 
art of the functions and significance of indus
trial equipment in favour of many artists' pref
erences for highlighting picturesque qualities. 
Her selection of Grant Gates' sentimental 
1940's and 1950's STELCO photographs was 
a particularly good one in this regard, and other 
fine examples in the catalogue could also be 
cited. In her coverage of the conditions of patron
age and of artists' leanings toward the pictures
que and sentimental Donegan demonstrates 
that the documentation of the industrial image 
has, ironically, been culpable in the very falsify
ing of the image of industry to which it might 
have been expected to be opposed. 

It is with these factors in mind that the 
reader comes to a clearer understanding of why, 
despite her stated belief that painting and 
sculpture are inherently more expressive and 
expansive than "the more derivative applied 
arts," the author has included so much material 
(like union buttons) that might at first seem 
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ephemeral and distracting to her main argu
ment. As has been seen, Donegan relies upon 
"fine" art examples to bring out the ideologies 
at the root of much industrial imagery. But she 
also implicitly contends that we cannot acquire 
a balanced view of industrial imagery by refer
ring only to painting and sculpture, which may 
tend to romanticize and isolate their subjects. 
A union banner, in its beribboned pride and 
self-conscious sense of community, might tell 
more about the reality of being an industrial 
labourer in the 1930's than can many examples 
of "fine" art (often commissioned or produced 
by individuals having little shop floor experi
ence), even if that banner lacks some of "fine" 
art's most desirable attributes. To return to the 
example of the Toronto Stock Exchange murals, 
Donegan has pointed out elsewhere that they 
"are not concerned with the social or economic 
effects of industrialization, the slums, the 
unemployed or the tedium of industrial labour, 
but with the idea of scientific logic and a belief 
in progress." 2 

In general, though, the greatest strengths of 
this catalogue are not to be found primarily in 
its analyses of formal or ideological questions, 
but rather in Donegan's careful historical 
documentation and (re)writing of labour his
tory on the basis of its imagery. This approach 
to labour history is laudable and much-needed. 
The mythologies that have grown up around 
twentieth-century Canadian art have encour
aged the idea that Canada is best defined in 
terms of a lack of any sort of human habitation 
at all, let alone the presence of large-scale indus
trialization. Insofar as Donegan is intent upon 
challenging the continued dominance over the 
Canadian imagination of the Group of Seven and 
such Quebec regionalists as Clarence Gagnon, 
she is performing a valuable service. Further
more, as she herself points out (page x), the 
Canadian trade union movement lacks a strong 
visual history. There are specific sectors of the 
Canadian industrial milieu (such as the auto-



mobile industry) where there is a puzzling lack 
of visual documentation, and the private-prop
erty nature of most factories has limited the 
number of artists permitted to record their 
activity. It is surely apposite that in the United 
States, where the national ethos has usually 
been defined in terms of bustle and industry 
rather than lakes and trees, there has not been 
a comparable shortage of critical examinations 
of the representation of technology and industry. 
In Canada, such a study has long been lacking. 

Much work remains to be done on the vari
ous aspects of the visual documentation of 
industry in Canada. These range from analyses 
of precisionist fascination with the intricacies of 
mechanical forms to studies of representations of 
the impact of industry on society in general and 
the labourer in particular. Possible first impres
sions notwithstanding, the catalogue'S inclu
sions, exclusions, emphases and juxtapositions 
have been chosen to provide as strong an over
view of the problems and potentialities of the 
subject as could reasonably be expected in a 
study of this length. The single significant short-

coming is the conflict between the geographical 
organization of the text, and the development 
of theories arising from issues of style and 
intention in the arts. Industrial images, like all 
seminal texts, leaves much unsaid and only 
outlines much else. But its subject is as wide
ranging as it is relatively unexplored. Rosemary 
Donegan's research has provided a solid and 
broad basis on which to build more specialized 
and detailed studies. 

BRIANFOSS 
Concordia University 

Notes 

Very methodologically useful for its discussion of how 
artists and writers slotted a specific image of technological 
progress into a picturesque mode is Merrill SCHLEIER's The 
Skyscraper in American Art, 1890·1931 (Ann Arbor: UMI 
Research Press, 1986). 

Rosemary DONEGAN, "Mural Roots: Charles 
Comfort and the Toronto Stock Exchange," Canadian Art 
(Summer 1987): 69. 
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C:ualogue du Mus« des beau~·ans du Canada, 
An canadlen \blume prtmierl A·F I 
Calalogue of the National Gallery of Canada, 
Canadian An, \blume Onel A-F 
Charl~ C. HILL, Plem LANDRY :ed~) 
Mustt des btaux·arts du C3n3dal 
Musees nauon3UX du Can3da 
Nauon31 Gallery of Canada 
Nauonal Mustum~ of Canada, 1988 
415 pp., 574.95 
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La pubheauon, Jpre~ onle ann«'o de prepJrJ 
tl0n Cl de rechen.:he l, du premu~r \'olume du 
(;lIalogue de la eolleulOn canadlennedu MUsCe 
de~ beaux-arts du C lIlada est un ivtnernent 
dans l'hlSWlre de 1"art de nOire pays! car, en 
plus de toUles I~ nou\'ell~ mformatlons qu'dle 
recde, celle cidlllon pourran avolr un dfel 
J'entrainemem Au(une autre m\IHutl0n 
maleure ne stmbl(' engag« dans l.J. preparation 
d'un td ouvrage pounanl ~stnud au rnandal 
qU'ont les mustes de diffuser leur eolb:llon, 
Blen qu'it ne S':lgISst que du quart de 1,\ collec
tion\ cene parutlon meme d'ctre ~Igllalee (Jr, 

a ce rythrne, peul-clre ne \'urom-nou~ It' cm
qUlerne el dernler volume :supplernt'ntl que 

IO!. 

dan\ un a\'emr trop 100malll. Cet oU\'fage, d,1n\ 
lequd sont calaloguees le\ ot'u\'res acqUlSe\ 
lusqu'en 1980·, resuite de I'efforl ,oncerte dt's 
constn'JleUrS, de leurs aSSlSlants Cl d(' recher
(hl~tes qUI onl compile el l't!r1f,e loules les 
IIlform:mons pubhees, 11 s'agll d'une somme de 
travail et de patience mesllmables, compte lenu 
du fall que les dOSSIers des oeu\ res ne sonl 
lama l ~ tenus iySlematlquernent a lour, L~ con
senaleurs et J.rchlns[e~ de (0Ile([lon5 etam 
oceupes;) d-' .. utres prOlets, ee tr:I\;) 11 de b;)st sur 
la colle((lon est generalement rdegue au second 
plan. 

En plu~ d'clTe un ouul de (onsullal ion et de 
recher.:he lIleg;)le, 1(' catalogue d'un(' collection 
fourml I~s donnees de base a\'ee 1esquell~~ 
s'c:cnt rhlslOl re de I'art. La permanence que 
gagne ['obret d'an, une fO ls entre dans une 
coll~c tlon publique, 1.1 diffUSion el la "lslblhte 
que IUI confert' le catalogue SOnt Irrempla'i';)bles 
dans la con~mution du dlscour~ en hlSIOlrt' de 
I'an, Le catalogue atteste de~ cholx des comem
poralll~ et deslgne 1es oeuvres anclenn~ qUI 
SOil! rt'(her~hees a une pinode don nee·, Le 
catalogue permet de re\'t!er I'.ime de l'IIlSllnl
lion et ~a ral~on d'ctrt'·, 

L'orgam\atlon 1'1 le cOlllenu du c:lfalogue 
propment une reponst iI la que\tlOn de la ddl
nlllon de I'art canadlen, I.e Must'c des beaux
ar(~ du LlIlada qUI, conformcment a son m;)n
dal, en po~st'de la collection la plus Impon:mte 
fourmtla sohmon la plus large pOSSible. Memt' 
~I la dtfmlllon d'une questlon aussl cmgmall
que n't'~t pas donnee formellement, il est possi. 
ble de eondure, a pamr de (e premier \'olume 
et a defaUI de cerner ses c3faclenstlqu~, que 
I';)ft (;tnadlen eSI I'oeune d'ullSles errangus 
qUI ne sClourncnI au P3)S oU n')' trJ";)llIent que 
pour de counes penodes de temps, ou encore 
qu'iI est I'~uvre d'arllStes d'ongme canadlenne 
dom la caTrlere se dtroule pnnclpalement 3 
I'cxterieur du pa)·s~. L'an (anadien lIllegre 
done le~ artl\les elrangers qUI lIormalement ne 
M'rllenl pas eollectlOnnes SI on (emllt compte 



des criteres en vigueur dans l'evaluation de leur 
art national (par exemple, les topographes 
britanniques ne sont pas consideres comme de 
l'ecole anglaise) mais qui le sont compte tenu 
de leur passage au Canada et les artistes cana
diens habitant it l'etranger et qui n'ont pu se 
voir integres dans l'ecole definissant le pays OU 
ils ont immigre. 

Cette definition d'un art national la plus 
englobante possible, it defaut de tenir compte 
de cri teres esthetiques ou des nationalites, 
re unit le travail d'artistes nes sur son sol mais 
qui l'ont fui et celui d'artistes de passage, meme 
s'ils sont d'une autre nationalite. L'aspect multi
culture I de notre nation y est donc inscrit. Cette 
fa\=on gene reuse et ethnocentrique it la fois de 
rapatrier tous les talents est surement aussi un 
signe d'insecurite et de manque d'identite, le 
Canada reclamant comme siens les laisses
pour-compte des autres ecoles nationales. 

Le catalogue est precede d'un historique, 
signe par Charles C. Hill, de la constitution de 
la collection de 1880 it 1980. Ses temps forts, 
ses principaux acteurs et certaines politiques y 
sont evoques. A partir de ce premier volume, un 
trait particulier se detache de la collection qui 
permet de comprendre comment l'art canadien 
a ete per\=u au cours des annees. A premiere vue 
je dirais qu'il est plus facile d'etre considere 
comme un artiste canadien (ou du moins de 
figurer dans la collection nationale) si on utilise 
le papier comme medium9 et si on ha bite la 
region d'Ottawa. Si les responsables de la col
lection ont eu it differentes reprises, avec plus 
ou moins de ferveur, le desir de representer 
l'ensemble de la production du pays sur une 
base qualitative, force est de constater it la 
lecture de ce volume que les comites de selec
tion se sont souvent rabattus, dans leur recher
che d'exhaustivite, sur une oeuvre sur papier. 
De la meme fa\=on, la proximite des artistes de 
la region d'Ottawa semble leur avoir donne 
dans le passe un acces privilegie au musee natio
napo. D'autres pressions, dues it des politiques 

internes, ont meme permis de faire entrer des 
oeuvres ayant un rapport direct avec le person
nel du musee ll• 

Si l'interet pour les oeuvres sur papier a 
permis au Musee de constituer des ensembles 
tout en cherchant it se procurer les dessins 
preparatoires aux oeuvres qu'il possede12, par 
contre, il ne semble pas avoir pratique une 
politique d'acquisition de series ou d'oeuvres 
particulierement importantes d'artistes cana
diens comme on l'a fait, par exemple, pour 
l'artiste americain Donald Judd. Comme on le 
voit, l'exercice de realisation du catalogue per
met a I'institution d'examiner ses pratiques 
d'acquisition, d'evaluer sa collection, et even
tuellement, de developper une politique de 
dessaisissement plus rigoureuse. Il existe, par 
exemple, quelques portraits de personnalites 
dont l'interet est plus historique qu'esthetique. 
Vne politique d'echanges ou de prets it long 
terme avec d'autres institutions, comme les 
Archives nationales du Canada, pourrait per
mettre aux deux institutions de mieux remplir 
leur mission. 

Le catalogue se presente sous une forme qui 
tient a la fois de la liste d'inventaires et de la 
mini-notice13. Chaque artiste est presente par 
ordre alphabetique (les oeuvres anonymes ser
ont presentees dans le volume 4) et identifie 
selon le medium ou le genre principal auquel il 
ou elle est assoCie(e)14, et par des elements 
biographiques succincts mais rigoureusement 
verifies (dates, etudes, enseignement, affilia
tions, principales commandes, voyages, lieux 
de residence). Tous les medias sont confondus, 
l'architecture (representee par la photogra
phie15 et le dessin), la peinture, la sculpture, les 
dessins, les gravures et estampes, I'orfevrerie, 
les textiles et la video. Le Musee des beaux-arts 
n'a pas acquis de photographies historiques au 
cours de cette periode. Les oeuvres sont fort 
heureusement regroupees dans l'ordre chrono
logique de leur production, et non dans celui 
des acquisitions. Pour chacune on fournit le 
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numero de catalogue, le titre fran~ais en itali
ques16, l'annee, le titre anglais, le medium, les 
dimensions, les inscriptions 17, le mode et la 
source d'acquisition ainsi que l'annee d'entree 
dans les collections. Toutes les oeuvres sont 
illustrees en noir et blanc. 

L'absence d'une bibliographie et de la Iiste 
des expositions des oeuvres cataloguees s'expli
que sans doute par la quantite de donnees a 
traiter, mais eUe constitue un handicap serieux 
pour la recherche qui est un des buts premiers 
d'un tel exercice. On en vient a souhaiter que 
l'effort mis sur la verification des donnees d'or
dre biographique ait ete devie vers ces informa
tions. De plus, puisque l'historique de la piece 
n'est pas indus, l'absence des donnees de base 
qui seraient fournies par la bibliographie et les 
expositions semble une lacune encore plus 
grande. Ces omissions interferent a differents 
niveaux de lecture du catalogue, par exemple, 
quand, a partir de nouveUes recherches, le titre 
ou I'annee ont ete changes par rapport aux 
publications anterieures, les sources de ces 
renseignements ne sont pas fournies. S'il sem
blait impossible de compiler une bibliographie 
exhaustive, il aurait ete avantageux de donner 
les sources les plus importantes ou qui font 
auto rite et qui peuvent servir de dedencheur 
pour retrouver l'information, comme on le fait 
d'ailleurs pour certaines exceptions comme 
LeMoine FitzGerald, E.A. Forbes ou Franklin 
Carmichael. 

La notice technique est parfois completee 
par un certain nombre de donnees toutes plus 
pertinentes les unes que les autres, portant sur 
les oeuvres en rapport (dessins, repliques, 
copies ou variantes) 18 et I'identification des 
lieux depeints dans les paysages19 ou de la 
personne representee dans un portrait2o. 

L'ouvrage se termine par un index numerique 
fournissant dans l'ordre les numeros d'acquisi
tion avec les noms des artistes auxquels ils cor
respondent et les renvois a la page correspon
dante. Ce type d'index, utile pour les employes 
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du Musee, pourrait etre augmente de tables de 
concordance avec les numeros des catalogues 
anterieurs. Des index onomastiques des sujets 
permettant de reperer plus rapidement si un site 
ou un personnage est represente dans une 
oeuvre de la collection seraient egalement les 
bienvenus. 

11 est essentiel que le Musee des beaux-arts 
du Canada continue, a un rythme plus accelere, 
la publication de son catalogue d'art canadien. 
11 est a souhaiter que les volumes qui suivront, 
meme s'ils ne se conforment pas a la regie de 
l'uniformite, remedient a l'absence de la biblio
graphie et de la liste des expositions qui carac
terise celui-ci. S'il est impensable de considerer, 
etant donne l'etendue de la collection, qu'une 
notice complete analyse chaque oeuvre, il est 
essentiel que la fiche technique continue d'etre 
presentee avec autant de rigueur que possible. 
Le Musee des beaux-arts du Canada doit etre 
fdicite pour le leadership dont il fait preuve 
dans une entreprise d'une telle envergure qui est 
a la mesure de son mandat. Les conservateurs 
et les chercheurs qui y sont rattaches re\event 
un defi de taille qui est d'etablir le passeport de 
la culture artistique de notre pays. 

LAURIER LACROIX 
Universite du Quebec it Montreal 

Notes 

Le mandat de publier le catalogue de la collection 
nationale fut d'abord confie, en 1977, au conservateur R.H. 
Hubbard par la directrice Hsio-Yen Shih. L'edition anterieure 
data it de 1960. 

Debra PINCUS dans son compte rendu du premier 
volume du catalogue de la collection europeenne ecrit: "The 
Gallery has to get on with the next stage of this project, the 
publication of the first volume in the Canadian series. With a 
new group of younger Canadian scholars actively committed 
to deepening and broadening the level of discussion of the art 
of this country, the first full Canadian catalogue is eagerly 
awaited, its audience of scholars and graduate students ready 
for the unveiling. One hopes that with this substantial 
production standing as an indisputable display of credentials, 



the next publication in the series will have the courage to 
move away from the faceless, official tone of the work under 
review here and to give to its material the force that comes 
from an individual sensibility engaging with the material
right or wrong." Racar, vol. Xv, n° 2, 1988, p. 157. 

La collection canadienne comprend plus de 6,000 
oeuvres, selon Brydon SMITH dans la preface du catalogue, 
p. IX. 

4 La collection d'orfevrerie Birks donnee au Musee des 
beaux-arts du Canada en 1979 sera cependant publiee 
separement. La date ou l'ordre de parution n'apparait 
cependant pas dans le plan de publication fourni a la 
p.XXX. 

Par exemple, la comparaison des acquisitions des 
oeuvres de Charles de Belle, de Napoleon Bourassa au de 
Paul-Emile Borduas revele comment les politiques d'acquisi
tion, le marche de l'art et l'evaluation critique et historique 
evoluent it des rythmes differents. Dans la meme ligne de 
pensee, le catalogue fournit un element de base qui identifie 
les lacunes importantes comme la representation ancienne et 
mineure de nombreux artistes tels Pierre Ayot, Ron Bloore ou 
John Fox pour ne citer que quelques exemples. 

Albert Dumouchel est un cas interessant d'artiste 
collection ne de son vivant et dont on a complete la represen
tation en 1977. L'acquisition, au cours des annees, des 
oeuvres d'un artiste corn me Graham Coughtry permet de 
suivre le developpement de sa carriere. 

7 "This statement [the permanent catalogue collection] 
becomes a reference book defining the institution and its 
holding, not something that is purchased because of a merely 
topical interest." W. McALLISTER JOHNSON, Art History 
Its Use and Abuse, Toronto, University of Toronto Press, 
1988, p. 298. 

Par exemplc, Pierre Clerk, Elizabeth Forbes, Palmer 
Cox ou Cecil Buller qui sont canadiens d'origine, mais dont 
la production est realisee hors du pays et qui, pour toutes 
sortes de raisons, ne sont pas reciames par leur pays d'adop
tion. A l'oppose, l'americain Eric Fischl qui n'a vecu que 4 
ans au Canada est catalogue ici dans l'ecole canadienne. Jl est 
vrai que dans cc demier cas, comme dans celui de Henry 
Almeida, les oeuvres repertoriees datent de son sejour au 
pays, tout comme celles de nombreux artistes itinerants ou 
topographes du debut du XIXe siecle. Mais, de la meme 
£a\on que l'on ne nklamera pas camme faisant partie de la 
litterature canadienne L'amour fou d'Andre Breton parce 
qu'il fut redige en Gaspesie, le Musee classerait-il en art 
canadien une oeuvre de Winslow Homer executee pendant 
son sejour au Quebec? 

A cet egard, il existe une disproportion dans le nombre 
d'oeuvres de la collection due a la presence de camets de 
croquis. Dans le cas deJ.M. Bamsley le carnet de croquis nO 1 
(771) conrenant 100 dessins et le carnet nO 2 (772) de 22 
pieces sont comptes comme une seule oeuvre, alors que les 
feuilles demontees d'un autre carnet (16751) sont cataloguees 
individuellement et toutes reproduites. 

10 Cette tendance commencee avec Franklin Brownell et 
Ernest Fosbery s'est poursuivie avec de nombreux artistes, 
dont Paul Alfred par exemple. 

11 Que l'on pense aux oeuvres de Wim Blom, de Pierre de 
Ligny Boudreau ou encore de Betty Davison. 

12 Parmi les exemples plus anciens notons les cas d'Ar
thur Crisp ou de Jean Dallaire. La pratique semble etre 
devenue quelque peu systematique au cours des annees 1970 
avec des artistes corn me Dennis Button, Greg Curnoe ou 
Murray Favro. On peut se demander, si ce n'avait ete de dons, 
si le Musee aurait ainsi cherche a surrepresenter des artistes 
comme Alex Colville et LeMoine FitzGerald. 

13 Pour une reflexion sur la typologie des catalogues de 
collections permanentes voir Donald EP. ANDRUS dans le 
compte rendu de la publication des catalogues de la Robert 
McLaughlin Gallery, de la collection de l'Universite GUelph 
et du Robert Hull Fleming Museum, Annales d'histoire de 
i'art canadien, vol. VI, nO 1, 1982, pp. 128-133 et aussi la 
synthese proposee par W McALLISTER ]OHNSON dans 
Art History Its Use and Abuse, op. cit., pp. 298-326. 

14 C'est ainsi que certains sont identifies par un type 
d'oeuvres (illustrateur, topographe) d'autres par un medium 
(aquarelliste, ... ). Ce gente de categorisation donne cepen
dant lieu a des ambigu'ites ou a des omissions. Brymner, 
Challener, Beatty par exemple, sont identifies comme 
muralistes alors que Bourassa, Borduas ou Beau ne le sont 
pas. Autre exemple, Andre Fauteux est identifie comme 
sculpteur alors que l'oeuvre cataloguee est une estampe. 

15 Les photographies de batiments sont attribuees a 
l'architecte sans qu'il soit fait mention du photographe qui 
en sera it responsable. 

16 Les titres sont d'abord fournis dans la langue du 
catalogue que! que soit le titre original de l'oeuvre. Parfois les 
titres sont donnes dans une autre langue (certains des titres 
de Frank Armington sont donnes en allemand seulement) et 
les titres de videos ne sont pas traduits. Certains titres ne sont 
pas traduits en fran~ais (ex. Miche! Fortier, American Wet 
Dream) ou en anglais (ex. Pierre Ayot, ... et boule de gomme). 
La plupart des traductions sont justes, meme si parfois elles 
peuvent donner un sens restrictif: ainsi Empire Piece de Ian 
Carr-Harris, est traduit par Objet d'empire. 

17 La distinction entre ce qui est une inscription et ce qui 
ne l' est pas est peu claire dans le cas de textes integres it 
l'image. Il semble qu'en plus de la longueur, la situation et la 
nature du texte aient ete prises en consideration. Les inscrip
tions des oeuvres-textes de Greg Curnoe comme Vue de 
I'hopital Victoria ne sont evidemment pas reproduites, alors 
que le texte plus court integre a l'oeuvre de ]im Brodie 
(17365) l'est. Le texte n'est pas ou est partiellement reproduit 
pour une oeuvre a caractere de critique politique comme celle 
de Burton (23272.1) ou de Boisvert et Peloquin (18280), mais 
il ne l'est pas dans le cas de mots a caractere descriptif 
(Colville, serie 18130) et dont certains pourraienr etre juges 
comme obscenes, comme pour Ies oeuvres de Burton encore 
(17925, 17926). Par contre, dans le cas d'une sculpture 
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d'Hend Angers (6738) le zde est pousse jusqu'a reproduire 
une inscription manquante. 

18 Cette rubrique est extremement utile et offre un 
compromis interessant a l'absence d'une notice. On a meme 
pris la peine d'integrer les informations se rapportant a des 
oeuvres acquises apres 1980 (ex. Blair Bruce, 174). n y aurait 
lieu de corriger un manque d'uniformite. Par exemple, dans 
le cas d'Henri Angers, on presente 2 anges d'une serie de 14 
sans preciser Oll sont les autres, alors que dans le cas de 
Baillairge on donne avec precision la localisation des autres 
oeuvres se rapportant 11 un groupe conserve 11 Ottawa. Alors 
qu'en general on identifie la source des oeuvres copiees 
(Baillairge, 18707), dans certains cas cette precaution n'a pas 
ete prise (Baillairge, 18703). 

19 Le catalogue suggere ici qu'il est redige pour un lecteur 
de I'est du Canada, peu familier avec la culture autochtone 
de son pays. Alors que les sites ou les termes associes a la 
culture amerindienne de la cote ouest ou du nord sont tous 
identifies, aucune des localisations geographiques du centre 
ou de I'est du Canada ou de l'Europe ne le sont. Pourtanr est
ce que Pont-Aven, St-Sulpice ou Barkmere sont familiers a 
tous les lecteurs? 

20 Cette information, curieusement absente 11 certaines 
reprises (ex. Sylvia Daoust, Eugene Dahlstrom, Oscar de 
Lall), est egalement tres pertinente et evite I'usage d'autres 
ouvrages de reference pour identifier les modeles. n sera it 
interessant dans le cas d'artistes encore vivanrs que le Musee 
cherche a connaltre qui furent les modeles des multiples 
Portraits, Tetes de femme ou de jeunes filles qui peuplent ses 
reserves. 
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ERRATA 

Certaines erreurs et omissions se sont produites dans 
le numero xiiI et 2 (1988), notamment dans certains 
titres et dans une section de remerciements. Nous 
regrettons les inconvenients qui ant pu en resulter 
pour les auteurs et les prions, ainsi que nos lecteurs, 
d'accepter nos excuses. 
Following the publication of Yol. xiiI and 2 (1988), 
we wish to cite errors in the Table of Contents as well 
as in the titles of articles and one section of acknow
ledgments. We regret any inconvenience this may 
have caused and we wish to extend our deepest 
apologies to our authors and readers. 

Table des matieres, le, titre, p. 1 et p. 21: lire LE 
PRECIS D'ARCHITECTURE DE JEROME DE
MERS UNE THEORIE DECHIREE au lieu de LE 
PRECIS D'ARCHITECTURE DE JEROME DE
MERS: UN THEORIE DECHIREE. 
Contents, 1st title, p. 1 and p. 21: LE PRECIS D'AR
CHITECTURE DE JEROME DEMERS: UN THEO
RIE DECHIREE should read LE PRECIS D'ARCHI
TECTURE DE IEROME DEMERS UNE THEORIE 
DECHIREE 

Table des matieres, 2e titre, et p. 23: lire GEORGE 
THEODORE BERTHON (1806-92) ... IN NINE
TEENTH-CENTURY TORONTO au lieu de 
GEORGES THEODORE BERTHON (1806-92) ... 
IN NINETEENTH CENTURY TORONTO 
Contents, 2d title, and p. 23: GEORGES THEO
DORE BERTHON (1806-92) .. .IN NINETEENTH 
CENTURY TORONTO should read GEORGE 
THEODORE BERTHON (1806-92) ... IN NINE
TEENTH-CENTURY TORONTO 

p. 55, titre: lire GEORGE THEODORE BERTHON 
(1806-92) L'ART DU PORTRAIT ... au lieu de 
GEORGES THEODORE BERTHON (1806-92) 
L'ART DE PORTRAIT ... 
p. 55, title: GEORGES THEODORE BERTHON 
(1806-92) L'ART DE PORTRAIT ... should read 
GEORGE THEODORE BERTHON (1806-92) 
L'ARTDU PORTRAIT ... 

Table des matieres, 3e titre, et p. 58: lire l'ODYSSEE 
DE DEUX ANGES YOLANTS ... au lieu de L'ODY
SEE DE DEUX ANGES YOLANTS ... 
Contents, 3d title, and p. 58: L'ODYSEE DE DEUX 
ANGES YOLANTS ... should read L'ODYSSEE DE 
DEUX ANGES YOLANTS ... 

Table des matieres, 3e titre: lire Mario Beland au lieu 
de Mario Beland 
Contents, 3d title: Mario Beland should read Mario 
Beland 

p. 79: rayer la derniere phrase de la section des 
remerciements, "La presente etude ... " Cette phrase 
devrait paraitre a la page 103 seulement. 
p. 79: the last sentence in the Acknowledgement 
section, "La presente etude ... " should appear only 
on p. 103. 

p. 131, Fe col., ge ligne du bas: lire "Salish" au lieu de 
"Satish" 
p. 131, 2e col., lOe ligne et p. 133, Ire col., 17e ligne du 
bas: lire "tlingit" au lieu de "tinglit" 
p. 131, 1st col., 9th line from the bottom: "Satish" 
should read "Salish" 
p. 131, 2d col., line 10, and p. 133, 1st col., 17th line 
from the bottom: "tinglit" should read "tlingit" 

On a egalement attire notre attention sur un defaut 
d'impression qui se serait produit sur quelques pages 
de certains exemplaires. Nous remplacerons volon
tiers a nos frais tout exemplaire defectueux sur recep
tion d'un avis ecrit a cet effet. 

It has also been brought to our attention that some 
copies have defective printing on some pages. We 
would be pleased to replace any defective copies at 
our expense upon receipt of written notice. 
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