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" OMBRES PORTEES 
Notes sur le paysage canadien avant le Groupe des Sept 

M on propos, en isolant un motif donne dans trois tableaux peints entre 1909 
et 1912 par trois artistes canadiens 1, est d'attirer l'attention sur un element 

recurrent particulierement significatif pour definir la modernite au Canada et 
une transition importante dans la conception de l'art du paysage canadien. Ce 
decoupage favorisera, je l'espere, une periodisation plus nette dans l'analyse du 
paysage et fournira des elements pour interpreter les transitions dans ce genre 
entre la fin du XIXe siecle, tel qu'etudie par Dennis Reid2, et les trop celebres 
annees 1920, marquees par l'omnipresence du Groupe des Sept. En suggerant 
certaines interpretations, j'assumerai cependant une position symetrique a mon 
sujet et, en jetant un eclairage particulier sur une question, je creerai d'autres 
zones d'ombre. 

Au plan politique et ideologique, les deux premieres decennies du XXe 

siecle marquent une evolution dans la definition du Canada. Durant les mandats 
de Laurier3 et de Borden, les grands projets qui avaient vu naitre le pays etaient 
des realites auxquelles il fallait s'adapter. La centralisation du pouvoir politique 
et la mise sur pied d'une economie a l'echelle nationale liee a la construction du 
chemin de fer firent place a de nouvelles priorites a l'echelle regionale et locale, 
definies dif£eremment par la presence de neo-canadiens, alors que la participa
tion canadienne a certains debats internationaux allait entrainer un autre type 
de position. Bien que la piu part des artistes actifs au Canada aient etudie en 
Europe ou qu'ils en aient ete originaires, on assiste, par l'intermediaire des clubs 
et des divers regroupements, a la diffusion d'un discours culture I nationaliste 
qui essaie de se demarquer du contexte colonial. 

Depuis la Confederation il y eut de nombreux appels de la part des 
intellectuels et des critiques aux artistes canadiens, afin qu'ils produisent un art 
national inspire par la nature locale et l'histoire du pays. On pensait que le sujet 
seul pouvait repondre a cette question et que les sites caracteristiques et les 
moments forts de notre histoire fourniraient une nouvelle forme d'art, sans 
qu'on ait a se preoccuper des aspects stylistiques et formels. Thomas Turnbull 
resumait cette pensee lorsqu'il ecrivait en 1893: 

Many artists, good, sensible and capable fellows, are wasting their precious 
time and still more precious talent in the production of cheap landscapes, 
easily vendible. These men will never paint anything worthy of considera
tion. Why should not some artist take the text of Canadian History and 
lay the foundation of a National Art in this direction? .. The History of 
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Canada is filled with grand pages, in which fine patriotism and pure 
heroism abound, the incidents being Indian, or French, or English; such 
scenes would, if painted by a master's hand, stir and emulate the very souls 
of our people. Rather let us have a thousand good engravings of one good 
picture that is near and dear to the nation, than be tortured with a 
thousand wretched parodies on «Niagara Falls», «Moonlight Tobog
ganings», «Alone-in-the-World», «Retired Shopkeepers», etc., such as 
annually flood our art-galleries and dealers' windows .... There is a grand 
field of study for artists in the historical school, which is as yet unexplored. 
Landscape is doomed to be the ubiquitous misrepresentation of nature. 
Man cannot imitate that which he cannot understand 4• 

Cet appel ne rec;ut pas l'appui du public ni des institutions canadiennes, 
et les efforts de quelques personnes n'eurent pas de suite. La constitution de 
l'identite canadienne s'est faite au moyen du pays age au detriment de la peinture 
d'histoire. Augustus Bridle dans son compte rendu de l'exposition de I' Ontario 
Society of Artists de 1911 ecrivait: 

The group may be divided into landscapers and non-landscapers. The ratio 

is about as ten to one. Here, perhaps, we begin to get the first definite point 
in a layman's analysis. Canadian painters have been scolded before now for 
doing landscapes to death. Part of the reason is that Canada up till lately has 
had a million times more landscapes than anything else to paint. Part of the 
reason is that cities and streets in Canada are not of such average paintable 
quality as the fields and the bush and the rocks. Another trouble has been 
the woeful lack of models. Canadians are too near the prayer-meeting stage 
for professional models. But a landscape is always ready to poses. 

La fascination pour le paysage menait a une quete incessante de nouveaux 
sujets, et les artistes habitant la ville les chercherent dans leur environnement 
immediat6• Le grand moment d'enthousiasme des annees 1880 et 90 pour les 
voyages vers l'est et vers l'ouest etait chose du passe et, comme l'ecrit J. E. H. 
MacDonald (1873-1932): 

One might reasonably suppose, in listening to the comments of spectators 

at our art exhibitions, that the boundaries of Canada are the Hamilton 
mountain, Lake Simcoe, the River Don, and the Toronto Island, with 
narrower limits in some of the loudest cases. But one has to know where to 

look to find these places on the spread of a Dominion map, and the artist is 
by nature an explorer. His interest is in character and beauty, and that is 
Dominion-wide. The Canadian spirit in Art is just entering in possession of 
its heritage. It is opening a new world, and the soul of the artist responds 
with the feeling that it is very good 7. 

Si la realite canadienne fut en grande partie fac;onnee par les artistes qui 
en fournissaient les images mythiques, de la meme fac;on le paysage definissait 
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les artistes. Ils devinrent partie prenante du sujet, y etant associes et identifies. 
L'experience de la qualite de la lumiere, sa brillance, est une des caracteristiques 
des pays nordiques. Lorsque les artistes travaillerent en plein air, comme on 
commence a le faire au tourn ant du siecle au Canada, ces caracteristiques 
climatiques les marquerent et modifierent la representation du paysage8• 

Le motif de l'ombre portee a d'abord retenu mon attention pour ses 
aspects decoratifs et formels, comme on le remarque par exemple dans les 
ceuvres de Clarence Gagnon, Winter, Village of Baie St. Paul, Quebec, 1909-
1910 (Power Corporation du Canada) et de Tom Thomson (1877-1917), In 
Algonquin Park, 1914-16 (The McMichael Collection of Art). En cherchant a 
definir le moment d'emergence de ce motif, on s'aper<;:oit qu'il appartient en 
propre aux premieres decennies du XXe siecle. Plutot que de jouer un role 
secondaire ou de support dans la composition, la projection dans l'espace d'une 
forme ou d'un objet bien defini devient un des principaux sujets des composi
tions picturales de plusieurs artistes importants. 

Les descriptions topographiques ou les paysages produits anterieurement 
traitent l'ombre surtout comme un moyen de creer l'illusion de la profondeur, 
par exemple en faisant alterner les zones de lumiere et d'ombre (Thomas Davies, 
On the River La Puce, 1792, Musee des beaux-arts du Canada). L'ombre portee 
placee au premier plan propose au spectateur une aire de repos, en retrait, loin 
de l'activite de la couleur et de l'action (Joseph Legare, Quebec vu de Pointe
Levis, v. 1840-42, Musee des beaux-arts de Montreal). Ce moyen descriptif et 
formel valorise le sujet principal et en rehausse le modele. Pour sa part, le clair
obscur 9 utilisait l'ombre et l'ombre portee pour des fins subjectives et symbo
liques. Les qualites du sujet etaient selectionnees par la fac;:on dont l'ombre les 
decoupait. 

Le motif de l'ombre portee ne doit pas etre confondu avec celui de la 
reflex ion (William Brymner, October, 1906, Mount Royal Club; James Wilson 
Morrice, The Beach, St. Malo, 1905, Musee des beaux-arts de Montreal) non 
plus qu'avec ce1ui de la fumee (J.E.H. MacDonald, Tracks and Traffic, 1912, 
Musee des beaux-arts de l'Ontario; Suzor-Cote [1869-1937], Les Fumees, 
Montreal Harbour, 1914, Musee du Quebec). Reflexion et fumee partagent avec 
l'ombre portee certaines caracteristiques formelles et symboliques mais, comme 
elles entretiennent un rapport different avec la realite, e1les doivent etre traitees 
separement. La reflexion peut reproduire la realite par un effet de miroir, les 
dlSi.Orsions y sont possibles, et la couleur et l'espace projetes repondent a 
d'autres cliteres que ceux de la representation de l'ombre portee. La fumee 
emerge d'elements naturels ou architecturaux comme pour mieux en dissimuler 
d'autres. Sa presence amplifie des parties de la composition, alors qu'elle en 
cache certaines. L'ombre portee n'a pas ce pouvoir reducteur en ce qu'elle reveIe 
l'objet qui est projete et souligne l'espace qui le rec;:oit 10. 

Le choix ou la capacite d'inclure l'ombre portee dans un tableau parait 
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etre relie a une plus grande conscience de l)acte de peindre, du moins de 
remarquer les effets de la lumiere. A cause de son effet passager, ce motif 
souligne l'acte d'observer. Cette integration active et subjective de la part de 
l'artiste se trouve representee egalement par d'autres moyens. Dennis Reid a 
montre, par exemple, comment le mouvement circulaire cree dans la representa
tion de Tom Thomson The Jack Pine, 1916-17 (Musee des beaux-arts du 
Canada), suggere l'incarnation de l'artiste dans son activite creatrice, l'acte 
phenomenologique de percevoir et de voirll. Par son association a un moment 
precis de la journee, l'ombre accentue la presence des objets dans l'espace et par 
consequent celle du peintre. 

La presence de la source lumineuse sur la surface du tableau, soulignee 
par les ombres portees, ne joue pas seulement un role formel, comme dans Pink 
House Montreal, 1905-08 (colI. part.) de James Wilson Morrice, OU les ombres 
portees disposees en forme de grille sur la surface de la maison creent un effet 
unificateur. Selon qU'elle se trouve devant ou derriere le spectateur, la source 
lumineuse tient aussi un role psychologique et symbolique different. Une source 
lumineuse situee a l'arriere-plan peut eblouir le spectateur, en meme temps 
qU'elle deforme le sujet. L'effet trop brillant a comme role de transfigurer, de 
sacraliser le sujet par cette association directe a la lumiere (Horatio Walker, 
Ave Maria, 1906, Art Gallery of Hamilton). Au contraire, une source lumineuse 
placee derriere l'artiste/spectateur a le pouvoir de l'inclure dans l'espace du 
tableau comme partie des elements integres sur la surface12• Cette presence de 
l'artiste sur la surface du tableau est une etape dans l'avenement d'un art 
moderne. Elle s'accompagne au Canada, dans les deux premieres decennies du 
xxe siecle, de l'affirmation des moyens picturaux: le medium, le support et 
l'application de la matiere deviennent de plus en plus importants comme sujets 
de l'reuvre peinte. 

Les paysages etudies ici plus en detail ont ceci en commun que la source 
lumineuse projette l'ombre d'un objet qui n'est pas, ou qui n'est que tres 
partiellement sirue dans l'espace du tableau. Elle permet d'incorporer l'espace 
d'un des cotes du tableau dans l'image. Chez Suzor-Cote et MacDonald le bord 
vertical se trouve insere, par une ligne qui tombe en diagonale, sur le plan 
horizontal de l'reuvre, unifiant ainsi les cotes. Le genre d'ombre portee que l'on 
remarque dans les paysages canadiens est caracteristique de cette experience; 
c'est une ombre directe, c'est-a-dire qU'elle tombe sur un plan perpendiculaire 
a l'objet place devant la source lumineuse13. 

La connaissance des composantes de la theorie du signe - par ailleurs 
contemporaine du corpus des reuvres que nous etudions - est utile pour 
progresser dans notre comprehension du concept de l'ombre. L'ombre portee 
peut etre comprise comme un indice, ainsi que l'a defini le philosophe Charles 
S. Peirce (1839-1914), des 1867, et comme ill'a publie a differentes occasions 14 
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Peirce a defini l'indice comme «a sign which refers to the Object it denotes by 
virtue of being really affected by that Object». En 1901, Peirce precise: 

An index is a sign or representation that relates immediately to its subject 

not through similarity nor analogy with it nor because it is associated with 

the general characters that this object possesses. But because it is in 

dynamical (spatial included) connexion both with the individual object, on 

one hand, and with the sense or memory of the person for whom it serves 

as a sign, on the other hand 15 • 

Peirce insiste sur le fait que l'indice entretient une relation spatiale avec 
l'objet auquel il se rapporte et avec la capacite mnemonique de l'artiste et du 
spectateur. L'ombre portee est l'indice de l'objet auquel elle se rapporte. Elle le 
remplace, l'evoque, propose des associations par son positionnement et sa 
forme, sans avoir a montrer l'objet lui-meme. De plus, elle peut etre interpretee 
comme une metaphore de l'acte mimetique de peindre. L'ombre entretient une 
relation dynamique a la realite, s'y referant tout en creant une forme, une image 
sur une surface plate. 

Un autre element a mettre en place, pour une meilleure comprehension 
theorique et ideologique de l'ombre portee sur les tableaux de cette epoque, est 
l'importance de la metaphore de la frontiere dans l'image conceptuelle du 
Canada. Northrop Frye et, plus recemment, Gaile McGregor 16 ont insiste sur 
le role de la frontiere et du caractere sauvage de la topographie du Canada dans 
l'imagination de ses habitants, se repliant sur eux-memes dans un pays pourtant 
illimite, ayant peur de progress er plus avant dans un espace toujours en expan
sion. Si le Canada a commence «as an obstacle», selon l'expression de Frye, 
nous pouvons interpreter l'interet pour l'ombre portee comme une premiere 
saisie de ce qui est hors du champ visuel immediat. Elle suggere l'idee d'integra
tion au pays comme un moyen de s'approprier l'obstacle qui ravit la lumiere. 

En combinant l'apparition de l'ombre portee dans la peinture canadienne 
avec l'emergence du theme de la vie urbaine, qui ira grandissant au cours des 
annees 1920, on realise l'importante transformation ideologique qui a alors 
cours au Canada dans l'identification et l'acceptation d'une realite plus com
plexe. L'integration de l'espace au-dela de celui qui est represente dans le tableau 
pourrait done etre lue, a un niveau culturel et socio-politique, comme une 
identification et une acceptation des changements qui surviennent grace a un 
mouvement des populations rurales vers les villes et a une politique d'immigra
tion et de developpement qui encourage l'exploitation de nouvelles terres dans 
l'est et l'etablissement des neo-canadiens dans l'ouest. 

Marc-Aurele de Foy Suzor-Cote, un des artistes proches du premier 
ministre Wilfrid Laurier, a represente, en 1909, une scene reliee au defrichement 
dans un paysage intitule Habitations sur la eoUine 17 (fig. 1). A cette date, apres 
de frequents et prolonges sejours d'etudes en Europe, Suzor-Cote est de retour 

11 



au Canada. Jean-Rene Ostiguy, dans son etude sur Paysage d'hiver de 1909, 
ecrit: 

L'artiste a pres de quarante ans lorsqu'il peint ses deux paysages de la 
collection permanente de la Galerie nationale du Canada, Paysage d'hiver 

et Habitations sur la eoUine. Il vit sans doute une serieuse periode d'intros
pection, cherchant, deux ans apres son retour, a s'adapter a un nouveau 
milieu et sachant bien que son jaeques Cartier n'a pas produit l'effet 
escompte aupres du ministere des Travaux publics du Quebec 18. 

Selon Ostiguy, l'echec de ses tentatives de faire accepter la peinture 
d'histoire au Quebec est en partie responsable du retour de Suzor-Cote a la 
peinture de paysage. 11 en a pourtant peint des 1892, moment OU il commence 
a travailler en plein air. De retour au Canada, c'est le cadre de sa region natale 
d'Arthabaska, ou il s'est construit un studio, qui lui servira d'inspiration. 
Arthabaska avait ete colonise a partir des annees 1860, et plusieurs villages des 
environs furent fondes dans les dernieres decennies du siecle. 

Les fermes des colons et la foret omnipresente ne sont que suggerees dans 
Habitations sur la eolline qui reporte les arbres et les maisons sur le pourtour 
de l'ceuvre. Suzor-Cote se place en marge, remplissant le vide par la vibration 
de l'ombre et de la lumiere materialisees par les epaisses applications du medium 
pose a la spatule. Autour du tronc d'un arbre place au centre, l'univers bouge 
et tourne. Cette lumiere vive et rasante suggere un mouvement visuel vers la 
gauche de la composition puis l'ceil est dirige vers la droite et de nouveau vers 
l'avant. La force centrifuge est accentuee par le point de vue dominant adopte 
par l'artiste. Le ciel est a peine represente bien que la lumiere soit le sujet 
principal de la composition. Son eclat remplit l'arriere-plan et la partie infe
rieure du tableau; l'avant-plan est couvert d'une ombre vivement coloree. Les 
cedres, caracteristiques des terres sablonneuses de la region d'Arthabaska, 
combines avec des feuillus, degarnis en cette saison, occupent le centre droit de 
la composition. L'ombre representee est beaucoup plus importante que la taille 
des arbres que l'on aper~oit et elle evoque ainsi une vaste foret sur la droite. 
Cette impression est curieusement renforcee par les grands arbres du centre de 
la composition qui forment une ombre courte. 

Le plan pictural joue le role d'un ecran sur lequelle sujet hors champ est 
projete. Les arbres sont vus comme des traces mouvantes qui s'inscrivent sur la 
riche surface texturee du sol couvert de neige. La lumiere organise l'espace, lui 
donne une temporalite qui se modifie selon sa vitesse et la perception du 
peintre 19. L'ombre identifie les deux composantes structurelles de la composi
tion, la verticale (arbre) rabattue sur le sol. Cette fa~on de rappeler le cadre dans 
la composition n'est pas ici une fa~on de la cerner, mais un moyen de la relier 
a ce qui est hors du cadre du tableau, a deployer les limites circonscrites par 
l'image fixee sur la toile. L'ombre portee devient le moyen privilegie de faire 
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fig. 2 AJ~x3nder Y. Jackson. The Edge of Ihe MapJewood, 
1910, Huilc sur lOile, 54,6 x 65,4 cm, Olrawa, 
Mus& des beaux·am du Canada. tpho!O; MbaC) 
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fig.3 Tom Thomson, The Jack Pine, 1916-l917, Huilc sur wile, 
127,9 X 139,8 cm, Ottawa, Music des beaux-arrs du 
Canada. (Photo, MbaC) 



sentir l'espace quasi infini sur lequel se posent les traces de l'homme dans la 
nature canadienne. 

Tout comme Suzor-Cote, qui a choisi de retourner au paysage, associe cl 
la fois cl sa culture et aux souvenirs anterieurs cl sa formation europeenne, les 
artistes puisent dans la nature des elements auxquels s'identifier. Associer les 
artistes canadiens du debut du xxe siecle cl l'image de l'explorateur, comme 
l'evoquait MacDonald, represente seulement une facette de leur recherche, car 
cette exploration incessante de la nature demontre avant tout une volonte de se 
definir. La nouveaute et la beaute de sujets jamais traites ne sont pas une fin en 
soi, elIe sont un moyen de nom mer des aspects differents de celui qui les depeint. 

L'reuvre de A. Y. Jackson (1882-1974) Canal du Loing (Musee des beaux
arts du Canada) 20 est contemporaine de la toile de Suzor-Cote. Elle fut executee 
pendant son premier sejour en Europe. L'omhre portee ferme la composition sur 
la gauche, tout en l'unifiant. Le rythme de trois ombres s'accroche cl la barque 
ancree et active la surface du pont. La nature de l'ombre portee me semble 
passer d'un role formel et quasi anecdotique cl un role symbolique et central 
dans une de ses premieres reuvres majeures, The Edge of the Maplewood 21 de 
1910 (fig. 2). 

Jackson se sert lui aussi d'un point de vue dominant avec une ligne 
d'horizon elevee. La ca bane cl sucre semble distante et difficile d'acces sur ce 
terrain cl forte denivellation, peu prop ice cl la cueillette de l'eau d'erable. La 
disposition spatiale de l'erabliere est traitee de fa~on cl laisser un vide qui puisse 
recevoir l'ombre qui est ainsi valorisee et joue le role principal dans la composi
tion. La distance entre les arbres representes, et celui dont l'ombre est projetee 
au centre est tres grande. L'ombre est dirigee vers la partie inferieure du tableau 
et l'arbre est situe cl une distance difficile cl evaluer. 

Cet arbre, absent mais central, occupe l'emplacement de l'artiste et du 
spectateur, et ce sont eux qui sont ainsi projetes cl l'avant-plan, dans la partie 
inferieure du tableau. L'ombre, comme no us l'avons vu avec Suzor-Cote, est 
fugitive; elle est associee aux perceptions, cl l'emotion et aux sentiments qui se 
modifient continuellement. La longueur et l'importance de cette ombre centrale 
est en opposition avec d'autres qualites, car l'ombre semble ici flotter sur la 
surface du sol, comme detachee, et de plus elle est incomplete, se poursuivant 
hors de l'espace du tableau. Si l'ombre condense l'objet du tableau avec son 
sujet, on peut trouver dans cette presence absente une affirmation en me me 
temps qu'un rejet de cette realite. Vne fa~on cl la fois de distinguer le sujet mais 
aussi de s'en separer. Curieusement, le tronc et les branches depouillees de feuilles 
evoquent l'image de racines. L'interpretation serait fort complexe. Le tronc 
absent se substituerait cl des racines qui, du moins en surface, se ramifient pour 
occuper tout l'espace d'une fa~on encore plus pregnante. L'ombre, inversion de 
la cime de l'arbre, deviendrait un moyen de faire saisir la force de l'enracinement. 
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L'identification symbolique des artistes canadiens avec leur sujet de 
predilection, le paysage, se cristallisera autour d'un element iconographique 
particulier. Le theme de l'arbre solitaire represente a ce moment historique un 
paradigme de l'artiste canadien dans sa societe, il devient un nouvel icone. (A. Y. 
Jackson, Red Maple, 1914, Musee des beaux-arts du Canada). Bien qu'associe 
plus frequemment a Tom Thomson, le theme de l'arbre solitaire est a rapprocher 
de plusieurs autres artistes. Ce rapport extatique et solitaire avec un sujet dans 
la nature, dont David Milne traitera plus tard 22, a surtout ete decrit en rapport 
avec l'experience picturale dramatique de Thomson23• 

Jean S. Boggs a interprete le traitement du motif de l'arbre solitaire, le Jack 
Pine de Tom Thomson (fig. 3), comme un moyen d'assouvir son desir de mort: 
«against the dying light and sky the scraggly forms of The Jack Pine are most 
dramatic, its branches struggling to life but dominated by dark-green, tattered, 
bat-like forms as if the tree were a symbol - beautiful, oriental, but a symbol 
nevertheless of Thomson's wish for his own death on this spot 24". 

Si l'arbre de Thomson dissimule un instinct de mort, celui d'Ozias Leduc 
(1864-1955) semble vivre d'une vie nouvelle, meme apres sa destruction par 
l'action combinee de la tempete et de l'eclair. La partie inferieure du tronc de 
l'arbre dans Cumulus bleu de 1913 (fig. 4) reste debout, ecorchee, revelant sa 
riche structure interieure, semblable aux paysages escarpes de montagnes. Des 
clotures divisent clairement l'espace. La forme des branches et la partie supe
rieure de l'arbre rejoignent le nuage et la lumiere pour s'y fondre. L'arbre est 
compris comme un substitut de la personne composee d'une partie physique 
dont les contours, pourtant clairement definis, dissimulent un riche substrat, 
une partie mouvante, spirituelle, en quete d'ideal. 

En progressant dans notre interpretation de l'ombre portee, il nous faut 
reconnaltre que l'ombre a ete acceptee comme une fa<;on de reveler la nature 
interieure des etres; elle est etroitement associee a l'ame 25 • Elle suggere la 
complexite de chacun et trace les frontieres souples de l'imaginaire. La psycha
nalyse, qui s'est developpee au tourn ant du siecle, a reconnu dans les elements 
constituant le moi un niveau identifie comme le <;a, «das es», concept que Freud 
a raffine au debut des annees 1920 26• Le <;a est associe avec l'ombre, le chaos, 
ce que la personnalite consciente refuse d'admettre, mais qu'elle doit aussi 
assumer. n represente le pole pulsionnel, la Oll l'energie psychique, la libido, 
prend sa source, la Oll les forces creatrices inhibees gagnent leur energie. Le <;a 
demeure le lieu de l'inexplore. 

Mon choix de mots vise a faire resurgir et a associer des images de la terre 
vierge tout en rappelant la force erotique contenue dans l'acte de creer, dans 
l'acte de peindre qui, comme le rapporte Pline au livre 35 de son Historia 
Naturalis, a commence par un desir de saisir la presence de l'etre bien-aime, en 
transcrivant sa silhouette sur le mur. La representation de l'ombre est une fa<;on 
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~8. <f <hlas l«ItK, Lr «Imulus bku, 1913, Hui1t: sur lode, 
92 x 61,6 an, F~dencton, The Bcavnbrook Arc 
Gallery. (Photo: The Btaverbrook Arc Gallery) 
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fig· S j.E.H. M2cOonald, MOl1Wl8 Sh2doW$, 1912, Hulle sur 
[oile, 71,8 )( 91.4 cm, Toroom, M~ Iks M:mx-"ru de 
l'Ontarlo, don du gouvuncmcm de: b pmvtnCt de 
l'Ontario, 1972. I Photo, urry ~[rom. MbaOI 

d'idealiser, de transformer psychologlquement la realite, en fourmssant un 
moyen de realiser I'accomplissement de dkirs mconscients par I'identificatlon 
totale ou partielle avec des aspects, des proprieu~s, des attriburs de I'autre, du 
modele choisi et substitue dans cette projection. 

Une cr:uvre de 1912 de James Edward Hervey MacDonald, Mornmg 
Shadows (fig. S), est :tpparue comme une sorte d'cnigme lorsqu'elle fur expo
see pour la premiere fois, la meme annee. Peu de scenes dans la carriere de Mac
Donald montrent des figures humaines, et ce tableau semble plus conventionnel 
que d'autres a:uvres traitant de sujets urbams. Le paysage montre une colline 
abrupte en bordure d'une (or(:( et, selon le titre, au debut d'une journ&: d'hiver, 
ensoleillee. l'ombre ponee remplit la moitie de la composition et frappe la 
surface de la neige dans une diagonale disharmonique qUI cree un angle aigu 
avec la colltne Oll deux couples avancent. Leur position, un homme derriere 
une femme sUlvant un couple enlace, evoque une interpretation nordique du 
Nlermage a "'sle de Cythere de Watteau. Le sUlet sera repris et complete en 1914 
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dans Edge of Town; Winter Sunset (Musee des beaux-arts du Canada) ou, cette 
fois, les deux couples, absorbes par l'ombre des arbres au soleil couchant, 
quittent la foret pour se diriger vers la ville a l'arriere-plan. 

Bien que les arbres aient garde leurs feuilles (sorte de chene ?), les minces 
ombres proviennent d'arbres plus jeunes et delicats creant un motif bleute 
vibrant et s'agitant sur la surface de la neige. L'ombre longue dans Morning 
Shadows est creee lorsque la source lumineuse est plus basse que le sommet de 
l'objet reflete. L'objet et la source lumineuse, situes dans un meme plan spatial, 
se confondent. La lumiere epouse etroitement la forme de l'objet qui s'epanouit 
sur la surface de la toile. Le mouvement de l'ombre offre une transcription de 
la flamme devorante de l'amour ou du feu de la passion qui accompagne et 
rejoint les couples alors qu'ils s'eIoignent. 

Dans le tableau In the Pine shadows, moonlight, toujours de 1912 (fig. 6), 
MacDonald associe encore le theme de la nature avec celui de l'amour. L'ombre 
pleine et puissante d'un pin abrite et incarne la sexualite, representee par un 
couple enlace qui surgit de la foret par un soir de pleine lune. C'est par l'ombre 
portee du pin que s'accomplit cette celebration de la nature, c'est elle qui la 
contient et l'absorbe, le tronc elance traversant la forme ronde et touffue du 
resineux. 

En relatant sa visite a l'exposition d'art scandinave a Buffalo en 1913, 
J. E. H. MacDonald declarait a l'Art Gallery of Toronto le 17 avri11931 : 

Art requires associated ideas in the observer for its appreciation. He must 
have experiences generally similar to the artist to respond to the art. [ ... ] 
They [people] don't like mountain pictures or Lake Superior shores, or 
bright autumn colours, or snow shadows, because they have never seen such 
things either actually, or with imaginative feeling 27• 

Si l'experience de l'reuvre d'art sollicite, comme, le souhaite MacDonald, 
l'imagination du spectateur, le motif de l'ombre portee est sans doute une des 
formes les plus suggestives dans ce sens. L'utilisation origin ale et repetee de ce 
motif, populaire au cours de cette periode post-symboliste28, semble etre une 
des caracteristiques de l'art au Canada avant la formation du Groupe des Sept. 
Si sa representation est nee d'une observation de la nature, elle semble traduire 
une experience a la fois individuelle et collective. Parce qU'elle exprime une 
temporalite, elle est une marque supplementaire de la presence subjective de 
l'artiste dans l'reuvre. De plus, sa forme, sa position et son traitement sont 
porteurs d'associations de nature ideologique et symbolique. L'attention que les 
artistes porterent a ce sujet suggere l'intensite de leur rapport avec le paysage, 
non pas perc;:u uniquement comme une surface coloree, mais aussi comme 
evocateur d'emotions et de significations. 

LAURIER LACROIX 
Universite du Quebec a Montreal 
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Notes 

Cet article presente les resuitats d'une recherche en cours et est adapte d'une communication prononcee 
11 l'Art Gallery of Ontario, le 9 novembre 1988 dans le cadre de la McReady Memorial Lecture on Canadian Art. 
Je remercie Peter Gale et Dennis Reid qui m'ont alors facilite la tache en supervisant taus les details relatifs 11 cette 
presentation. Comme me le demandait avec humour Peter Gale lorsque j'ai soumis le sujet de ma conference, iI 
ne s'agira pas ici de I'ombre projetee par les membres du Groupe des Sept sur l'O!uvre de leurs predecesseurs, mais 
bien du motif de I'ombre portee. Je desirais souligner un autre aspect qui fonde une reflexion sur le developpement 
de la modernite au Canada. Le paysage est le lieu principal d'expression de la modernite chez les peintres canadiens 
d'origine anglo-saxonne et chez les francophones qui aspirent au meme marche et participent 11 la meme 
conception du Canada, structuree autour du noyau Ontario-Quebec. Meme sans releves statistiques, la presence 
de I'ombre portee d'elements situes hors de I'espace represente dans le tableau m'apparait particulierement 
significative de la production picturale des annees 1900-1920 au Canada. Je m'attarde 11 quelques exemples qui 
m'apparaissent particulierement representatifs, mais les analyses pourraient etre developpees dans le cas de 
nombreux autres artistes, tels James Wilson Morrice, Maurice Cullen, Clarence Gagnon, F. W. Hutchinson. 

Il s'agit des reuvres de Marc-Aurele de Foy Suzor-Cote, Habitations sur la colline, 1909, 
Musee des beaux-arts du Canada, d'Alexander Y. Jackson, Edge of the Maplewood, 1910, Musee 
des beaux-arts du Canada et de J. E. H. MacDonald, Morning Shadows, 1912, Art Gallery of Ontario. 

2 Dennis REID, Notre patrie le Canada. Memoires sur les aspirations nationales des 
principaux paysagistes de Montreal et de Toronto 1860-1890, Ottawa, Galerie nation ale du 
Canada, 1979, 453 p. 

3; Robert J. LAMB, ed., The Arts in Canada during the Age of Laurier, Edmonton, University 
of Alberta and Edmonton Art Gallery, 1988, n.p. 

4 Arcadia, March 1st 1893. 

5 Canadian Courier, April 22 1911. 

6 Les exemples sont trop nombreux pour etre cites. Que I'on pense par exemple a Maurice 
CuIIen, The Blizzard, Craig Street, 1912, Musee du Quebec ou a Arthur Lismer, Afternoon 
sunshine, Thornhill, 1916, Musee des beaux-arts de Montreal. 

7 J. E. H. MacDONALD, "The Canadian Spirit in Art», The Statesman, vol. n, nO 35 (1919), 
pp. 6-7. 

8 A. Y. JACKSON ecrit en rapport avec le tableau Edge of the Maplewood: «After the soft 
atmosphere of France, the clear crisp air and sharp shadows of my native country in the spring 
were exciting.» A Painter's Country The Biography of A. Y. Jackson, Toronto, Clarke, Irwin & 
Company Limited, 1958, p.16. 

9 Rene VERBRAEKEN, Clair-obscur - histoire d'un mot, Nogent-Ie-Roi, Librairie des Arts 
et Metiers, 1979,315 p. 

10 Je ne traiterai pas des ombres creees par les nuages ou celIes qui proviennent d'objets non 
clairement identifies ou des formes indistinctes (J. E. H. MacDonald, Spring breeze High Park, 
1912, Musee des beaux-arts du Canada; Maurice CulIen, Ice Harvest, Longueuil, v. 1916, colI. 
part.). Ce qui m'interesse ce sont les ombres portees d'objets et de formes qui, tout en etant hors de 
l'espace pictural, en sont une extension (James W. Morrice, Ste. Anne de Beaupre, 1897, Musee des 
beaux-arts de Montreal; WilIiam Brymner, Harvest Field, 1907, Power Corporation du Canada). 

11 Dennis REID, Tom Thomson. Le pin, Ottawa, Galerie nationale du Canada, 1975, 
pp. 30-31. 

12 Des exemples anterieurs montrent que la photographie a pu jouer un role dans l'acceptation 
de la presence/substitution de I'artiste/spectateur physiquement projete dans l'espace de I'reuvre 
par un eclairage place en face de la composition. Voir par exemple, WilIiam Notman, Bow Valley 
from Upper Hot Springs, Banff, 1887, Musee McCord d'histoire canadienne. 
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13 Voir l'article «Ombre» dans le Dictionnaire technique et critique du dessin de Andre 
BEGUIN, Bruxelles, Oyez, 1978, pp. 398-404. 

14 Peirce a defini, rappelons-Ie, trois categories de signes: l'ic6ne, I'indice et le symbole. 

15 Charles S. PEIRCE, Dictionary of Philosophy and Psychology, vo!. 1, 1901. 

16 Northrop FRYE, The Bush Garden: Essays on the Canadian Imagination, Toronto, Anansi, 
1971 et Gaile McGREGOR, The Wacousta Syndrome Explorations in the Canadian Landscape, 
Toronto, University of Toronto Press, 1985. 

17 Ce tableau a d'abord ete expose a Ottawa en 1909 dans la presentation annuelle de la 
Royal Canadian Academy. En 1910, Suzor-Cote est invite a participer a l'exposition annuelle de 
l'Ontario Society of Artists; en 1913, il deviendra membre du prestigieux Canadian Art Club, 
fonde a Toronto en 1907. 

18 Jean-Rene OSTIGUY, Marc-Audile de Foy Suzor-Cote Paysage d'hiver, Ottawa, Galerie 
nationale du Canada, 1978, pp. 10, 12. 

19 La technique libre de Suzor-Cote semble suggerer que l'ombre n'apporte que des 
changements superficiels comme, par exemple, dans Passing shadows de 1918 (Edmonton Art 
Gallery). Elle est a l'oppose de I'ceuvre de David Milne dont le traitement de l'ombre, a l'instigation 
du cubisme, modifie profondement la nature du sujet represente. 

20 Pour une evaluation de l'importance de ce tableau dans l'ceuvre de Jackson, voir Rosemarie 
L. TOVELL, «A.Y. Jackson en France, en Belgique et en Hollande: carnet de croquis de 1909», 
Bulletin annuel 2, Galerie nationale du Canada, 1979, pp. 42-47. 

21 L'ceuvre fut remarquee des ses premieres expositions en 1910 et 1911 a Londres, Montreal 
et Toronto et fut acquise par Lawren Harris. 

22 Ce texte de 1932 est cite par John O'BRIAN, David Milne and The Modern Tradition of 
Painting, Toronto, The Coach House Press, 1983, pp. 90 et ss. 

23 Lawren Harris rapporte que lors d'un voyage en foret en 1916: «We were in an old clearing 
at the south end of the Cauchon Lakes when a dramatic thunderstorm came up ... Tom and I took 
shelter in an abandoned lumber shack. Then Tom looked out, became excited by the drama of 
the scene, grabbed his sketch box, ran out into the gale, squatted behind a big stump, and 
commenced to paint in a fury. He was one with the storm's fury, save that his activity, while keyed 
at a high pitch, was nonetheless controlled.» REID, Tom Thomson, p.18. 

24 Jean Sutherland BOGGS, The National Gallery of Canada, Toronto, Oxford University 
Press, 1971, p.124. 

25 Jean CHEVALIER, Alain GHEERBRANT, Dictionnaire des symboles, Paris, Robert 
Laffont/Jupiter, 1982, pp. 700-702. 

26 Jean LAPLANCHE et J.-B. PONTALIS, Vocabulaire de psychanalyse, Paris, Presses 
universitaires de France, 1967, pp. 56-58. 

27 J. E. H. MacDONALD, «Scandinavian Art", Northward Journal, nO' 18-19 (1980), p.9. 

28 Edvard Munch declara, en 1913, au sujet de l'ombre et non de l'ombre portee: «Des themes, 
on decouvre toujours de nouveaux themes. Aujourd'hui, ce sont les ombres qui sont a la mode. 
Pour les realistes, c'etait la fa<;:ade. Pour les impressionnistes, le caractere. Aujourd'hui ce sont les 
ombres et les mouvements ... Les ombres qui se deploient comme des eventails, puis se 
regroupent, ... se plient et se separent.» Cite par J. C. Ebbinge WUBBEN dans la notice de I'ceuvre 
Clair de lune (1893, Oslo, Nasjonalgalleriet), Le symbolisme en Europe, Paris, Editions des 
Musees nationaux, 1976, pp. 148-149. 
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fig.6 J.E.H. MacDonald, In the Pine Shadows, Moonlight, 
v. 1911, Huile sur toilt, 81,9 x 70,9 cm, On>lw>l, 
Musee des bcaux"aru du Can>ld>l. (photo: MbaC) 



Resume 

CAST SHADOWS 
Remarks on Canadian Landscape Painting Before the Group of Seven 

The motif of the cast shadow seems particularly popular in Canadian painting 
between 1900 and 1920, and it can be interpreted solely in its decorative and 
formal terms. The appearance and frequency of this theme, however, lead me to 
propose a more fundamental reading that works on a number of different levels. 
Three specific paintings may be addressed in this context: Marc-Aurele de Foy 
Suzor-Cote's Settlement on the Hillside (1909, National Gallery of Canada); 
A.Y. Jackson's Edge of the Maplewood (1910, National Gallery of Canada); 
J. E. H. MacDonald's Morning Shadows (1912, Art Gallery of Ontario). My 
interpretations of the motif are predicated on socio-political and psychological 
considerations, and employ elements borrowed from the analysis of cultural 
discourse, semiology and psychoanalysis. 

In particular, the manner in which shadow is cast by objects outside of the 
interior space of the painting should be considered significant. The cast shadows 
can disclose the ideological space defined by both the politics of the develop
ment and the colonization of Canada, but meaning also lies in the integration 
of the pictorial space with the personality of the artist. 

By references to the space beyond the pictorial surface, it appears to me 
that the motif of the cast shadow reflects theories of expansionism and land 
settlement, the basic elements in Canadian politics. Those developments in 
colonial politics that favoured immigration and the populating of new ter
ritories provide a political context for the production of art works using this 
motif. On another level, the shadow accentuates the physical limitations of the 
painting by the inclusion and reduction of the space occupied by the artist and 
the spectator. The cast shadow can, as well, be perceived as a sign of the 
formalist concerns of modern art. 

Two concepts developed in the social sciences during the same period, 
the index in linguistics and the id in psychoanalysis, may also be considered in 
relation to this pictorial motif. The shadow cast from an exterior space onto the 
painting is presented like an index of the act of painting, the trace of coloured 
forms on a flat surface. Such shadows are evocative forms - forms inspired by 
an image situated in proximity to the depicted subject, yet beyond it. This 
approach also reflects the personality of the painter. The representation of the 
shadow can then be perceived perhaps as an introspective exercise providing tbe 
artist with the means to experiment and to disclose his identity. 

Furthermore, the cast shadow is often associated with the motif of the 
solitary tree, a theme common to painting in Canada in the decade from 1910 
to 1920. The shadow could be seen as a projection, like a negative image, of the 
artist's psychological portrait. The feeling of isolation and alienation inherent 
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within a wilderness environment and an unsympathetic cultural milieu (the 
content of several paintings and a subject on which there has been some 
commentary) is reinforced by this transposition; not of the tree but of the trace. 

The motif of the cast shadow may be interpreted in the works of several 
Canadian landscape painters in the early twentieth century as a sign of ideolog
ical, symbolic and formal preoccupations. An examination of this motif 
encourages other iconographical and formal questions, as well as a re-evaluation 
of the historical context within which landscape painting evolved in Canada. 
Such an investigation could also turn our attention to those aspects which 
would permit an interpretation of pictorial production, not only in terms of 
subject matter but also in the study of aesthetic motivations, in a manner more 
vigorous and perhaps more fundamental to the artist and the art work. 

Translation: Jeffrey Moore and Editorial Staff 
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PATERSON EWEN 
The Turn from Non-Figurative to Figurative Painting 

I got thoroughly tired of the discipline of keeping the paintings clean and 

neat - I did two breakthrough paintings where I used felt. I gessoed one 
fairly large canvas and then picked out a particular blue and dipped a piece 

of felt into the paint and daubed it onto another spare piece of canvas until 
I got more or less a nice dot. Then I ran a dotted line without tape across 
the canvas ... then I did a second one on gessoed canvas with black dots. I 
was convinced at that point that they were a kind of phenomena and not 

abstract paintings. 1 

P aterson Ewen turned from "abstract" or non-figurative painting to 
figurative painting in 1970. After over 20 years of modernist non-figura

tive painting he acknowledged and found valuable the presence of subject
matter which, in Montreal during the 1950's and 1960's, had been condemned 
as traditional, illusory, sentimental and regressive. To stress the formal drama of 
Ewen's "turn," however, is to overlook the most important aspect of his new 
figurative paintings: a change in attitude from one of denial and exclusion to 
one of acceptance and tolerance. Ewen had resisted the idea of abstraction, the 
gradual erosion of all subjects other than the absolute freedom of form, as a 
matter of degree, throughout most of his career in non-figurative painting. But 
by 1970 he fully accepted abstraction as a matter of kind: an approach to 
painting in which the subject and the object were perceived as not only indivis
ible but also unquantifiable. Ewen's "turn" cannot be seen as a shocking avant
garde revolution of form nor as a return to his early figurative work of 1949-54. 
In his figurative and non-figurative work before 1970, Ewen believed that 
freedom in painting required the domination of the object over subject-matter. 
In his "turn," Ewen implicitly criticized this belief integral to the concept of 
style and the avant-garde mentality. 2 

In Montreal during the mid-1950's through the 1960's, art critics and 
artists continued the awareness of art history as a means of establishing 
credibility for Quebecois artists. This idea had been proposed by Borduas and 
Pellan. The concept of style used in establishing a history of art in Montreal was 
taken to extremes, not only in the judging, but also in the making of art. Briefly, 
the creation of styles and sub-styles required a scientific objectivity and the 
suppression of the historian's subjective impressions in the observation of 
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concrete form. Observable form, the object, was to be trusted while iconogra
phy and hermeneutics, which involved subjective response, were relegated to a 
separate and secondary investigation. Svetlana Alpers, in her 1977 essay "Style 
Is What You Make It," was critical of this concept of style in the analysis of art. 
Absolute stylistic categories were created "in the interest of externality and 
objectivity freeing the observer from any responsibility for them. The presuma
bly objective categories of large historical classifications are then (silently) 
treated as aesthetic properties of each object." 3 

This approach to style was supported by humanist values of "freedom" 
and "rationality." Freedom in art was demonstrated by its discovery in original 
form, but, ironically, such "discoveries" conformed to a predetermined notion 
of the inevitability of history - a history of western art chosen from work 
which represented artists' ability to conquer their limitations and to progress. 
Human limitations or artistic failures, represented by art or qualities in art 
which appeared regressive or repetitious or which did not fit their period styles, 
were devalued or suppressed to preserve the linearity of stylistic change. In the 
developing history of art in Montreal during the 1950's and 1960's, Ewen's 
"failures" were seen as his inability to eliminate referential subject-matter from 
his paintings and his reluctance to evolve towards what Montreal activist and 
painter Fernand Leduc called, in 1954, "la plus haute presence formelle." 4 

Ewen's reputation for lagging behind the Montreal avant-garde and for being 
inconsistent within his own ceuvre was created and perpetuated by critics, 
historians and artists who relied too heavily on the concept of style; and by 
Ewen himself. In this article I will chart the changes in Ewen's attitude towards 
this concept in painting from his initial enthusiasm to his angry and ultimate 
criticism of this position as implied by his turn to figurative painting in 1970. 

In Montreal during the 1940's and 1950's, the polarity of avant-garde and 
traditional forces supported the development of art history as a progressive 
evolution of style through the "discovery" of original form, running like an old 
movie of the good guys versus the bad guys. This simple but no less powerful 
theory of change in art seemingly distinguished such artists as Ewen's teacher 
at the Montreal Museum of Fine Arts' School of Art and Design, Arthur Lismer, 
from the radical Automatiste, Paul-Emile Borduas. In 1972, Montreal artist 
Andre Jasmin wrote that, during the 1940's, Lismer represented the institution
alized and traditional figurative painting of an "anglo-saxon bourgeoisie" and 
Borduas represented the spirit of French non-figurative painting martyred in the 
cause of progress.5 However, these artists' reputations were both built on the 
humanist value of freedom. Lismer's belief that "where there is revolt, there is 
life" 6 reflected an attitude no less "avant-garde" than that of Borduas who 
enjoyed "splendid anarchy."7 As well, both Lismer and Borduas believed that 
the formal elements of painting were more significant than subject-matter. In 
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regards to representation in painting, Lismer believed that form in art (the 
object not the subject) could speak of universal freedom: "Art is not a matter of 
skill and exclusive ability, but a universal gift possessed by all in some degree. 
This universality is the basis of modern teaching in the arts. It postulates the 
belief that representation is secondary to the idea of art as a social function, which 
is the concern of every person. It is not bound by fixed rules and formulae." 8 

In Refus global (1948), Borduas criticized the use of subject-matter in 
paintings by Dali and Tanguy: "because memory is involved, interest focuses 
more on the subject treated (idea, analogy, image, unexpected association of 
objects, mental connection) than on the real subject (the plastic object, appro
priate to the sensual properties of the material used)." 9 This somewhat ambi
guous dialectic of avant-garde non-figurative and traditional figurative painting 
sustained the belief that modernism in painting was a matter of degree, not a 
matter of abstraction. The more painting was perceived to be removed from 
nature or from any subject-matter other than freedom of form, the more 
modern and better it became. 

When Ewen visited Borduas in St-Hilaire in the early 1950's, he learned 
that the words "freedom," "revolution" and "progress" were necessary parts 
of the avant-garde vocabulary. However, in 1986, Ewen recalled that these 
modernist qualities were not represented by Borduas' paintings: 

I got very upset the first time I went and sat [in Borduas' studio]. I knew 
enough by then, even though my own paintings were not avant-garde by any 
means, to know that you don't put hardly formed objects in the middle of 
space and then have a ground behind them .... Borduas was supposed to be 
an automatic painter, yet he said that he got a lot of his forms from looking 
down into the Richelieu River. That's what is in a lot of his paintings -
underground flora floating in front of a background. '" what were supposed 
to be very avant-garde paintings by Borduas in Quebec were really behind 
the times.lO 
Despite his skepticism about Borduas' ability to achieve his goals in 

painting, Ewen believed in and sought freedom through a reliance on form and 
the suppression of "sentimental," in authentic subject-matterY Ewen described 
his evolution from figurative to non-figurative painting in an article by the 
influential art critic, Rodolphe de Repentigny in January, 1955: 

"Depuis neuf ans que je fais de la peinture, j'ai travaille a l'abstraction 
pendant cinq ans, et ce n'est que l'an dernier que je suis parvenu a deboucher 
veritablement, a laisser tomber le sujet entierement." Le sujet lui etait 
devenu tellement rebarbatif qu'il s'arreta de peindre pendant un an pour en 
sortir. 
'" "Un effort intellectuel doit etre fait pour comprendre la peinture et l'etude 
des qualites formelles est indispensable." Mais alors pour etre peintre il ne 
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fig. 1 Paterson Ewm, Untitled, 1954, Oil on canvas. 78.6 x 97.2 cm, 
Montreal, Mr. & Mrs. H. Arnold Steinberg. (Photo: The Ml'ndel Art Gallery, Saskatoon) 

s'aglrair que d'avoir un bagage de connaissance? Non. "Le peinrre doir 3 un 

moment prendre tout ceta pour de I'acquis, de purs reflexes, et poursuivre 
inqUiet, son chemm." Tou]ours selon Ewen, ~Cene dematche est le seui 

moyen d'evirer I'academisme." 11 

In 1986, Ewen compared his experiments with style during the 1950's to 

the experience of "climbing a greasy pole." 13 If his goal was to destroy rhe 
subject, figure-ground illusion, and to develop a greater freedom of gesture, then 
his climb back up the pole was a rapid one. A comparison of two works from 
1954 reflects Ewen's growing confidence in spontaneity or "pur reflexes" in 
painting. In Untitled {fig. 1) parches of earthy colour joined by black lines. float 
slowly from right to left on a dirty white ground. Form and ground begin to 

merge in Un titled (fig. 2) through a confident use of black lines which slash 
emphatically from left to right across a boldly horizontal canvas. Black stria
dons of oil which seep into areas of unsized canvas create boundaries for the 
riotous colour: green, blue, brown, red and yellow. Although Ewen attempted to 
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reduce "un bagage de connaissances" in his work, he was uncomfortable with 
the large gesture of automatic painting. Ewen explained both his attractjon [0 

avant-garde painting and his discomfort with formal extremes in painting to de 
Repentigny: "Je suis convaincu qu'un artiste a besoin de discipline, et cependant 
par temperament je suis facilement romantique. Mes premiers eHom absrraits 
etaient tra romantiques, et j'etais inquiete par le surrealisme, mais depuis lors 
je me suis ressaisi, et j'accorde une extreme importance a J'ordre des formes et 
des couleurs."14 

By 1955, a style of solid colour and hard-edged forms for many artists 
assumed the position of avant-ga rde painting, making Borouas' automatisme 
appear more traditional. This perception was announced by the artists who 

~,. 2 Patu$OII [wait Unaded, 1954, Oil on linen. 47.7 )( 152.4 cm, Montrhl, Rolxrt AOOm. 
(Photo : The London Regional Art ::Ind Hlstoncal Museums. London, Onl.) 

participated in two exhibitions, us Plastic/ens and Espace '55. Ewen took part 
in the la[[er. Borduas accused the young pamters in £Space '55 of "archa lsme" 
and Fernand Leduc, an acknowledged leader of the new style, retaliated by 
denouncing the "colonialisme de Borouas." Il This new shifr from automarisme 
to first generation "Plasticien" painting, in which the object was perceived as 
the dominant subject-matter, was encouraged by an increasing awareness of art 
history as expressed in the writings and paintings of leading critics and artists 
in Montreal. Fernand Leduc reviewed the decade since the automatiste "revolu
[ion" in an unpublished article "Art de rdus ... art d'acceptation" (Oct. - Nov., 
1954). According to Leduc, the "demarche automatique" began with Borduas' 
1942 gouaches and found its apogee in Refus global (1948). The "demarche 
surrationnelle, " again initiated by Borduas With his "peintures surra tionnelles." 
led to the "demarche cosmique" which began after La Matiere chante (April 21 
- May 4, 1954), the last Automatiste exhibition. In this logical t:volution, 
according to uduc, non-figuralive paiming rt:lied increasingly on pure form. 
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~,J Frm.aDd Led~, Imbnc:auon, 1955, 0,1 on canvu, 60.8 x 70.9 on, Monu·eOlI. 
M~ d'OIn comrmporOlm. ,Photo: MAC} 

Leduc concluded thar the goal of "la plus haule presence formelJe" may be 
attalOed through the elimination of all subjects other than the absolute freedom 
of form. Yet, Ironically, [hat freedom was based on a logical, predetermined 
historical pattern. Paintings such as Leduc's imbrication (fig. J) represented a 
step towards his goal. Ewen found them "hard to take." .6 

Ewen remained skeptical of the goal of absolute freedom Ihrough original 
form. In 1986, he recalled his favorire quote by Matisse: '"Originality is a 
monster." 17 However, he distinguished originality from individuality. Quoted 
in a 1956 anicle, he defined originality in painting as '"personal": "I'm trying 
to use the knowledge I've acquired to create a painting as original - as personal 
- as possible that will express a point of view in terms of plastic discovery and 
will have anistic order. I've chosen this dirtttion because I feel the basic values 
of all painting are non-figurative ... 18 For Ewen independence became an 
avoidance of extremes 10 style and ideology through a balance of gesture and 
formal structure In his an. Ewen's colleagues saw his formal decisions in such 
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paintings as Untitled (fig. 2), exhibited in Espace 'SS as a compromise between 
automatisme and "Plasticien" painting. Gilles Corbeil, author of the Espace 'SS 
catalogue essay, echoed Leduc's logical, evolutionary approach to painting in 
Montreal by placing the work of the exhibitors, Leduc', Ewen, Jean-Paul 
Mousseau, Pierre Gauvreau, Guido Molinari and six others between poles of 
"psychic accident" and "plastic values." 19 Ewen and Molinari, whose works 
contained calligraphic lines and suggestions of space, differed from Leduc, 
Gauvreau and Mousseau in that "while undergoing this evolution [they] retain 
some of their surrealistic qualities." In light of Leduc's summary of Montreal's 
history of painting in which contemporary painting had superceded the "demar
che surrationnelle," Corbeil's description of Ewen and Molinari could be 
interpreted as the suggestion that they were a step behind the three other 
painters. Ewen must have agreed with this perception of his work, if not the 
category because he did the English translation of the original French Espace 
'SS text. 

The inaugural exhibition of Les Plasticiens occurred at the same time as 
Espace '55. Like Leduc, the exhibitors in Les Plasticiens were conscious of 
history and they supported the dominance of the object over the subject. In their 
manifesto these artists wrote: 

Les Plasticiens s'attachent avant tout, dans leur travail, aux faits plastiques: 

ton, texture, formes, lignes, unite finale qu'est le tableau, et les rapports 

entre ces elements. Elements assumes comme fins. La Renaissance avait 

lib ere les arts de la servitude a un rituel spirituel. Les divers grands mouve

ments du XIxe siecle et finalement le Dadaisme, le surrealisme et l'Automa

tisme les ont liberes de la servitude a un rituel materialiste. Mondrian a 

permis de reduire l'ultime alienation de l'ceuvre peinte, l'exteriorisation de 

la concentration sur soi-meme. 20 

Rodolphe de Repentigny, who was also a Plasticien painter (using the 
pseudonom ]auran), believed that logical resthetic direction was crucial to the 
strength of Canada's reputation in art. For this reason he was highly critical of 
Painters 11. De Repentigny felt that, without a manifesto, all that held these 
anglophones together was technique.21 He compared Painters 11 to the Montreal 
artists who 

laissant comprendre qu'ils ont a peu pres simultanement evolue dans de 

nouvelles directions ... par contre pour ce qui est des peinires torontois, je 

crains que leur maniere actuelle ne gagne de plus en plus de terrain, 

academiquement, dans les annees a venir. Non que je n'admire pas le travail 

d'artistes comme Town, Ronald et autres, mais j'ai l'impression que leur 

'style' va etre pris comme critere artistique par les officiels de l'art canadien, 

tout comme le fut la peinture du Groupe des Sept pendant plusieurs 

annees.22 
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Ewen was caught between a belief in progressive abstraction, "la plus 
haute presence formelle," and his skepticism about ideals. His reputation for 
being a step behind the avant-garde by retaining "surrealistic" qualities in his 
art, was perpetuated by his continued resistence to Plasticien painting. Artists 
and friends noted Ewen's "problem," his restless exploration of paint through 
gesture, and gave him the nickname of "the prospector." 23 Ewen's difficulty in 
adhering to a progressive liberation of form concerned Rodolphe de Repentigny 
in his 1958 review of painting in Montreal: "Ewen s'est montre tres variable 
dans son exposition: ce jeune peintre depuis plusieurs annees livre a notre 
admiration des toiles individuelles d'un grand interet d'une ecriture parfaite
ment au point, mais ses expositions d'ensemble laissent toujours perplexe." 24 

In 1958, Ewen acceded to the call for a conscious direction in painting without 
losing his sense of independence. Ewen demonstrated control of his explora
tions in gestural and Plasticien painting through the use of themes and the claim 
to direct aesthetic influences. 

Ewen claimed that his use of rhythmic patterns in such paintings as Nuit 
d'ete (fig. 4) was influenced by a little known Italian painter, Giuseppe Capo
grossi (b. 1900).25 The similarities of patterned surfaces in their work is second
ary to the resistence both artists held for extremes of Plasticien or "informel" 
art. In a lengthy article by Cesare Vivaldi in Art Aujourd'hui (Jan., 1959), 
Capogrossi and "la nouvelle avant-garde italienne" were described as a "transi
tional" group faced with "une periode ou, de tous cotes, l'on assiste a la 
transformation des styles en pro cedes commerciaux, l"informel' lui-meme et, 
avec lui, l"Action Painting', risque de tourner rapidement au 'Kitsch' et se trouve 
actuellement au stade de l'academisme, de la fausse avant-garde." 26 This new 
avant-garde's desire to maintain a combination of action and "informel" 
painting resulted in a style which Vivaldi called "informel-naturalisme." In their 
attempt to redefine and thus legitimize the inference of subject-matter through 
the gesture, they claimed to have avoided academism by involving all the senses, 
not just the eye. Vivaldi had serious reservations about this group's ability to 

produce a progressive art in the face of modernist tenets: 

32 

on cru [sic] possible de proposer a nouveau le probl(:me de la "nature" comme 
une conquete actuelle, la pCl:!sentant en termes au "continuum" materiel. 
Mais, en realite, no us est mons [sic] que ce probleme non seulement ne 
constitute rien de nouveau, mais qu'il n'a meme pas la consistance d'un 
veritable probleme dans l'art moderne. La continuite de la matiere et son 
identite voila bien des questions peu recentes! Courbet en eut une perception 
assez exacte et, a sa maniere, Cezanne lui-meme qui, par son indifference 
vis-a-vis du sujet, mettait deliberement sur le meme plan une "pomme et un 
homme, une coHine ou la mer", en des termes opposes .... La generation 
italienne de transition comme la fran«;:aise, n'a certainement pas contredit 
ces postulats ... .27 



, I 

-\ I "". , • , 
I 1-

~, 

• 

fig... p~[crson Ewm., Nw! d'ne, 1958, Od on QllVU, 

"'7.1 )( 92.<4 cm, Monubl, The MOnl~:l.l Museum of Fine Ans. (PhoTo: M.M.F.A.) 

Despite his doubts about these painters' ability to avoid being labelled 
regreSSive, Vivaldi heralded their attempts as "la nouvelle figuration." Through 
his claim to direct resthetic influence, Ewen acceded to the Montrr:al critics and 
artists' demand for control of resthetic direction. Yet Ewen was able to maintain 
his independence through his choice of influence, identifying perhaps with 
Capogrossi's mediation of styles and his resistence to the absolutes of Plasticien 
or "infor01e1" painting. 

Ewen carried Capogrossi's formal influence into his first thematically 
grouped paintings, The Stream of LIfe (1958-59), This theme, which brought 
greater control to his experiments, was inspired by a second formal influence. 
In 1958, Ewen was impres~d by the painted designs on a Haida war canoe: " It 
[The Stream of LIfe] is a landscape, but it is stylized to the point of being almost 
symbolic. When you put it altogether it flows. It is about life in the most basic 
sense: - mountains, rivers, boulders .... I wasn't tOO conscious of it at the time 
except that I suspected .... that the Haida Indians took their motif from the basic 
things in Nature which connects with geology and water - you know, water, 
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earth, air and fire." 28 The Stream of Life (fig. 5) was a metaphor of universal 
character which compared human endurance to the strength of nature. This 
metaphor, a tool which Ewen used to give direction to his experiments of the 
late 1950's, will be discussed later when it reappears and gains greater 
significance in his work of the late 1960's. 

Ewen's use of metaphor forces us to question his attitude towards modern
ist non-figurative painting in Montreal. However, the obviously figurative 
elements in such works as his 1960 painting Night Regatta (fig. 6) should not 
be overemphasized. His use 'of metaphor and his attraction to Capogrossi's 
"nouvelle figuration" may be seen more as a defence against "logical" change, 
the loss of gesture in painting and his desire for independence than as a rejection 
of the concept of style. Ewen still believed that subject-matter was regressive. 
When asked about his goal in painting, he replied to a critic in 1961: "Je veux 
continuer de m'engager ft!solument dans ma direction actuelle afin d'etre de plus 
en plus abstrait meme contre la Nature visuelle pour tenter de toucher les 
profonds sentiments humains de l'homme qui sont sa Nature aussi, mais sa 
Nature interieure." 29 

Ewen's need to suppress subject-matter continued to conflict with his use 
of gesture. In his determination to maintain a mediation of styles in painting, he 
invited three painters, Ray Mead, Henriette Fauteux-Masse and Virginia de 
Vera, to form the "Formal Lyricists" in 1960. This short-lived group claimed 
that they were "in search of an equilibrium between lyricism and formalism 
enriched by all these years of complete plastic freedom .... We are not as 
geometric as the plasticiens and not as free as the automatistes." 30 

The consensus of critics, historians and artists preoccupied with logical 
change in style in the creation of a history of art in Montreal, was that there was 
a "School of Montreal." This" fact" was announced when the art historian Jean 
Cathelin was invited to lead a conference on the "school" at the Montreal 
Museum of Fine Arts in December, 1960.31 The desire for the creation of a 
school to define the development of painting in Montreal was inspired by the 
growing number of artists in the city and the renewed interest in art collecting. 
Historian, Yves Robillard, observed in a 1985 article, "L'histoire des Galeries 
Denyse Delrue," that increased market activity during the late 1950's and 
1960's inspired the MMFA director, Evan Turner, to begin a series of exhibitions 
on collecting, upon his arrival in Montreal in 1960 and annually until his 
departure in 1964.32 Robillard also commented that the early 1960's in Mont
real were characterized by "une veritable obsession des artistes quebecois a 
vouloir exposer a l'etranger et faire partie du 'grand res eau international'." 33 

Ewen was included in the first international group exhibition of Quebec 
artists to be organized by the province. Thirty artists participated in the Festival 
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fig. 5 Paterson Ewen. Th~ Strum of Life, 1959,011 on (:lnvas, 
126.8 x U2.5 'm. Montrhl. Mush d'art 
oomempor:l.ln. (Photo: Iknl$ Fadcy, MAC) 
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fig. 6 Patcrson Ewen, Night Regatta, 1960, Oil on canvas, 
152.4 x 92.7 cm, St-Lambcrt, Madeleinc LavaUh: Ferron. 
(Photo : The London Regional An and Historical Museums, London, Om.) 
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of Two Worlds, Spoleto, Italy, in 1962. The exhibition catalogue La Peinture 
Canadienne Moderne,' Vingt-cinq annees d~ peinture au Canada-franyais 
defined Quebec painting in the following categories: les pionniers; le post
automatiste; le mouvement plasticien; la ten dance surrealisante; nouvelles 
recherches. In this evolution of French-Canadian painting, Ewen was classified 
as a "post-automatiste": "Pat Ewen occupe une phase unique dans le mouve
ment continu de l'Automatisme: il fait entendre un message troublant, 
kafkaien." 34 Ewen's "demarche vers l'abstrait" was seen as hampered by 
Kafkaesque emotion and the result was a "combat picturel" rather than a 
distinct avant-garde or plasticien style. 

In the mid-1960's, Ewen adopted the techniques of second generation 
Plasticien painting. In 1964 he shared a studio with Molinari and Claude 
Tousignant and from them he learned to apply tape and acrylic paint to create 
clean edges and flat shapes. Molinari, the acknowledged leader of the hard-edge 
painters in Montreal ~hen Leduc left for Paris in 1959, wrote in 1966 that pop, 
colour painting and optical painting were three reactions against action 
painting. Unlike hard-edge painting, however, these reactions were regressive: 

Ces trois tendances repn~sentent un mouvement en arriere dans l'evolution 
de la peinture abstraite car elles reintroduisent dans le tableau la recherche 
d'un espace illusioniste. 

Les peintres "hard-edge" ne sont preoccupes d'aucune fa<;:on par la 

troisieme dimension, les notions de figure et de fond et l'espace qu'ils creent 
est [sicJ le resultat de l'interaction dynamique de la couleur .... Ce qui est 
demeure essentiel dans la peinture contemporaine apres les definitions de 

Malevitch, c'est la necessite de detruire non seulement l'objet, mais aussi les 
allusions a l'objet qui reintroduisent, dans le tableau, le dynamisme propre 
a l'objet nature!' C'est dans la mesure Oll la peinture elaborera des structures 
qui ne reposent pas sur celles du monde exterieur qU'elle pourra devenir 
expressive de la realite emotionnelle du monde interieur.35 

In his paintings, Molinari emphasized the purity of the object, planes of 
colour in dynamic juxtapositions and freedom from subject-matter. From 
among the possibilities presented to Ewen, his only alternative to the historical 
determinism of the concept of style was skepticism. He found Molinari's planned 
perfection in painting extreme and he asserted his independence from it: 

Tousignant was doing targets and Molinari was doing vertical stripes and I 

was doing neither of those things. But sharing a studio with both of them 
and then sharing a studio with Molinari [in 1966-67J, I picked up tech
niques - both of how to lay on paint and how to get a perfect line. Molinari 
was fanatic about that. He confessed to me once: "Sometimes I go home and 
I can't sleep because I keep thinking this isn't perfect." If even one of those 
tiny little spots on the edges was noticeable, his work really wouldn't 
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work. ... My work wasn't ever that accurate or detailed in technique but 

then it wasn't really supposed to be.36 

While using hard-edge techniques, Ewen resisted their ideological implica
tions in his paintings through the use of layered colours and forms and gestural 
lines. In light of Molinari's attitudes, such lines which, in Ewen's thematically 
titled Diagram of the Multiple Personality (1966) paintings (which suggested 
trees through latticed windows to one critic), would have seemed regressiveP 
While the use of theme and gesture in The Diagram of the Multiple Personality 
(fig. 7) suggested subject-matter, the subject continued to play a secondary role. 
The work was titled after its completion when Ewen's son, Vincent, noticed the 
work's similarity to a diagram, "the general picture of man" (fig. 8), in Lecture 
One of P.D. Ouspensky's The Psychology of Man's Possible Evolution. Ous
pensky described his diagram: "there is no oneness in man and there is no 
controlling centre, no permanent 'I' or Ego .... When man says 'I' it sounds as if 
he meant the whole of himself, but really even when he himself thinks that he 
meant 'I', it is only a passing thought. In an hours time he may have completely 
forgotten it, and with the same conviction express an opposite opinion." 38 

Ewen's dislike of absolutes is reflected in his attraction to Ouspensky's view of 
human inconsistency. In fact, he felt that his paintings more clearly described 
human nature including, perhaps, his own: "I won't say it [the painting] was 
more accurate, but in a sense it was more real than his [Ouspensky's diagram] 
because he simply put the pronoun 'I' in each square. In the painting sometimes 
we're barely in the picture and sometimes we're stabilizing .... the middle one -
it's a stablizing factor." 39 

Critics found these paintings repetitious and the artist, once again, was 
seen to be lagging behind the avant-garde. Laurent Lamy reviewed Ewen's last 
show at the Galerie du Siecle (called Galerie Denyse Delrue until 1962) in June, 
1966: "Peinture pas tout a fait 'op', pas tout a fait geometriste, Pat Ewen reus sit 
a faire la jonction des deux tendances. Il a profite des experiences precedentes 
et prolonge un mouvement qui chez Barbeau, par exemple, n'etait reste 
qu'amorce. Ewen ne fait pas figure de novateur. Il est celui qui continue et qui 
porte plus loin une idee deja lancee." 40 

1965 and 1966 were years of personal strain for Ewen. Throughout his 
career as a painter he had held a full-time job but between April 1965 and 
September 1966 he experienced four changes of employment.41 In 1966 he 
separated from his family. These factors plus criticisms of his lack of innovation 
may have contributed to his decision not to exhibit in 1965 and only once in 
1966 at Galerie du Siecle. However, in the midst of misfortune, incentive to 
paint came in 1967 when Yael and Ben Dunkelman offered him a retrospective 
exhibition (March 12, 1968) at their Toronto gallery. Possibly this opportunity 
to review his entire painting career at a moment of personal strain brought 
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fig. 7 Paterson Ewen, Diagram of the Multiple 
Personnality No 1, 1966, Acrylic on 
canvas, 229.2 x 170.4 cm, Montreal, 
Musee d'art contemporain. 
(Photo: MAC) 

fig. 8 "The general picture of man." (Photo: 
from P.D. Ouspensky, The Psychology of 
Man's Possible Evolution 
[New York: Knopf, 1954], 14) 

fig. 9 Paterson Ewen, Lifestream With Time 
Intervals, 1968, Acrylic on canvas, 152.4 
x 127 cm, Toronto, Carmen Lamanna 
Gallery. (Photo: Hank Visser, c.L.G.) 
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about the revival in 1967 of his 1958 theme, The Stream of Life. In Lifestream 
With Time Intervals (fig. 9), Ewen's 1958 metaphor for human endurance 
became a symbol, perhaps of his persistent need for independence. Personal 
rhythms, represented by irregular distances between stripes of flat colour 
running from the top left to the bottom right of the canvas, were created 
through a highly physical process combining gesture with the dominant avant
garde style of the late 1960's: 

If you look closely, not a single one of those lines is equidistant from the 
other. What I was trying to do ... was to marry minimal art with gesture, this 
was the main point of these ... What I did - I would actually run up to the 
painting and zip tape along and then a certain length away from the tape I 
would zip another tape along ... and I would rip off a piece of tape and put 
it across. So I would end up with all these little elongated rectangles. But 

that was all done in a gesture.42 

After a series of bouts with ill health in 1968, during which time he moved 
from Montreal to his sister's home in Kitchener, Ontario, Ewen ended up in a 
London, Ontario, hospital. When he was discharged and had settled in London, 
Ewen continued with great energy to create his Lifestream paintings. With this 
same energy, he became involved in the London art community. In 1969, he took 
part in six shows, one of which, a three man exhibition with Royden and David 
Rabinowitch at the London Public Library and Art Museum (September 3 -
30, 1969), was reviewed by Lenore Crawford in the London Free Press. In this 
review, Ewen discussed the significance of the lifestream: "This whole concep
tion of the paintings is the idea of a lifestream that goes through everyone's life 
and universal life - and I've picked a little bit of it for each painting. I feel that 
there is a life force going on somewhere ... it relates to electronic waves." 43 

Ewen reduced his "electronic waves" to a single continuous stream dipping and 
running through a large field of colour in 1969. At his retrospective exhibition 
in London's artist-run space, the 20/20 Gallery in January 1970, he explained 
the process by which he arrived at the continuous stream, giving added 
significance to such works as Lifestream (fig. 10, 1970). He proclaimed that the 
stream had become his "freedom shape ... trying to break out of the square or 
rectangle" 44 and that anger had inspired these paintings: "One day I got angry 
- I usually chose the colour carefully but I just put this colour on and was crazy 
about it right away .... It sat around for a couple of days. I wasn't sure what I 
was going to do. Seized by an irrational anger about something one day, I 
decided to use it." 45 

Contributing to Ewen's anger and feelings of constraint were his lack of 
sales and his soured relationship with the Dunkelman Gallery. When Ewen 
accused Ben Dunkelman of hiding his work from the public and of inflating his 
prices and then threatened to sever their relationship, Dunkelman took legal 
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fig. 10 Paterson Ewen, Lifestream, 1969, Acrylic on canvas, 
241.3 x 304.8 cm, Toronto, Carmen Lamanna Gallery. (Photo; c.L.G.) 

action against the artist demanding the return of $1,313.63 in advances and the 
choice of Ewen's most recent work.46 For Ewen, this experience could only have 
recalled similar situations with the Parma Gallery in New York and Galerie 
Denyse Delrue/du Siecle where he exhibited from 1956 to 1958 and 1957 to 
1966 respectively. Both galleries went bankrupt and kept many of Ewen's 
paintings. 

Ewen's suspicions of galleries and the anger which he directed at the 
canvas, may have reflected the growing tensions within the art "system." 
Montreal painter Alfred Pellan made some astute observations on the art system 
in an article by Gilles Henault in 1960: 

Pellan attribue cette espece d'effervescence, cette pullulation d'ecoles et de 
genres au fait que la bourgeoisie a accepte soudainement la peinture 

moderne apres la guerre. "Cela a cree des debouches enormes, et chacun a 
tente de preparer son produit a sa propre sauce. Comme le public achetait 
de plus en plus, il fallait produire de plus en plus vite. Resultant trop de 
facilite ... Cela ne durera pas indefiniment. D'ici quelques annees, on 
arrivera au point de saturation". 47 
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The growing number of artists, galleries and concommittant increase in 
competition and appetite for novelty saw the avant-garde almost turn into 
tradition overnight. William Seitz, guest curator of the 1968 Seventh Biennial 
Exhibition at the National Gallery of Canada in which Ewen was chosen to take 
part, observed that due to the "multiform and copious nature of Canadian art" 
this exhibition may be "the last time that the major medium of painting can be 
comprehensively presented." 48 

The acceptance of a plurality of styles in Canadian painting was encour
aged by national self-awareness as the Canadian Centennial approached. By the 
late 1960's in London, regionalism had begun to replace original form in the 
concept of style as a definition of excellence and authenticity in painting. 
Competition between regions was stimulated by the Canada Council through 
its democratic distribution of funds to artists and by the Toronto-based periodi
cal, Artscanada.49 In the 1960's Artscanada began to reflect a bias for regionalist 
art. London Regionalism, coming to the forefront of the new authenticity in 
painting, was featured regularly in Artscanada when Anne Brodsky, former 
education officer at the London Art Museum was appointed editor of the 
periodical. Nancy Poole, in her book The Art of London, observed that: "This 
was a great boon for several London artists who were all well known to her. 
Now they received a great deal of attention nationally. Almost every edition had 
at least one article on either a London artist or what was going on in the area." 50 

The leader of London Regionalism, Greg Curnoe, was critical of the idea 
of original form and its paradoxical relationship to the predetermination of 
style. By associating original form in art with an artist's immediate environment 
or region, he redefined the meaning of originality and coined the term "oregion
alism." London writer, Chris Dewdney, explained this term in a 1984 article: 

The first reading was ironic, that originality represented an ideal state 

unobtainable in reality a sort of chimera, the commodification of "newness" 

presented as it were a quality (see The Demon of Progress in the Arts by 

Wyndham Lewis), which acknowledged its ironic essence as mythical; ie., 

that total originality was a naive concept. The second and contradictory 

meaning, and the one which proceeds the furthest towards what was or is 
oregionalism, was non-ironic. That originality was the measure of 

significant art and that originality proceeded naturally from region, itself 

posited as a kind of engine of differentiation which generated all native and 

truly original minds. Region was implicit in this meaning of original because 

it became the final arbiter of originality. To be true to one's region was of 

necessity to be intrinsically different from all other regions.51 

The same anti-style sentiment appeared in S/W 17, an exhibition of 17 
London artists in which Ewen took part. The exhibition's "editor," Nancy 
Poole, attempted to characterize London's art and artists in the catalogue essay: 
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(ig. Il P.1oltl"5On Ewtn, Landscapt, Nur Ospnnge, OnlariO (July 17, 1%9), 1969, Od on ~rd., 
20.3 )( 25.4 cm. Toronto. Annc: and D.1oYld Sktnt·Md~m . (Photo: Huthtr Fr.1oStr, H.1omlltonl 

"There is no 'London School' but there IS a London atmosphere - and right 
now the air of London IS electric with artistic expectation and excitement. No 
one can quite explain what has happened but none of us doubts that LONDON 

IS WHERE rrs HAPPENI~G- Jl Clearly, stylistic caregori.:s or schools of art created 
through the "discovery" of original form, had lost significance for many 
London artists. 

During the panel discussion for Ihe 1970 retrospective opening al the 
20/20 Gallery, Ewen focussed his critique of the art system on the concept of 
style and the avant-garde mentality: "As objects my paintings fit into a category 
which I reject .... no matter how hard you try to free yourself, you will become 
elirist anyway." He expounded further on his distrust of the sySlem in Lenore 
Crawford's review of the retrospective: "Because of the persons who bought my 
p:lIntings I have determined never to paint another canvas .... I don'l know what 
I'll do. But I'm determined it won't be this sort of thing." SJ In early 1969, Ewen 
had given a presentation to the STudents of London's Bcal Secondary School 
during which he was asked to describe the role of the arrist,H He replied that an 



artist must act as a model of freedom. Yet, how had E ..... en defined freedom? By 
maintaining gesture In his paintings of the late 1950's and 1960's, he had shown 
his skepticism of the goal of freedom through progressive abnraction and ever 
original form. Under the predetermination of me concept of style in Montreal, 
Ewen's attempt to gain freedom through independence had only resulted in his 
reputation for lagging behind the avant-garde. 

As If to demonstrate that he could paint whatever he wished, Ewen 
painred twO 5maU oil landscapes while on a camping trip In 1969.H On a second 
expedition that same summer to visit friends north of London, he painted at 
least one more landscape (fig. 11).56 However, these works were nOt realized 
outside of a belief In the domination of the object over subject-matter - an 
approach to art rooted in denial and exclusion that was fundamental to the 
concept of style in Montreal. Ewen was able to consider freedom as something 
other than the skepticism of progressive abstraction only when he acknowl
edged the value of his own limitations in this approach to painting: 

I really felt like JUst playing instead and I thought 1 was makmg an anti-3rt 

~sture m the form.ll] ~n~ with tho~ last paintings. Daubmg rows of dotS 
on pl;un canvas wnh felt. But then somehow thIS turned out f«hng mare 
like traces of thmgs movmg through space and this IS what firsl suggested 
Ihe Idea of phenomen;a .... I began reading.) gOt all kmdsof amaleur books 
and old textbooks about phenomena. How ram falls and how lighmmg 
works, clouds, eclipses and wavC'S. I began to get the f«llng as (read that 
what we usually call the more Simple thmgs are Immen~ly complicated so 
( lUSt accepted my limitations and put down the pan of these happemngs 
that were for me fun 10 do.57 

. ' ......... ' 

. . . 
fig. 12 PalelSOn Ewen, TNlce$ Through Space, 

1970, Acrylic on canvas, 144.8 x 213.4 cm, 
CoJl«rion of the anlst . 
(PhOIO : Slephen Perry, Hamilton) 
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fig.1J ·Dropofwa!ermahmfryingp~n.M (Phow:from 

Duncan C. Bl3nch:ud. From R<ltndrops to Vok<lnoe$ 
[New York, Doubleday Anchor. 1967), 142} 

fig. 14 Pa!er50n Ewen, Drop of Wa!er on a HOt Surfact, 1970, 
Acrylic on canvas, 304.8 )( 365.8 cm, d~lroyed. 
(Photo , Slephen Perry. Hamlhon) 

After painting one of his "daubed" painungs Traces Through Space, 
(fig. 12), Ewen began to explore a life-long mterest in science. He picked up 3 

95~ paperback book on popular science, Duncan C. Blanchard's From Ram
drops to Volcanoes (1967) and copied at least [Wo diagrams from it, "The 
thunderstorm is a generatOr" and "Drop of water in a hot frying pan." Both of 
these were executed in acrylics (compare figs. 13 and 14). The laner work which 
Ewen called Drop of Water On a Hot Surface, was the recreation of the third 
drop in Blanchard's diagram which sizzled and sped over a hot surface for 
minutes before evaporating. This Image which Ewen painted over one of his 
large L.festream paintings, reflects both the strength and ephemerality implicit 
in his theme of endurance in the "stream" painrings.58 Significantly, in Ewen's 
new approach to painting, the subject did not dominate the object. In other 
words, the quantifiabiliry and divisibiliry of the object and rhe sublect were 
irrelevant. In taking images from science books he chose those that were "not 
SO scientific that I couldn't understand them. So I went to early books about 
rain. Some of the ones about rain are nor rhat old. I think they are pretty sound 
scientifically. Not that I cared much. It was just like still-life as far as subject
matter went." H Ewen strung Drop of Water On a Hot Surface with grommets 
and ropes across a wall in his London studio where it remained for several years 
as perhaps it served as a reminder of his fUrning point.60 
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Philip Monk, in his Paterson Ewen, Phenomena Paintings, 1971-1987 
(Toronto: Art Gallery of Ontario, 1987), presents a satisfying approach to 
Ewen's break. In developing his thesis on Ewen's turn as one from mimesis to 
semiosis, Monk's discussion of the work is appropriate to what he has identified 
as significant. Limiting his study to the material practices within a single 
"structure," the "phenomascapes," and forgoing the idea of the artist as a 
creative "demiurge," he focusses on "something else of significance" which 
"rests within the direct act of making and the decisions of that process." A 
problem arises, however, when Monk must go beyond the "great series from 
1973 to 1974." Ewen's self-portraits, his appropriations of imagery by other 
artists (Hokusai and Pinkham-Ryder) and in general, the paintings of the 1980's 
cannot be fully discussed through a semiological approach. They require the 
identification of another structure or code. Such works move out of the single 
structure of the phenomascapes.61 

However, Matthew Teitelbaum, in his catalogue, Paterson Ewen: The 
Montreal Years (Saskatoon, The Mendel Art Gallery, 1987), suggests that 
Ewen's evolution into the hard-edge style was full of "stops and starts." As well, 
Teitelbaum claims that the artist was unable to eliminate landscape elements 
from his work. For Teitelbaum, these two characteristics which focus primarily 
on Ewen's lack of formal innovation explain the artist's "return" to figurative 
painting in 1970. In fact, Ewen had never truly given up the landscape. This 
assessment is not unreasonable, given the long held reliance on the evolutionary 
concept of style in Montreal painting and the domination of the object over the 
subject. However, Teitelbaum's concept poses difficulties considering the 
complexity of Ewen's attitude towards predetermined style and his desire to 
escape classifications in which he was always found to be weak. 

Either much of recent art is not art at all or the standards we have inherited 

are no longer valid. To reject the message of contemporary art is to state that 

what is art is determined by historians and critics rather than by artists 
which has always been a ridiculous proposition. 62 

Throughout the 1950's and 1960's, Ewen believed that the painted object 
should dominate the subject-matter. Thus, suggestions of subject-matter, 
primarily through his use of gesture, may be seen as the skepticism of the 
absolutes of a paradoxical demand - freedom of form through predetermined 
order - and a desire for independence. When Ewen allowed the subject to 
emerge from the object as not only undeniable but also valuable, he rendered 
obsolete the concept of style which had trapped his thoughts and paintings 
between stylistic poles of good and bad formal innovation, avant-garde freedom 
and traditional stasis. Ewen's figurative paintings after 1970 do not signify a 
"return" to his early figurative work of 1969 to 1954; there was a change in his 
attitude towards painting from one of exclusion and denial to one of tolerance 
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and acceptance. His acceptance of the value of human limitations led to the 
perception that abstraction was a matter of kind where questions of the 
divisibility and quantifiability of the object and subject, so vital to the idealist 
pursuit of absolute freedom ,in the concept of style, were irrelevant. Indeed, 
there is irony in the fact that Ewen's implicit criticism of the concept of style 
has gone unnoticed and, seventeen years after his "turn," it has come back to 

haunt his non-figurative paintings of the 1950's and 1960's. 

HEATHER A. FRASER 
Curatorial Assistant 

Art Gallery of Hamilton 
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Resume 

UN TOVRNANT DANS L'ART DE PATERSON EWEN: 
DV NON-FIGVRATIF AV FIGURATIF 

En 1970, Paters on Ewen delaisse l'art abstrait, ou non-figuratif, pour se tourner vers 
le figuratif. Apres avoir utilise pendant plus de vingt ans le vocabulaire pictural du 
modernisme non-figuratif, il reconnait la presence du sujet et en apprecie la valeur. 
A Montreal, au cours des annees 50 et 60, l'art figuratif avait ete decrie comme 
traditionnel, illusoire, sentimental et regressif. Toutefois, insister sur l'element 
dramatique de ce tournant dans la carriere d'Ewen serait oublier l'aspect le plus 
important de ses nouvelles ceuvres figuratives: le passage d'une attitude de refus et 
d'exclusion a une attitude d'ouverture et d'acceptation. Durant la plus grande partie 
de sa carriere comme peintre non-figuratif, il avait resiste a l'idee de l'abstraction, 
la disparition graduelle de tout sujet au profit de l'absolue liberte de forme, comme 
terme de reference. Apres son changement de direction, il accepte pleinement 
l'abstraction en tant que genre - une approche de la peinture Oll le sujet du tableau 
et l'objet represente sont per~us comme etant non seulement indissociables mais 
aussi non quantifiables. 

A compter du milieu des annees 50 et jusque dans les annees 60, les critiques 
d'art et les artistes montrealais se fondent sur une histoire de l'art qui reunit les 
concepts de style et d'avant-garde pour etablir la credibilite des artistes quebecois. 
Le concept de style selon lequel, ainsi que Svetlana Alpers l'a fait remarquer en 1977, 
les caracteristiques prop res a de gran des divisions historiques etaient considerees 
comme elements esthetiques des ceuvres d'art avait ete pousse a l'extreme dans la 
critique aussi bieri que dans la pratique de l'art a Montreal. La liberte, valeur 
humaniste a la base de ce concept, se manifestait dans les arts visuels par la 
"decouverte" de la forme originelle. Curieusement, ces decouvertes se conformaient 
a une idee predeterminee de l'histoire - une histoire de l'art occidental a partir 
d'ceuvres qui representaient la capacite de l'homme a aller au-dela de ses limites et 
a progresser. Dans le contexte d'une communaute artistique qui privilegiait cette 
approche de la critique et de la creation, les limites d'Ewen etaient evidentes. Ses 
pairs y voyaient l'incapacite d'eliminer le sujet de ses tableaux et d'evoluer avec les 
peintres d'avant-garde vers ce que le peintre et activiste montrealais Fernand Leduc 
appelait, en 1954, <<la plus haute presence formelle». La reputation qu'on lui fit 
d'etre dephase par rapport a l'avant-garde de Montreal et de manquer de coherence 
fut creee et maintenue par les critiques, les historiens de l'art et les artistes qui 
s'appuyaient fortement sur le concept du style. Ewen lui-meme n'offrait aucun 
dementi a cette position. 

Nous retra<;:ons, dans cet article, les etapes du changement d'attitude d'Ewen 
a l'egard du concept de style qui est a la base de la production et de la perception 
de l'art a Montreal dans les annees 1950 et 1960, depuis l'enthousiasme initial 
jusqu'a la colere et l'ultime rejet. Ce changement d'attitude ne peut etre vu comme 
une audacieuse revolution dans la forme ni comme un retour a ses tableaux figuratifs 
des annees 1949-54. Dans son ceuvre, aussi bien figurative que non-figurative, 
d'avant 1970, Ewen croyait que la liberte en peinture s'obtenait par la domination 
de l'objet sur le sujet. En 1970, il critique implicitement ce dogme inherent au 
concept de style et a la mentalite d'avant-garde. 
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Bien qu'il croie a la liberte par la forme et qu'illa recherche en supprimant les 
sujets «sentimentaux» et factices, il devient sceptique quant au but de la liberte 
absolue par le moyen de l'originalite de la forme; il fait sienne la maxime de Matisse 
que l'originalite est un monstre. Il etablit une nette distinction entre originalite et 
independance. Pour lui, l'independance c'est eviter les extremes dans le style et 
l'ideologie par l'equilibre, dans son art, du geste et de la structure formelle. Et 
pourtant, les artistes et les critiques conscients de la realite historique, tels Fernand 
Leduc et les Plasticiens, soutiennent que c'est par une progression logique de la 
forme, dans laquelle l'objet en vient a dominer de plus en plus le sujet, que le Canada 
peut asseoir solidement sa reputation en art. 

Ewen trouve «difficile a accepter» le style de la nouvelle avant-garde montrea
laise avec ses formes aux lignes dures; il resiste en conservant le geste dans sa 
peinture. Lorsqu'il expose ses premiers tableaux non-figuratifs a Espace '55, son 
utilisation du geste fait probleme. Le catalogue de l'exposition le decrit comme etant 
moins avance que Leduc, Jean-Paul Mousseau et Pierre Gauvreau, parce que son 
ceuvre a conserve des qualites «surrealistes». Dans un article de 1954, Leduc, chef 
de file reconnu du nouveau style, avait deja ecrit que la «demarche cosmique» avait 
surpasse la «demarche surrationnelle» de Borduas. En 1958, Rodolphe de Repenti
gny, eminent critique d'art et membre du groupe des Plasticiens, sous le pseudonyme 
de Jauran, ecrit dans Vie des Arts que, bien que les tableaux de Ewen lui plaisent, 
son ceuvre dans son ensemble le laisse «perplexe». Lorsque Ewen est invite a 
participer a la premiere exposition collective d'artistes quebecois a l'exterieur du 
Canada, au Festival des Deux Mondes a Spoleto, Italie, en 1962, il est classe, dans 
le catalogue de l'exposition, comme post-automatiste et, la encore, en dehors du 
mouvement de l'avant-garde ou du style plasticien de deuxieme generation. 

Dans sa serie de tableaux Stream of Life (1958-59), Ewen atteint l'etape de la 
direction esthetique consciente. Il organise ses tableaux en utilisant des themes, 
piu tot que des formes de plus en plus epurees. Stream of Life est une metaphore de 
caractere universel, OU l'endurance de l'homme se mesure a la force de la nature. Bien 
que l'inclusion d'un element figuratif, un ruisseau, presente sous un jour equivoque 
son attitude a l'egard de la peinture moderne non-figurative, a Montreal, il est 
evident que Ewen continue a considerer le sujet comme un element regressif. Dans 
un article sur son exposition de 1961 a la galerie Denise Delrue, il dit: «Je veux 
continuer de m'engager resolument dans ma direction actuelle afin d'etre de plus en 
plus abstrait meme contre la Nature visuelle pour tenter de toucher les profonds 
sentiments humains de l'homme ... » (La Patrie, 1961). Ce besoin de supprimer le 
sujet entrait constamment en conflit avec le ciesir, exprime par l'emploi du geste, 
d'eviter les extremes. Meme quand il adopte les techniques des contours aux lignes 
dures, l'emploi de rub an et les formes geometriques plates en acrylique, on critique 
son manque d'originalite. Lorsqu'il expose ses groupes de tableaux a themes, 
Diagram of the Multiple Personality, a la galerie du Siecle, en juin 1966, Laurent 
Lamy ecrit dans Le Devoir: «Il est celui qui continue et qui porte plus loin une idee 
deja lancee.» 

Le theme de Stream of Life, qu'il reprend en 1967 dans Lifestream et qu'il 
conservera apres son depart pour London, Ontario, en 1968 et jusqu'en 1970, a 
pour Ewen une signification particuliere. Par ce groupe de tableaux, OU se developpe 
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une serie de rectangles allonges sur fond monochrome jusqu'a l'effet dramatique 
d'un mince ruisseau qui court a travers les toiles de 10' x 12', Ewen exprime sa 
colere pour la fa\=on dont il est traite a l'interieur du systeme artistique. Nous devons 
a William Seitz, conservateur invite de la septieme exposition biennale de la Galerie 
Nationale, en 1968, qui avait choisi Ewen pour en faire partie, quelques remarques 
penetrantes sur le systeme artistique au Canada. Dans le catalogue de l'exposition, 
il fait remarquer que, a cause de la «nature multiforme et abondante de l'art 
canadien», cette exposition pourrait bien etre <<la derniere Oll le mode d'expression 
de premier plan qu'est la peinture puisse etre presente de fa\=on globale». Le concept 
du style, comme mecanisme du changement et de la comprehension du changement 
dans l'art pour les historiens, les critiques et les artistes, avait perdu de son importance. 

Le rejet graduel de la notion d'originalite en tant que «decouverte» de 
l'innovation formelle se produisit avec la naissance d'une nouvelle vision de 
l'authenticite en art - le regionalisme. Le regionaliste Greg Curnoe, de London, 
inventa le terme «oregionalisme» pour indiquer que l'originalite, ce qui differencie 
une chose d'une autre, est solidement enracinee dans l'environnement immediat de 
l'artiste. Au cours de la retrospective de ses reuvres, a la galerie 20120 de London, 
en janvier 1970, Ewen exprime, lui aussi, son scepticisme a l'egard du concept de 
style: «En tant qu'objets, mes tableaux entrent dans une categorie que je rejette ... 
peu importent les efforts que vous mettrez a vous liberer, vous deviendrez elitiste de 
toute maniere». Dans le London Free Press de janvier 1970, il precise: « ... j'ai decide 
de ne plus peindre une seule autre toile ... » 

Durant ses annees a Montreal, sa recherche de la liberte par l'independance 
lui avait valu la reputation de trainer derriere l'avant-garde. Il n'a pu considerer la 
liberte autrement que comme une forme de scepticisme a l'endroit de I'abstraction 
progressive qu'a partir du moment Oll il a reconnu la valeur de ses propres limites 
vis-a-vis une approche de la peinture fondee sur l'absolue originalite de la forme. Il 
a vu dans son tableau de 1970, Traces through Space, un geste «anti-art» qui lui a 
fait comprendre qu'il ne creait plus d'reuvres abstraites, mais plutot une sorte de 
phenomene. Drop of Water on a Hot Surface, image prise dans un populaire ouvrage 
de vulgarisation scientifique, marque une nouvelle definition de la liberte dans 
laquelle la possibilite de quantifier ou de diviser l'objet et le sujet n'a plus de raison 
d'etre. Alors que, dans ses reuvres des annees 1950 et 1960, l'objet etait per\=u comme 
dominant le sujet, dans les decennies qui suivent le sujet ne l'emporte pas sur l'objet. 
Ewen nous rappelle, en 1986, que sa nouvelle imagerie «est tout comme une nature 
morte pour ce qui est du sujet». Pendant plusieurs annees, Drop of Water on a Hot 
Surface est reste accroche au mur de son atelier de London, au moyen d'anneaux et 
de cordes, comme un rappel de ce point tournant. 

Traduction: iElise Bonnette 
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Nole el Commelllaire / Short Note 

j.W. BEATfY AT ROSEDALE PUBLIC SCHOOL 

In 1908 the Canadian painter j.W. Bearry (1869- 1941 ) was commissioned by 
the Rosedale League for School Art [Q produce a mural for the kindergarten I 
assembly room of Rosedale Public School in Toromo (fig.I),1 Completed in 
1910, the room was described a few years later by the Toromo Star as "the most 
beautiful schoolroom in Canada."! The mural is composed of three panels 
presenting school children in a number of dearly pleasam seasonal activities 
withm landscape settings. In Sprmg (fig. 2) children and a teacher attend the 
annual picnic in the nearby Don Valley; in Summer (fig. 3) children and adults 
take a rest during the harvesting of the grain. Alltllmn shows a young girl 
walking with an older woman berween pumpkins and sheaves of corn (fig. 4), 
while to the right a boy of the same age offers a bouquet of fall flowers to rwo 
senior members of his community (fig. 5 ). 

The production of such a mural in Toronto in 1908 is not remarkable in 
Itself, given the strong interest in such decoration there at this rime.3 However, 
the patronage and subiect maner of this particular mural merit further discus· 
sion, since they dearly exhibit the influence of an idealistic social development, 

fig. I J.w. ~~lty. R.e.A .. Mural Decorations in R~dak Public School. 
Lut of R.tp,odWCtI01l$ ofWbr,h of An (Dep.anrnen{ of Educanon, Om.anol. 
Edu.cauon~1 Pamphlets, No. 5, Toronto, 1914. p.8. PhOto: ,\iarylln McK.ay) 



fig. 2 J. W. Ikaft)', Ortail of Spriq. 1908·1910, Od on panel, 
226 x 360 cm, Toron!o, Rcrords., ArchIves and 
Musautu. Toron!O Board of Education_ Photo ; Tom HiU : 

fig. J J. w. fkatty,lkt.ail of Summa-, 1908·1910, Oil on panel, 
226 )( 360 cm, Toromo, Rcrords, Archlvn and 
Museums Toronlo 8o",rd of EdUCllUon. Photo: Tom Hill, 

commonly rderred [Q as "me school beautiful mo,'emem." This mo/"'~mf!nt 
arose In Great Britain under the leadership of John Ruskin (1819·1900) In the 
second half of the nmeteenth cenrury. Ruskin maintained that the physical 
surroundings of the classroom had a strong unconscious effect on the srudent.· 
At the same time, he bdieved mat artists should act as God's spokesmen or 
prophets, directing Ihe viewer toward the ddight and wonder of God's crea· 
tions. t Thus a closer relationship would be established berween God and man, 
and concomitantly, a closer understanding of the Christian morality that God 
would have man uphold. Consequenrly. if images of nature were placed in 
schools anended by children from all soda-economic classes, the moral 
standards of the nation could be raised. For Ruskin, "Education does not mean 
teaching people to know what they do not know," but rather, "[it] means 
teachmg them to behave as they do not behave. "'To this end, educators should 
avoid representations of both the machinery and commercial enterprises 
associated with Britain's recemly arrived industrial age (which Ruskin saw as 
destructive to nature) as well as scenes which expre:ssed "coarse delight in mere: 
pam and crisis of danger."~ In Ruskin's scheme, children would look at Images 
ofGod'screarions "depicted m a realistic style without unnecessaryornament."· 

Ruskin's ideas quickly led to the formatIon of societies in England whose 
purpose was to inrroduce art and nature into the classroom. Octavia Hill, a 



(is." J.\l~ Beatty. Iktail of Autumn, 1908·1910.011 on panel, 
226 )( 360 cm. Toronto. Records. ArchwtS and 
MU$oeum~ Toronto Bond of EduGlIon. Pbom, Tom HIli 

fig- 5 J. w. Be;.any.lktail of AUlUmn. 1908-1910. Olt on pan~l. 
226 x 360 cm. Toronto. R«ords, Arlh,,'tS and 
MU-IoC'ums Toronto BooIrd of Eduation. IPhoto Tom HIli , 

pupil and friend of Ruskin, formed the Kyrle 50ciery in t8n, while Mary 
Christie founded the Art for Schools Association III 1883 with Ruskin as 
President.' Almost slnlUltaneously Ruskin's theories were taken up by American 
educators. By 1892 the Boston Public School Art League was founded to assist 
in the installation of art in schoolrooms; by 1914 there were at least forty such 
organizations throughout the United States. lo Many books on the subject soon 
appeared, Including Waiter Gilman Page 's if1ferior Decoration of School
hOllses,lI and journals such as The School ReVIew which frequently published 
articles on the educational function of nature images in the classroom. In 1899 
the American educators, S. Burrage and H.T. Bailey, wrote that "Life is painful 
enough at first h.lnd without reflecting its sorrows and sufferings from school· 
room walls. We want our children ... to live just as long as possible with the 
sunshme and the flowers, with the birds and the cherubs." Il EB. Dressier, in the 
United States Bureau of Education's Bulletin of 1910, messed that "the assem
bly room is the place in {he school where artistic and e\·en lavish decoration 
(should be] the rule, for the assembly room has retallled some of the religious 
atmosphere of those [churches of] bygone days." Lt 

In Canada, Ruskin's reputation was well established by 1880. Excerpts 
from Mode", Pamters, a text in which Ruskin clearly setS out the relationship 
between artistic representations of nature, Christian moraliry, and the viewer, 
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had been published in Toronto in 1879. It prompted a local reviewer to describe 
its author as "the most captivating of modern writers" who has taken "the 
artistic and critical world by storm." 14 In the late nineteenth and early twentieth 
centuries, Canadians in a variety of fields promoted Ruskin's philosophy. For 
example, in The Methodist Magazine and Review of September 1899 the 
Reverend Hillis expounded on Ruskin's belief "that there is some power in 
nature that will transform a seed into a golden sheaf and a babe into a sage or 
seer." 15 

Ruskin's more specific views on the role of nature in education may have 
influenced Canadian educators as early as 1867. In that year a Halifax teaching 
guide echoed Ruskin's thought when it stated: "What constitutes the beautiful 
in any object is the evidence it furnishes of the perfection and excellence of the 
Great Creator .... The [pupil's] mind ... must be taught to observe and study the 
beautiful in nature and in art." 16 In an article entitled "Pretty Schoolrooms" in 
The Canada School Journal of December 1878, readers were told that: "little 
ones ... speak out the longing for the beautiful when they gather from their 
gardens the morning bouquet for teacher's desk." 17 

Canadian educators soon openly adopted Ruskin's views. In 1891 A.H. 
Morrison outlined the relationship between morals and Ruskin's art in The 
Canada Educational Monthly and School Magazine.1S At the Dominion Educa
tional Association Convention of 1904, held in Winnipeg, Miss E.E. Rankin of 
Regina stated that: "Our first and chief aim [as teachers] is to lead to an 
appreciation of Beauty in observing order and harmony in the material world. 
From nature and art [the pupil] receives new inspiration and has a deeper 
reverence for the God of nature. Vice becomes more and more repellant because 
of its ugliness. 'In true art,' Ruskin says, 'the hand, the head and the heart of 
man go together.'" 19 Eight years later Ida Hillman wrote in The School, a 
Toronto educational journal: "a child's mental health and spiritual happiness 
[are] more dependent on the atmosphere in which he lives than on the material 
digested from books. The primary object of school decoration is the creation of 
a congenial atmosphere for the unfolding of every faculty - and especially for 
the development of taste - which Ruskin takes as the measure of the status of 
man."20 In the same journal Philip Ortiz mirrored Ruskin's thoughts when he 
wrote: "It is an undeniable fact that the classroom itself has a considerable part 
in [the pupil's] education; it affects his conduct; it gives him a standard by which 
he continues to be influenced long after he has left school; for culture is often 
due more to surroundings than to books. Art should supply the student with an 
antidote, as it were, against the poisonous influences of the materialistic 
tendencies of the present day." 21 

Texts published for newly formed nature study courses quoted Ruskin 
when they pointed out that the study of nature should be as concerned with 
morality as it was with science. "The Moral aspects of Science Teaching," 
published in 1889 in Toronto's The Educational Journal, stated that: "Ruskin 
is nothing if not emphatic. Rightly pursued, the study of Natural History, as it 
is found in field and wood, in plant and flower, in insect and animal life ... 
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points directly to Nature's God."22 In The Nature Study Course published in 
Toronto in 1905 for use in Toronto schools, John Dearness wrote, "According 
to Ruskin all other efforts in education are futile till you have taught your people 
to love fields, birds, and flowers.23 The Ontario Teacher's Nature Study Manual, 
published by the Ministry of Education for Ontario in 1915, declared: "Nor is 
it a mistake to cultivate the more sentimental love of nature [over the scientific 
one] which belongs to the artist and the poet. John Ruskin emphasizes this 
value." 24 

By 1896 the Ontario Department of Education had become officially 
involved in the installation of nature images in classrooms. That year James L. 
Hughes (1846-1935), Inspector of Toronto Schools, encouraged the teachers 
and the mothers of students at Rosedale Public School to form a League for 
School Art.25 By 1916 there were nine such "clubs" in Toronto schools. 26 Their 
position had been given official sanction within the provincial government's 
educational system in 1898 when Hughes formed the Central School Art 
League. As well, the Ontario Department of Education established an advisory 
board, composed of members of the Ontario Society of Artists, which school art 
leagues could approach for advice on art purchases for the classroom. The 
following year the board published School Art Leagues. Using Ruskin's lan
guage it clearly stated that art in the classroom, and in particular mural 
decoration, would cultivate not only the powers of observation of the eye, but 
also of the mind.27 

Writing in Schoolroom Decoration of 1900, published by the Ontario 
Department of Education, J.G. Hodgins stated: "Only the best pictures - as 
Ruskin says - should be given a place." The publication seriously suggested that 
the monotony of undecorated classrooms was an important factor in the school 
drop-out rate. Students might have completed their education, it was proposed, 
if the school room walls had not been "bare of anything that would create an 
active desire for the beautiful, or artistic, or which would produce a refining and 
elevating influence upon the minds of the young." 28 By 1914 the Department of 
Education in Ontario had produced a pamphlet for use in its schools in which 
reproductions of well-known works of art were suggested as appropriate 
viewing material for schoolchildren. Those considered particularly suitable for 
kindergarten rooms were sunny landscapes in which children and/ or animals 
took part in familiar, pastoral or rural activities.29 

In 1908 the Ontario Department of Education's advisory board was 
approached by the Rosedale League for School Art for assistance in the 
furnishing of its kindergarten room with a mural. The League's decision to 
award the commission to Beatty could be accounted for quite simply: Beatty 
was a well-known Toronto painter with a declared interest in mural decoration; 
he had been a member of the Ontario Society of Artists since 1901; and he was 
also a close friend and former pupil of George Agnew Reid, who, in 1908, was 
chairman of the advisory board.3D However, another factor should be consid
ered which may account more specifically for Beatty's presence at Rosedale. 
Toronto muralists, including Beatty, aspired to the production of historical 
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murals. While most of the artists worked in figural representation, Beatty did 
not. His work before 1908 was involved with the landscape; moreover, he 
adopted the bright colours of an impressionist's palette and the decorative 
linearity of art nouveau.31 Thus both Beatty's style and subject matter would 
have strongly appealed to a patron steeped in Ruskin. 

There is little doubt that the Rosedale League was just such a patron. By 
this time its teacher members probably had had wide exposure to Ruskin's 
views through educational journals and conference lectures, as outlined above. 
In addition, by 1908 the Rosedale kindergarten teacher would have been trained 
specifically in the philosophy of another educator, Friedrich Froebel (1782-
1810), who, although he made no comments on school decoration, formulated 
theories on the uplifting function of nature which were identical to those of 
Ruskin. Froebel revolutionized educational thinking in his development of the 
kindergarten in early nineteenth-century Germany.32 

In 1882 James L. Hughes, Inspector of Toronto Schools and organizer of 
the Toronto School Art Leagues, having observed the Froebel system at work in 
Boston and in St. Louis, became Canada's leading exponent of Froebelism. 33 In 
his published text on the Froebel method he wrote: "The business of the school 
is to reveal to the child the harmony in all of life, and to bring the child to 
God."34 By 1888 the Froebel kindergarten had become a regular part of the 
Toronto educational system, and by 1908 all teacher training schools in Ontario 
required kindergarten teachers to be trained and examined in the Froebel 
method.35 Throughout this period Canadian educational journals published 
many articles on the benefits of the Froebel methods, often stressing the 
importance of nature study to the moral development of the child. 

Froebel regarded the school as "a garden of children," each pupil as a 
plant, the teacher as the gardener, and the aim of the educational process as the 
demonstration to the pupil of the harmonious relationship that existed between 
God and the natural world. Thus Froebel boldly supplanted the classical and 
time-honored educational system of his own culture, which previously placed 
the highest value on the absorption of quantities of knowledge. His method 
gave greater regard to the moral development of the individual pupil, a 
philosophy of education which clearly parallels Ruskin's. Moral development 
could be achieved in Froebel's system by a variety of "gardening methods," but 
one of the most important was the observation of beauty in nature. It was the 
duty of the gardener !teacher to steer the children away from "grotesque or 
horrible" images. Again, the parallel with Ruskinian thought is clear. 

In their employment of the Froebel method, educators in both England 
and Canada openly acknowledged the relationship between its philosophy and 
Ruskin's "school beautiful movement." For example, J.A. Hobson, in an 1899 
discussion of Ruskin's social reforms, favourably compared Ruskin's emphasis 
on an education which stresses "the union of head and hand" with Froebel's 
views.36 In 1882, a Miss Hart, Inspector of Toronto kindergarten, speaking at 
the Dominion Educational Association's conference in Montreal, explained 
that as Froebel recognized the primary importance of developing "the divine 
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spirit" in the kindergarten child through observation of beauty, so did Ruskin 
understand the necessity of taking measures to preserve "Art intellect" for the 
nation. 37 

One can now return to l.W. Beatty's Rosedale mural with the awareness 
of the high regard in which contemporary Toronto educators held Ruskin's 
"school beautiful" movement. As well and because of the support lent to that 
movement by the government-sanctioned Froebel method of education, it is no 
longer possible to read Beatty's three landscapes as neutral images of school 
children participating in pleasant seasonal activities. Rather, the viewer should 
consider that landscape art, like any art, is an ideological practice, maintained 
by power structures and institutions which support artists and art forms that 
favour a desired social system. Thus, Beatty's mural has to be seen as an effort 
on the part of the Ontario Department of Education to instill in the pupils of 
Rosedale Public School a Christian morality by means of exposure to what the 
Department believed to be images of God's creations. 

MARYLIN McKAY 
Nova Scotia College of Art and Design 
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Sources et / and Documents 

THE MONTREAL SOCIETY OF ARTISTS 
Une galerie d'art contemporain a Montreal en 1847 

En 1960, Evan H. Turner, alors directeur du Musee des beaux-arts de Montreal, 
ecrivait, dans l'avant-propos du catalogue de deux cents reuvres choisies de la 
collection du musee, que l~rt Association of Montreal avait ete fondee en 1860 
«succedant a un organisme encore plus ancien appele The Montreal Society of 
Artists qui remontait, lui, a 18471». En 1977, David G. Carter, alors directeur 
du musee, ecrivait a son tour dans la preface du guide du musee que «l'histoire 
du musee remonte a l'annee 1847 qui vit la naissance de la Montreal Society of 
Artists, precurseur de l'Art Association of Montreal formee en 18602 ». 

Lors de l'inauguration d'une nouvelle aile du musee, en 1976, les commu
niques de presse sur l'histoire du musee3 - largement diffuses - avaient etabli 
cette histoire «officielle» du musee a une echelle internationale 4• Cette interpre
tation des origines du Musee des beaux-arts, qui permet d'ajouter treize ans a 
son histoire et de la raccrocher a un groupe d'artistes qui lui donnent ses lettres 
de noblesse, persiste encore jusqu'a nos jours 5. 

Les origines de cette interpretation remontent probablement a l'utilisa
tion, comme source premiere, cl'un article pub lie le 15 fevrier 1908 dans The 
Montreal Daily Star et intitule «The Montreal Art Gallery». Cet article est 
conserve dans les cahiers de coupures de presse des Archives du Musee des 
beaux-arts cle Montreal et il a souvent servi a ceux qui ont tente jusqu'ici 
d'etablir l'histoire du musee 6• La confusion vient du paragraphe suivant: 

The Montreal Art Association is now a power that makes itself widely felt, 
but its beginnings were small, another verification of the proverb that «great 
oaks from little acorns grow.». In 1847 the first exhibition of pictures was 
held by the Montreal Society of Artists, and it was from this society that in 
course of time the Art Association of to-day evolved 7. 

Le lien tres etroit etabli ici entre la Montreal Society of Artists et l~rt 
Association of Montreal ne resiste pas a un examen attentif des sources. D'une 
part, un recit manuscrit des origines de l'Art Association of Montreal datant de 
1865 retrace les origines de cette association en ne faisant aucune mention de 
la Montreal Society of Artists: 

In the beginning of the year 1860 a number of the lovers of the fine arts in 
Montreal, believing that the time had arrived when much good might be 
done by a combined effort to promote a taste for those arts among the 
people of Montreal, called a public meeting at which the subject was 
discussed and a Committee appointed to draft a Constitution and regula
tions for a Society having that object in view 8, 

D'autre part, aucun des sept artistes faisant partie de la Montreal Society 
of Artists, en 1847, n'etait present lors de la reunion clu 11 janvier 1860 qui eut 
lieu chez le photographe William Notman et qui donna lieu a la fondation de 
l'Art Association of Montreal. Seulle nom de James Duncan se retrouve sur la 
liste des premiers membres en regIe de l'Art Association 9. 

Jusqu'a ce jour peu de choses etaient connues de la Montreal Society of 
Artists10• Si aucune source manuscrite ne no us est encore connue, un depouille-
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ment systematique des journaux de Montreal pour les annees 1846 et 1847 et le 
reperage du catalogue de l'exposition de 1847 11, reproduit in extenso en annexe, 
no us permettent maintenant d'en savoir un peu plus long et d'emettre quelques 
hypotheses. 

Grace aux recherches de Carol D. Lowrey, on sait maintenant que le 
premier regroupement d'artistes au Canada, The Society of Artists and Ama
teurs, ent lieu a Toronto en 183412• Presidee par un capitaine des Royal Engi
neers, Richard Bonnycastle (1791-1847), peintre amateur, elle comprenait dix
sept membres et presenta une exposition de 196 ceuvres (accompagnee d'un 
catalogue) en juillet 1834, dans l'aile est du Parlement. Cette association avait 
pour modele des associations locales d'Angleterre qui avaient pour but d'organi
ser des expositions annuelles et de distribuer des prix et recompenses sur une 
base permanente 13. Des difficultes financieres ne permirent pas a cette associa
tion de survivre a sa premiere exposition. 11 fallut attendre en avril 1847 pour 
qu'une nouvelle exposition (386 ceuvres) soit organisee a Toronto, du 12 avril 
au 1 er mai, par une nouvelle association, The Toronto Society of Arts, qui 
poursuivait des buts similaires et qui ne survecut pas a sa deuxieme exposition 
(383 ceuvres) en 1848 14• 

D'autre part, a Quebec, en novembre 1833, le peintre Joseph Legare 
(1795-1855) avait invite le public a visiter sa collection de tableaux et de 
gravures instalIee dans sa maison nouvellement construite, rue Sainte-Angele15, 

et avait ouvert, en 1838, La Galerie de Peinture de Quebec qui fut accueillie dans 
le public comme un «temple des beaux-arts» Oll se donnaient des cours de des sin 
et de peinture et des concerts16• Mais il s'agissait la d'une initiative individuelle 
du peintre et collectionneur plutot que de celle d'un regroupement d'artistes. 

La Montreal Society of Artists fut fonclee a la fin de 1846, puisque 
l'annonce de sa premiere exposition fut publiee dans la Montreal Gazette a 
partir du 24 decembre de cette annee-Ia. Le seul document qui nous permet de 
savoir qui en faisait partie est le catalogue de l'exposition publie en 184717• Le 
president de l'association eta it le peintre d'origine ecossaise Andrew Morris, 
dont on sait qu'il etait a Montreal en 1844 et qu'on retrouve a New York en 
1848 18• Son tresorier etait le peintre d'origine irlandaise James Duncan (1805-
1881) etabli a Montreal en 183019• Son secretaire etait le peintre Robert T. 
Howden, dont on sait tres peu de choses sin on qu'il fut actif a Montreal de 1839 
a 18472°. En plus de ces trois officiers, l'association comprenait quatre mem
bres: le peintre Cornelius Krieghoff (1815-1872), ne a Amsterdam21, le peintre 
d'origine anglaise William F. Wilson, etabli a Montreal en 1842 et qu'on 
retrouve a Quebec en 184722, le peintre d'origine anglaise Martin Somerville 
(1796 ou 1797-1856) etabli a Montreal depuis 183923 et, finalement, le peintre 
William Sawyer (Montreal, 1820 - Kingston, 1889), seul artiste du groupe a 
etre ne au Canada24• 

Le catalogue de l'exposition mentionne de plus deux membres honoraires 
de la Montreal Society of Artists. L'un est le chirurgien de l'armee britannique, 
A. A. Staunton, en garnison a Montreal depuis 1845, qui apparalt dans le 
tableau de Krieghoff nO 103 au catalogue de l'exposition (An Officer's Room in 
Montreal, maintenant au Royal Ontario Museum de Toronto sous le titre 
Officer's Trophy Room)25 (fig. 1). Il n'est pas impossible que Staunton ait ete 
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fig. 1 C. Kntghoff, Tnt OffiCft"5 Trophy Room, 1843. 
Huilt sur milt, 44.S x 63.S cm, Toronto, C~nadlan 
lkcorativt Am ColltClion, Royal OntarIo Mustum. 
{Photo : R.O.M.) 

artiste a ses heures puisque les numeros 39, 40, 108, 144 et 145 du catalogue 
sont des reuvres executees d'apres ses esquisses, L'autre membre honoraire est 
Henry Samuel Davis, officier de l'armee britannique dont on sait qu'it emit aussi 
peintre topographe16 et qui est vraisemblablement I'amateur identifie sous les 
initiales H. S. D. au catalogue de I'exposition (20 reuvres). 

A ces deux membres honoraires, it {aut en aJouter un troisibne en janvier 
1847, I'ed.teur du journal The Mortlmg Coumer qui est probablement it ce 
moment-la imprime et public par Thomas Finney, rue Saint-Frano;:ois-Xavier. 
"Of all the communications and criticisms, there is none which is more correct 
and Impartial than that of the Editor of the CourrLer, of which one is welt 
satisfied by the thanks of the artists, expressed by his unammous election as 
honorary member of their society-, peut-on lire dans une critique de ['exposi
tion du 29 janvier 1847 21• Malheureusement, l'annee 1847 du Coumer «=ste 
mtrouvable jusqu'a ce jour", 

La Montreal SocIety of Artists est done composee de SCpt artistes lies au 
milieu anglophone de Montreal dant un scul est ne au Can3da. Depuis 1844 
Montreal est la capitale du pays et, en 1847, c'est une vi lie en pleine expansion 
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qui compte pres de 50,000 habitants dont plus de 40% sont d'origine fran~aise. 
Lorsque L'Aurore des Canadas signale, a l'ete 1846, le retour d'Italie du peintre 
Theophile HameF8, il mentionne qu'on le sollicite pour qu'il vienne s'etablir a 
Montreal plutot qu'a Quebec, sa ville natale, et ajoute: «pour nous, nous ferons 
des vreux sinceres, pour que Montreal puis se le posseder comme no us aurions 
voulu y voir venir aussi M. Plamondon». Mais la clientele des peintres franco
phones, bourgeoise et surtout religieuse, se trouve a Quebec29, tandis qu'illeur 
est difficile de vivre de leur art a Montreal. 

Nous ne connaissons qu'un seul article en fran~ais qui mentionne l'initia-
tive de la Montreal Society of Artists, celui de La Minerve du 18 janvier 1847: 

GALERIE DE TABLEAUX - L'on a ouvert cette annee une galerie de 
tableaux ii. Montreal. On peut voir dans la Grande rue St. Jacques, une 
magnifique collection des meilleurs ouvrages de nos artistes canadiens. Les 
plus remarquables de ces artistes sont MM. Kraieghoff, Morris, Wilson, 
Sommerville, Sawyer, Duncan, etc. L'exposition en question fait honneur ii. 
la province. La peinture dans ce pays, n'a pas ete encouragee jusqu'au
jourd'hui, et quoique no us puissions nous glorifier de posseder plusieurs 
bons artistes, on peut dire qu'ils sont pour la plupart inconnus. La demarche 
que 1'on vient d'adopter fera faire un pas ii. cet art trop neglige parmi no us, 
et fera aussi connaltre le merite. 
Cet article no us donne un des objectifs du regroupement d'artistes, so it 

tout simplement de se faire connaitre pour creer un interet pour les arts a 
Montreal, et, par le fait me me, une clientele permettant aux artistes de subsister 
de leur art. Ce but est confirme dans l'introduction du catalogue OU 1'0n peut 
lire «the Artists throw themselves trustingly upon the public for encouragement, 
and hope that the patronage they shall receive on this occasion will stimulate 
them to greater exertions previous to their next appearance before the 
public30» • 

Dans une longue critique de l'exposition parue le 29 janvier 1847, l'auteur, 
un medecin aux initiales H. N., situe bien le contexte montrealais en ce qui 
concerne les arts: 
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[oo.] None, I am persuaded, who has visited the exhibitions in Europe or in 
the United States, could pass a better spent hour than in examining the 
collection of paintings opened to public inspection in Great St. James street, 
and admiring the efforts which our native artists have made to create a 
desire among our population for the cultivation of fine arts. [oo.] 
[oo.] The contributors have, by one unanimous effort, endeavoured to raise 
the fine arts from their dormant state, which to our shame be it said, have 
not received the twentieth part of the attention which they merit, and which 
is bestowed on them in Europe and in the United States. We now see what 
they have done - we can infer what they can do. Montreal, by its noble 
harbor, the splendour and elegance of its public institutions and private 
buildings, the Capital of British North America, ranks far below the second 
and third rate cities in the neighbouring Republic, from the want of 
encouragement of the fine arts & sciences in general. This is but too well 
shown, from the very limited number of portraits in the exhibition, and 



from the few calls which painters have to furnish representations of scenes 
which in any country but this, would be valued almost beyond price. Art 
and talent have never been countenanced, the want of which is, that it has 
fallen to its now low condition. The only way of retrieving her hand, is by 
the formation of an Art Union Society, a National School of Design, on a 
scale commensurable with the daily increase of this country. Let it be based 
on the plan of the schools of Design in Europe, supported and countenanced 
by Government. Some of the sums of the civil list which are yearly granted 
pro forma, from which the country derives not the least advantage, might 
be more fidy applied to the purchase of casts, drawings, &c. &c. There are 
gentlemen plenty enough to instruct in the different studies of painting, 
landscapes, portrait, architectural and ornamental. What has not this 
branch been subservient to in its application to the arts and the household 
means? The grossest ill fashioned ornaments of a saloon have disappeared 
before the elegant, chaste and light productions of painting and manufac
ture united. Let anyone read the description and examine the representa
tions of the articles in the Manchester exhibition, and then he will see what 
art has done in all the branches of domestic manufacture. 

We trust that the Artists for their interest in particular, and the advantage 
of the public in general, will exert all their influence with their friends, in 
this a people's common tribute to Art - that of making painting what it 
should be; that of placing it upon a footing parallel with its progress in the 
United States, if not in Europe. It would have the beneficial effect of 
developing talent among our countrymen, which by a proper course of 
training, might rival with any painter of the age. There are many endowed 
by nature, with a special tact for the fine arts, who are forced to resort to 
other avocations, from the want of means necessary to enable them to travel 
and spend some months in the European schools, who would gladly become 
pupils of such an institution of their leisure hours. The benefits accruing to 
the community at large are too evident to a reflecting mind to dwell upon 
them. [ ... ]31 
On comprend mieux maintenant l'importance d'un regroupement d'ar

tistes dans cette capitale qui, pour son encouragement aux beaux-arts et aux 
sciences, se classerait bien au-dessous des villes de deuxieme ou de troisieme 
ordre des Etats-Unis et Oll il n'existe aucune infrastructure ou institution 
officielle pour l'enseignement ou la diffusion des arts. Ce regroupement, qui se 
voulait a long terme, sera d'ailleurs ephemere, ne reussissant, malgre ses bonnes 
intentions, a subsister que quelques mois. 

Pour atteindre ses objectifs, la Montreal Society of Artists se dote d'un lieu 
d'exposition, la Montreal Gallery of Pictures ou Montreal Gallery of Paintings, 
dans des locaux situes au-dessus de chez Monsieur Fraser (et probablement 
loues a celui-ci) au 25 Grande rue St-Jacques (Great St-James Street). Elle 
organise une exposition d'reuvres pour les artistes et amateurs residant au 
Canada, forme un co mite de selection des reuvres et publie une ann once dans 
la Montreal Gazette qui a ete redigee le 22 decembre 1846 et sera publiee 
plusieurs fois du 24 decembre 1846 au 15 janvier 1847. 
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MONTREAL GALLERY OF PAINTINGS 

THE FIRST EXHIBITION Of the WORKS of ARTISTS and AMATEURS 
resident in Canada, will be OPENED under the direction of the MONTREAL 
SOCIETY OF ARTISTS, at Mr. FRASER'S ROOMS, No 25, Great St. James'
street, commencing upon MONDAY, the 11th of JANUARY next, and will 
continue open until further notice. All Artists and Amateurs desirous of 
exhibiting their Works will please to forward them to the Rooms on the 2nd, 
3rd, and 4th days of January next, betwixt the hours of 11 and 9 o'clock, for 
the approval of the Committee. 

No Pictures will be received without frames. 

The price of admission to the Exhibition, is 1s 3d each. Season Tickets for one 
person, 2s 6d,-Do. do. for two persons, Ss. Children half price. 

Tickets will be obtained at the Rooms, the principal Book and Music Stores, 
and Hotels in the city. 

Catalogues to be had at the Rooms, price 71/2. 

Dec. 2232. 

L'exposition «<Exhibition the First», comme il est dit sur la premiere page 
du catalogue) doit donc commencer le lundi onze janvier 1847 et la date de 
fermeture n'est pas specifiee (fig. 2). Les tableaux soumis au comite, qui siegera 
du 2 au 4 janvier, doivent etre encadres. Les prix d'entree sont fixes, de meme 
que les lieux Oll on peut se procurer les billets et le cout du catalogue qui sera 
publie. Ce catalogue specifie meme que les visiteurs «carrying sticks, umbrellas 
& c., are requested to leave them in the Ante-Room upon entrance». 11 specifie 
aussi que ceux qui le souhaitent peuvent etre autorises a faire des copies des 
tableaux. Les tableaux a vendre sont indiques par un asterisque au catalogue et 
la liste des prix est disponible aupres du gardien. L'organisation de cette 
exposition est, comme on le voit, hautement professionnelle. 

S'il n'est pas possible de savoir comment etaient accrochees les reuvres, 
no us savons qu'elles ne suivaient pas l'ordre du catalogue: «The catalogue of 
the Exhibition are numbered from 1 to 179, but they are placed indiscriminately 
in the rooms 33 ». Le catalogue n'indique pas les dimensions des reuvres, mais il 
semble que la plupart d'entre elles n'aient pas ete des reuvres de grand format: 
«There are a great variety of smaller pictures, most of them painted with great 
care, and very highly finished; but we will particularise no more, as we before 
observed34». L'exposition comprend deux moulages (nOS 178 et 179) et les autres 
reuvres sont des huiles sur toile, des aquarelles, des esquisses, des miniatures sur 
ivoire, des pastels, pour autant que l'on se fie aux indices que nous fournit le 
catalogue. 

Tous les membres de la Montreal Society of Artists sont representes dans 
l'exposition. En terme de nombres, par ordre decroissant, ils sont ainsi 
representes: 48 reuvres de Krieghoff (de loin le mieux represente dans l'exposi
tion), 21 reuvres de Somerville, 21 reuvres de Morris, 16 reuvres de Sawyer, 13 
reuvres de Duncan, 7 reuvres de Wilson et 2 reuvres de Howden, soit 127 des 
179 reuvres exposees. 
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Parmi les alitres expos ants, «H. S. D.», peut-etre le major Henry Samuel 
Davis, do mine nettement avec 20 reuvres. «Mr. Hope», peut-etre lames Hope 
dont on sait qu'il etait portraitiste a Montreal de 1844 a 184635, est represente 
par quatre reuvres. «Mr Shanley», peut-etre le peintre topographe C. Dawson 
Shanley dont on sait qu'il etait a Montreal en 184636, est represente par deux 
ou trois (no 108 non identifie) reuvres d'apres les esquisses de Staunton. On 
trouve ensuite «Mr. Hardey» (une reuvre), «S.» (trois reuvres), «B. de Rotten
burg» (deux reuvres) et «Mr. Drew» (deux reuvres). On peut aussi identifier 
avec certitude trois femmes: «Miss Deming» (sept reuvres, dont cinq sont 
peintes sur ivoire), «Miss Dunkin» (quatre reuvres) et «a Lady» (trois reuvres). 
Au total, 17 artistes et amateurs exposent leurs reuvres. 

11 est interessant de constater que seulement 27 des 179 reuvres sont en 
vente, c'est-a-dire precedees d'asterisques au catalogue et que, par ce fait meme, 
l'exposition n'a apparemment pas pour but premier la vente des reuvres. Parmi 
les membres de la Montreal Society of Artists, Morris et Sawyer ont chacun six 
reuvres en vente, Krieghoff quatre reuvres seulement, Duncan et Wilson trois 
reuvres chacun et Somerville une reuvre. Hope, le seul des non-membres, met 
en vente les quatre reuvres qu'il presente. 

Parmi les reuvres presentees on peut en relever (ce qui n'est pas toujours 
facile d'apres les titres) un peu plus de 35 dont les sujets semblent etre typique
ment canadiens, et ce sont surtout des reuvres de Krieghoff, Morris et Duncan. 
Krieghoff, par exemple, presente cinq tableaux intitules Canadian Interior, 
tandis que Morris en presente un. Nous en avons releve a peu pres le meme 
nombre executes «d'apres» d'autres reuvres, donc des copies. Ceux de Krieghoff 
sont particulierement interessants en ce sens que certaines des notices du 
catalogue nous permettent de savoir ou les originaux sont conserves et ont 
probablement ete copies: le Musee du Luxembourg (nOS 10-26-32-121) et le 
Musee du Louvre (nOS 118-119-120-147). 

A part la critique de l'exposition faite par l'editeur du journal The 
Morning Courrier que no us n'avons pu retracer, trois autres critiques no us sont 
connues. Elles sont publiees respectivement dans les journaux Montreal Gazette 
le 15 janvier 1847, The Pilot and Journal of Commerce le 29 janvier 1847 (signee 
«H. N., M. D.») et Montreal Transcript and Commercial Advertiser le 11 fevrier 
1847. En general, l'exposition est bien accueillie: 

[ ... ) There is no great variety of artists or of subjects, but still, as a beginning, 
it is commendable, and the rooms are well filled and produce a pleasing 
effect. To enter into minute criticism would be altogether out of place in an 
exhibition of the kind. [ ... ] (Montreal Gazette) 

SIR, - Allow me, through the medium of your widely circulated journal, to 
add my mite to the general praise bestowed on the exhibition of the 
Montreal Gallery of Paintings, by several editorial and anonymous commu
nications in the different papers of this city. Every visitor must have been 
agreeably disappointed [?] at seeing so many paintings, the productions of 
a very limited number of artists, executed and collected in so short a time. 
[ ... ] 
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By referring to the catalogue, we find that a great number of the paintings 
are copies. We are not in the least astonished, that in so short a time some 
of the artists and amateurs were not fully prepared to furnish originals; 
notwithstanding that, there is a number far more than sufficient to serve as 
criterions of the merits of the contributors. [ ... ] (The Pilot and Journal of 
Commerce) 

All our contemporaries have been before us in the notice they have taken of 
the above exhibition. We, however, paid a visit to the rooms on Saturday 
last; and although we had been prepared by the favorable remarks we had 
heard made respecting it, we willingly confess that the Exhibition was very 
far superior to what we expected to find it. [ ... ] 

[ ... ] We trust, therefore, that if we express an opinion contrary to the 
general rules of art, we shall be forgiven, as our only object in making these 
remarks is that our readers, who may not yet have paid a visit to the 
Exhibition, may be tempted to do so, and we can assure them that in so 
doing both their time and money will be well expended. We have seen none 
of the public Galleries of Paintings in England excepting the National 
Gallery in London, and of course to compare the two would be absurd; but 
we have been assured by persons of judgement and undoubted veracity, that 
the newly opened Picture Gallery of Montreal already surpasses many of 
those, even in some of the largest Provincial towns in Great Britain. [ ... ] 

[ ... ] The Exhibition is well worth a visit from our readers, to judge for 
themselves; and the citizens of Montreal have reason to be proud that they 
possess among them artists of such starling merit. (Montreal Transcript and 
Commercial Advertiser) 
Le critique du journal Montreal Gazette divise son texte entre les artistes 

et les amateurs. Chez les artistes, il choisit de commenter genereusement les 
reuvres de Krieghoff et Morris et de mentionner Duncan, Wilson ainsi que 
Somerville, tandis que chez les amateurs, apres avoir mentionne Miss Dunkin, 
sa faveur va a l'officier en garnison «H. S. D.» auquel il voue un texte admiratif. 
11 ne fait pas mention du catalogue qui n'est peut-etre pas encore disponible car 
l'exposition s'est ouverte le lundi 11 janvier et sa critique parait le vendredi 15 
janvier. 
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[ ... ] In his numerous specimens, Mr. Kreighoff shows very good taste in 
colouring, and perspective and drawing generally correct, and signs of 
originality which, under favourable auspices, would develope themselves. 
There is a great deal of merit in his interiors, particularly one of «an officer's 
apartment," (we think it is called,) in which there is much skillful and 
characteristic grouping of inanimate objects, and great soundness and 
transparency of colouring, which, indeed, seems to be his leading charac
teristic. But it is unreasonable to expect all the merits of an original picture 
in a place where no one seems to have any notion of the great bodily and 
intellectual labour, and the adequate remuneration for it, required in 
producing such a work. This remark also applies to Mr. Morris, who 
cultivates so many branches of the pictorial art as to do injustice to himself. 
The walls are ornamented with many of his portraits, landscapes, groupes, 



and other compositions. His portraits he endeavours, not unsuccessfully, 
not to make mere portraits, but to give them poetical and artistical feeling. 
We were much pleased with a number of sketches from the neighbourhood 
of By town, of which one of the Chaudieres is worked up in another place 
into a finished picture, faithful as a likeness, and highly respectable as a 
work of art, reminding us much of the style of Danby. Mr. Duncan's view 
of Quebec, Mr. Wilson's portrait of Colonel Wetherhall, and one or two 
drawings by Mr. Somerville, struck us as very meritorious. Of the amateurs, 
Miss Dunkin furnishes two effective and characteristic copies after ]oseph 
Vernet; and a nameless gentleman, an officer of the garrison, we believe, 
who rejoices in the initials of H. S. D., but whose incognito we are not at 
liberty to violate contributes a great number of drawings in water-colours, 
being principally original sketches made on the spot, in Ireland and the West 
Indies; the subjects of all sorts, from the gloomy grandeur of the Chapel of 
the Kings at Cashel to the laughing luxuriance of tropical vegetation. These 
are all very clever, far above the ordinary level of mere amateur efforts, and 
there is one picture of a scene in the Island of St. Vincent, the bay and distant 
mountain in front, the middle ground a deep ravine dimly relieved by the 
foam of the torrent, the whole seen through a rich foliage pierced by a nat
ural arch, which is positively Martinique, both in conception and treatment. 
Le medecin aux initiales H. N. qui publie sa longue critique dans The Pilot 

and Journal of Commerce du vendredi 29 janvier passe en revue les reuvres de 
14 des exposants. 11 mentionne a peine Rottenburg, Hope, Shanley et Drew, 
elabore longuement sans complaisance sur Morris et Krieghoff, se montre 
severe pour Duncan et Wilson et ne tarit pas d'eloges pour H. S. D .. Son approche 
des reuvres demontre sa culture visuelle, tout comme sa description de la 
situation des beaux-arts a Montreal demontrait l'etendue de sa culture generale. 

MORRIS. - This gentleman has contributed 22 pieces. His Scottish pieces 
are very finely coloured, and in good keeping. The only thing which may be 
considered as a fault is the large size of the left hand of the Lairs. The Fisher's 
Tryst is coloured in a remarkably harmonious manner; the Pony is all but 
the real thing, «alive and kicking.» La Chaudiere at By town; - the good 
light and shade thrown in the composition of this piece renders it rather a 
pleasing picture, but the yellow of the moon and the purple of the clouds are 
not true to nature under similar circumstances. If this artist would substitute 
the fine gray of the Flemish school for the predominant purple of many of 
his paintings, they would present an appearance much more pleasing to the 
close admirer of nature. His Cathedral is a very meticulous piece, by its 
finish; but we must admit, with others, that there is an apparent want of 
perspective, - the result of which is the disproportionate size of the towers. 
The perspective of Notre Dame Street is also incorrect. 
KREIGHOFF-48 pieces. - Many of the numerous contributions of this 
artist are copies; but for their faithful delineation and correct execution, he 
has secured for himself the highest praise of the connoisseurs. Among his 
original compositions we must mention Nos. 50, 54, 55,62,63 and 84, in 
which are the truest representations of home scenes in the room, apart of 
their happy grouping and well-kept colouring. The Canadian Habitant 
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possesses more or less the merit of characteristic expressions which amends 
somewhat for the hurried execution of many of his small pictures. No. 23 
is a very pleasing production; composition correct, colouring harmonious. 
No. 26 too crude in colour; the artist has not done himself as much justice 
in this as in the other copies. Nos. 89 and 90, both subjects taken from Sir 
Waiter Scott's «Abbott». The general composition of both these pictures is 
in admirable good keeping; the dramatis persona:: are introduced without 
confusion, and the apparent coldness and want of vigor in the shades is to 
be attributed, as we were informed by the attendant, to their unfinished 
state, the artist having merely placed them in the exhibition for the purpose 
of offering as much variety of subjects as possible. Nevertheless they are 
admired by all, and are a credit to the painter's originality. The best picture 
in the room is, without doubt, the View near the Boulogne - though the 
choice of the Editor of the Courier is Remus and Romulus. This artist is now 
engaged completing a picture of Queen Victoria, intended for the Legislative 
Assembly, and which, we trust, will be placed along with his other paintings 
for some few days in the exhibition. 
SAWYER-15 - His own Portrait, St. Cecilia and Happy as a King, are very 
well drawn; and with the exception of Somewhat brownish tints in the 
shade, are well coloured. His Portrait of Lord Mansfield is a very faithful 
copy of the original by Reynolds. 
SOMERVlLLE-21 - This gentleman has contributed several water paint
ings, and sketches. His Parthenon, though rather cool for the glaring sun of 
Athens, finely executed; the ruins as well as the skies masterly. His pencil 
sketches of trees after Harding, rival with the originals. His flower paintings 
are remarkably fine and true to life. 
H.S.D. (Amateur) - The compositions in water colours by this gentleman, 
would do honour and credit to any exhibition. He has amply improved the 
opportunities his profession and travels have presented him, by his happy 
talent of placing the reds and the greens, he sets off the perspective of his 
pictures to so much advantage - throwing afar the back ground, middle 
distance. His productions would establish the fame of any Artist of the 
English Water Colour School. 
DUNCAN-13 - The view from Quebec by this Gentleman is too cold - the 
sky a far distance, good middle distance, too purple, - the foreground would 
present a far more pleasing effect, had the Artist introduced some of the 
large trees of this country, and carrying the foliage so as to break upon the 
sky, thereby increasing the distance, and adding very much to the general 
effect of the picture. 
S. (Amateur)-4 - We regret that this accomplished gentleman has not 
favoured the Montreal public with more of the numerous sketches and 
drawings he has collected in his extensive travels in the East. He possesses 
the happy and ready facility of transferring to paper with the precision and 
taste of an old Artist, scenes rendered celebrated by historical tradition. 
R. ROTTENBURON (Amateur)-2 - Boldly touched off and airy. 
HOPE-4 - His Head of Burns, denotes much improvement. 
MISS DENNING-7 - This lady, well known to the Montreal public, 



has contributed several pieces, mostly miniatures - her works speak for 
themselves. 
MISS DUNKIN-4 - This lady possesses talents of a very high order, which 
with a little more cultivation from original subjects, will place her high in 
the rank of landscape painters. 
WILSON-7 - Portrait of Col. Wetherhall, the lower part of the red uniform, 
ought to have been thrown into into a shade, and the light cast upon the 
shoulders; the red curtain and reddish grey of the back grounds are most 
injudiciously introduced; the head, though an excellent likeness, is without 
dignity. The several other pieces of this artist denote fine talents and good 
taste, and though a very promising portrait painter, we would advise 
Mr. Wilson to study «Burnet on Painting.» 
SAMPLEY-9 - Faithful copies of sketching made by the Amateur Artist «S». 
DREW-9 - Promising copies of landscape. 
La derniere des critiques connues est publiee le 11 fevrier, un mois apres 

l'ouverture de l'exposition, dans le journal Montreal Transcript and Commer
cial Advertiser. Son auteur represente probablement le «visiteur moyen» de cette 
epoque: «To attempt», ecrit-il pour se proteger, «criticism on a subject of this 
kind requires not only a correct taste, but a perfect knowledge of the art in 
question. Therefore, as we do not pretend to possess that knowledge, the 
paintings we most admire may not be those possessing most merit, excepting in 
our opinion.» n aborde les reuvres par categories plutot que par artistes. 

[ ... ] We commence with the portraits, and as the largest on the list is that of 
Thorwaldsen, the great Danish sculptor, we will first observe of this picture 
that it is magnificent in appearance; it is considerably larger than life, and 
most accurately finished. The countenance is intellectual, and decidedly 
Danish, both in complexion and in character. It is a copy after Bowman, by 
Kreighoff. 
The other portraits that we particularly noticed, are Lord Mansfield, after 
Sir Joshua Reynolds, by Mr. Sawyer. 
Study of a Head - we suppose a portrait; «very superior,» also by Sawyer. 
A portrait of Colonel Wetherhall, by Mr. Wilson, a most correct likeness. 
Of the Landscapes - La Chaudiere, at By town, by Mr. Morris, is, in our 
opinion, beautiful, as indeed are all the Sketches of Waterfalls in the room. 
The View of Quebec from Point Levey, is very correct, although we think 
that the foreground is rather too vivid. This picture is by Mr. Duncan. 
The Winter Scenes - chiefly by Kreighoff, are all excellently painted, and 
very true to nature - so true, as almost to make one shiver to look at them. 
The Piazza San Marco, a Venetian Scene, is perfectly after the Italian School, 
and very elaborately and beautifully painted. 
This picture is also by Kreighoff. 
Of the Scenes taken from Scott's Novel, of the «Abbot,» we object to the 
attitude of the Page, which is, in our opinion, too violently depicted. In our 
imagination, he should rather be stealing the keys gently from the table than 
thus rudely snatching them, if he hoped to elude the vigilance of the lady 
warder. These pictures are likewise by Kreighoff. 
Romulus and Remus, by the same artist, is a copy from Champmar, in the 
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Museum of the Luxembourg, at Paris, and is a splendid painting. The 
countenances of the two infants are remarkably beautiful. 
L'initiative de la Montreal Society of Artists re~oit donc beaucoup d'atten

tion de la part des journaux en s'attirant quatre critiques qui toutes saluent 
positivement cette initiative. L'une de ces critiques, celle du Morning Courrier 
ou Montreal Courrier publiee le jeudi 14 janvier 1847 (celle que no us n'avons 
pu retracer) 37, suscite une controverse interessante. Le mercredi 13 janvier, deux 
jours apd:s l'ouverture de l'exposition de la Montreal Gallery of Pictures et a 
deux pas de ses locaux, au 10 Grande rue St-Jacques, les marchands R & C 
Chalmers annoncent dans la Montreal Gazette qu'ils viennent d'ouvrir, au
des sus de leur magasin, une exposition de gravures (en vente a bas prix) dont 
l'entree est gratuite, «a splendid collection of the best English Engravings, in 
elegant Frames; also a great variety of French and English Lithographs, plain 
and coloured38 ». 

Cette exposition souleve l'ire du critique du Morning Courrier et une 
longue replique des marchands R & C Chalmers qui para!t le lendemain, 
vendredi 15 janvier, dans la Montreal Gazette. Ils parlent de «a most extraordi
nary and unjustifiable attack upon ourselves», citent le texte en question et 
s'expliquent: 
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Your correspondent, in speaking of the «great hunkering some people have 
after Engravings,» &c., says - «While on the subject, I would make a few 
observations on the exhibition of engravings belonging to Messrs. Chal
mers, which they advertise as being open gratis to the public, and offer for 
sale at low prices; this has evidently been done by them as a catch to the 
public, either to cause them to subscribe to some intended lottery, or from 
a fear that the exhibition of the Artists should enable them to make a little 
money as well as themselves. But if the public do right they will show these 
gentlemen that they are not to be gulled in that way, and that they will 
patronize that exhibition which has a higher object in view than more 
personal pecuniary gains.» It is impossible to peruse these remarks of this 
liberal-minded patron of the Fine Arts, without seeing his object, - the 
malicious nature of the whole paragraph is too glaring to deceive the 
meanest capacity, and we feel perfectly satisfied such is the light in which 
the public generally will view it. Indeed, were it not that our silence might, 
by some, be misconstrued, we should have considered the affair too 
contemptible to notice. 

The fact simply is, that having, as is well known, a large stock of 
Engravings, and our store being at present too small for showing them to 
advantage, it has been our intention, ever since last summer, to have the 
large room above fitted up for that purpose, on the same plan as similar, 
though larger, establishments in London, Edinburgh, and Glasgow. From 
various causes, however, we found it necessary to postpone our intention 
till the new year, and it is only now that we have been able to accomplish it. 

Mr. Kreighoff, the Artist, (who has permitted us to use his name), and 
others have been all along aware of our intention, so that we can and do 
confidently disclaim all thought of interfering with the Artists' Exhibition 
of Paintings; - nor can we conceive how such interference could have 



benefited us, had we even entertained the idea; but, on the contrary, it is 
our belief that it will rather operate favourably than otherwise on the 
Artists' Exhibition, (and we should be the last to wish it should do other
wise), both having a similar tendency. 
Cette controverse n!vele un des problemes de l'art contemporain de 

l'epoque qui do it, pour s'affirmer, survivre et trouver une clientele, concurrencer 
aupres des collectionneurs l'engouement pour les gravures et lithographies 
anglaises et fran~aises qui sont importees et vendues en grande quantite et dont 
les sujets 39 retiennent plus l'attention des collectionneurs que les sujets <<10-

caux». R. Chalmers etait aussi le representant officiel a Montreal de l'Art Union 
de Londres, dont un abonnement a l'Art Union Journal donnait la possibilite 
de recevoir annuellement une gravure et une chance de gagner une reuvre d'art 
tiree au sort chaque annee40• L'exposition de gravures des marchands Chalmers, 
qui etait accompagnee d'un catalogue, se termina le 20 avri1184741• 

11 n'est pas possible de savoir quand se termina l'exposition de la Montreal 
Society of Artists, ni precisement quand et pourquoi en 1847 ce regroupement 
prit fin. Malgre le succes de visibilite de l'exposition dans le milieu anglophone 
de Montreal, elle ne connut probablement pas un succes de foule suffisant pour 
amortir ses frais de location et de gardiennage des locaux. Le 10 fevrier 1847, 
les artistes annoncent la tenue d'un bal, le lundi 15 fevrier suivant, pour 
recueillir des fonds: 

GRAND SOIREE 
in the aid of 
THE FINE ARTS 

A select soiree will take place on Monday, the 15 th February, in the Room 
now occupied as the GALLERY OF PAINTINGS, No. 25, Great St. 
J ames-street. 
Refreshments will be provided during the course of the evening, and a 
Band of Music will be in attendance. 

LADY PATRONESSES: 
MRS. MOFFAT, 
MRS. DR. ROBERTSON, 
MRS. CHAS LINDSAY. 

Dancing to commence at 8 o'clock. Gentlemen's Tickets 7s. 6d. each 
Ladies' do 2s. 6d. do 
To be had at the Music Stores of Messrs. Mead and Herbert; at Mr. John 
Keiller's, and at the Gallery. 
The number of Tickets is limited. 

Feb. 10 42• 

L'organisation de bals ou soirees musicales pour faire des levees de fonds 
etait alors chose courante. Dans la meme edition de la Montreal Gazette du 10 
fevrier, on retrouve, par exemple, des annonces pour un concert benefice le 13 
fevrier sous le patronage du gouverneur-general pour «The Relief of The 
Famishing Poor of Montreal», et une soiree dansante de charite, le 11 fevrier, 
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pour l'hopital universitaire. L'organisation de la «grande soiree» de la Montreal 
Society of Artists est soulignee a deux reprises par la Montreal Gazette: 

It will be seen that a splendid Soiree is about to be given shortly for the aid 
of the Montreal Society of Artists. From the programme we have seen, it 
would appear that great things may be expected; and as we imagine the 
pictures even if removed from the room, will be to be inspected on that 
evening, they will greatly enhance the pleasures of the soiree, and should 
draw a full attendance. Such Societies as this, are deserving of public patro
nage43• 

Those ladies and gentlemen who have tickets for the Soiree to be held at 
the Gallery of Paintings, in Great St. James-street, are reminded that it 
takes place this evening. The Tickets to this Soiree are limited in number on 
account of the size of the rooms; the object is to introduce Pictures to more 
general notice, and not to increase the funds of the Society; the price has 
therefore been limited to just sufficient to cover the expenses 44• 

On ne retrouve plus de mentions dans les journaux de la Montreal Society 
of Artists ou de son exposition apres le 15 fevrier 1847. Des difficultes finan
cieres en vinrent-elles a bout? 11 est possible aussi que quelques-uns des artistes 
qui faisaient partie du regroupement n'aient pas trouve a Montreal la clientele 
necessaire pour continuer a y vivre: Andrew Morris etait a New York en 1848, 
de meme que William Silwyer en 1851. William F. Wilson etait a Quebec en 1847 
ainsi que Krieghoff au debut des annees 1850. 

11 est possible en fin qu'il y ait eu une autre raison pour la cessation des 
activites de la Montreal Society of Artists. L'arrivee du printemps 1847 a 
Montreal marque aussi l'arrivee de centaines d'immigrants irlandais entasses 
sur des bateaux dans des conditions innommables et atteints de typhus. On 
tente de les isoler dans des baraquements a Pointe-Saint-Charles, mais l'epide
mie se repand a Montreal et fait plus de 2000 morts45 • C'est peut-etre au cours 
de cette epidemie que mourut le docteur A. A. Staunton, membre honoraire de 
la Montreal Society of Artists 46. 

Les journaux d'avril1847 sont remplis de ventes a l'encan de Montrealais 
qui songent sans doute a fuir l'epiciemie. L'une de ces ventes concerne le 
marchand et collectionneur Benaiah Gibb (1798-1877) qui met en vente, le 12 
avril, par l'entremise de l'encanteur John Jones, tout le contenu de sa maison 
rue Notre-Dame ainsi que «a small Collection of Oil Paintings, several by Italian 
Masters 47 ». Un autre collectionneur, par l'entremise de l'encanteur John 
Leeming, met en vente le 13 avril une collection de peintures et gravures qui 
attire l'attention de l'editeur de la Montreal Gazette: 
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We would direct the attention of our readers to the magnificent collection 
of Oil Paintings and Engravings on view this day, Monday, in the large front 
room of the Montreal Insurance Company, Great St.James-street. These 
Paintings have been selected with great care in Europe, and were not 
intended for public competition here - the proprietor, however, has now 
submitted the whole for sale, by auction, on Tuesday, at 11 o'clock, by Mr. 
John Leeming. We understand there are nearly eighty different works -
many of them choice specimens of art, and elegantly framed. We looked in 
on Saturday, and took a cursory glance at those of them which were in a 



position to be viewed. Some of the landscapes struck us as remarkably 
beautiful. Many of the paintings, we find, are by the first masters of the 
foreign schools of painting, among whom we may mention Carlo Dolce, 
Velasquez, Guercino, Spagnoletti, Sebastian Ricci, and others of equal note. 
The admirers of beautiful and valuable pictures will have an excellent 
opportunity of adding to their collections these gems of art 48 • 

L'encanteur, dans son annonce de la vente, decrit la collection: 

The Paintings were selected with great care in Europe, and were not 
intended for public competition here. The Proprietor, however, prefer
ring an unreserved Sale of the whole by Auction, to allowing a partial 
selection at private sale, submits the entire Collection, with a determina
tion to have them Sold. 
There are nearly 80 different Works - many of them really choice, and 
elegantly Framed: amongst the Collection are -
Head of Christ - Carlo Dolci 
St. Charles Borromea - P. da Cortona 
Cupid playing with Arms - N. Coypel 
Death of Adonis - Larcase [?] 

Landscape - S. Ruysdael 
Monk Asleep - Spagnoletti 
Landscape - Velasquez 
Head of Luther - Frank Hals 
Flower Piece - Rachel Ruysch 
Concert of Birds - 1673 
Forest Scene and Bears - Bresch 
Deliverance of St. Peter - Guercino 
Full Length Magdalen - Sebastian Ricci 
&c. &c. &c. &c. 
ALSO 
A magnificent Collection of ENGRAVlNGS, by eminent Artists, 
consisting of 106 Lots, amongst which are -
Knights of the Bath and Garter 
St. Francis and Cecilia 
Chartres Cathedral 
The Royal Hounds 
Death of Thomas N Becket 
View of Montserrat 
Hotel du Ville, at Louvaine 
Palais de Justice, at Rouen 
Jacob's Dream 
Rebecca and Flora Macdonald 

A Catalogue of the whole will be published, and the whole on view, as 
above, two days before the Sale. 
sale at eleven o'clock 
John Leeming 
March 31 49 • 
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11 y avait a Montreal en 1847, dans le milieu anglophone, des collection
neurs et amateurs d'art qui ne se trouvaient pas uniquement parmi les officiers 
de la garnison anglaise. Leur inten~t principal allait cependant a des reuvres, 
peintures et gravures, d'origine europeenne. Les artistes etablis ou qui tentaient 
de s'etablir a Montreal et de peindre des sujets canadiens semblent avoir trouve 
une clientele plutot du cote de la garnison que des riches marchands. En ce sens, 
le deplacement de Krieghoff vers la ville de Quebec, OU la garnison etait plus 
nombreuse, est significatif. 

La Montreal Society of Artists etait un regroupement a long terme vis ant 
a developper le gout du public pour des reuvres d'artistes locaux. La Montreal 
Gallery of Pictures devait presenter plusieurs expositions: elle ne reus sit a en 
organiser qu'une seule. Le milieu culturel, en ce qui concerne les beaux-arts, 
etait encore trop attache a l'Europe et l'enseignement des arts, a part quelques 
ecoles privees, n'existait pas. La plupart des artistes devaient se deplacer la ou 
la clientele leur etait le plus favorable. Et il n'y avait a Montreal aucun musee 
ou galerie publique ou les artistes auraient pu faire connaitre leurs productions. 

En ce sens, la Montreal Gallery of Pictures peut etre consideree comme la 
premiere tentative d'etablir a Montreal un lieu permanent d'exposition pour 
l'art contemporain. 

JEANTRUDEL 
Universite de Montreal 

Notes 

Les recherches concernant la Montreal Society of Artists ont ete faites en 1989 dans le cadre de 
recherches plus larges concernant l'histoire du Musee des beaux-arts de Montreal. Depuis l'ete 
1990, l'auteur beneficie, en tant que chercheur principal, d'une subvention du Conseil de 
Recherche en Sciences Humaines pour un projet intitule: «L'idee de musee au Quebec 1824-1988: 
la collection». 

Les citations des sources originales sont reproduites sans corrrections. 

Le Musee des beaux-arts de Montreal, Montreal, Musee des beaux-arts de Montreal, 1960. 

2 Guide, Montreal, Musee des beaux-arts de Montreal, 1977, pA. 

3 «In North American terms, Montreal's organized interest in art goes back a remarkably 
long time. The Montreal Society of Artists was formed as early as 1847. Andrew Morris was 
president; James Duncan, treasurer, and R.T. Howden, secretary. The artist-members included the 
one genuine <Old Master>, Cornelius Krieghoff. But the Society had no building of its own, with 
the result that it had to use rented quarters - Bonaventure Hall and the Mercantile Library 
Association were two of the usual sites - to present loan exhibitions. Thirteen years later,however, 
the Society, with 80 members, was to constitute the nucleus for a more broadly-based group, the 
Art Association of Montreal - one of the first recorded marriages in America between artists and 
businessmen». Archives du Musee des beaux-arts de Montreal. 
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4 Denys SUTTON, «A tradition of collecting», Apollo, vo!. cm, nO 171 (mai 1976). 

5 Rosalind M. PEPALL, Construction d'un musee des Beaux-Arts. Montreal 1912, Montreal, 
Musee des beaux-arts de Montreal, 1986, p.19; Guy PINARD, «Montreal, son histoire, son 
architecture», Montreal, La Presse, tome 3 (1989), pp. 176-177; Jean TRUDEL, «Les musees au 
Quebec: un point de vue», En vue du 21 e siecle, Leslie H. TEPPER editeur, Hull, Musee canadien 
des civilisations, collection Mercure, serie Bureau du directeur, nO 5, 1989, p.142; Janet M. 
BROOKE, Le gout de l'art. Les collectionneurs montrealais 1880-1920, Montreal, Musee des 
beaux-arts de Montreal, 1989, p.ll: Janet M. Brooke se refere ici a un article manuscrit de Jean 
TRUDEL, «La fondation du Musee des beaux-arts de Montreal en 1860», complete en decembre 
1988 (a paraltre dans Amphion a Paris) qui affirme clairement qu'il n'y a pas de liens directs entre 
la Montreal Society of Artists et l'Art Association of Montreal. ... La redaction du texte «Les 
musees au Quebec: un point de vue» avait ete completee en avril 1988. 

6 Voir Pierre LEDUC, Les origines et le developpement de CArt Association de Montreal, 
Montreal, Universite de Montreal, these de maltrise, 1963, p.8. 

7 The Montreal Daily Star, 15 fevrier 1908, p.8. 

8 Report. General Meeting, 1865, Archives du Musee des beaux-arts de Montreal, document 
manuscrit, 6 pages. 

9 TRUDEL, «La fondation du Musee des beaux-arts de Montreal en 1860». 

10 Voir Dennis REID, Notre patrie le Canada, Ottawa, Galerie nationale du Canada, 1979, 
p.lOOj J. Russel HARPER, Krieghoff, Toronto, University of Toronto Press, 1979, p.20. 

11 L'auteur remercie Messieurs Charles C. Hill, conservateur de l'art canadien au Musee des 
beaux-arts du Canada, et Michael Bell, conservateur associe a I'Agnes Etherington Art Centre, 
pour le depistage d'un exemplaire original de ce catalogue. 

12 Carol D. LOWREY, «The Society of Artists and Amateurs, 1834: Toronto's First Art 
Exhibition and Its Antecedents», RACAR (Revue d'art canadienne I Canadian Art Review), vo!. 
VIII, nO 2 (1981), pp. 99-118. 

13 Ibid., p.lOl. 

14 Carol D. LOWREY, «The Toronto Society of Arts, 1847-1848: Patriotism and the Pursuit 
of Culture in Canada West», RACAR (Revue d'art canadienne/Canadian Art Review), vo!. XII, 
nO 1 (1985), pp. 3-34. 

15 John R. PORTER, Joseph Legare 1795-1855. L'ceuvre, Ottawa, Galerie nationale du 
Canada, 1978, p.14. 

16 Ibid., p.14. 

17 Catalogue For The Montreal Gallery Of Pictures, 1847. Exhibition The First, Montreal, 
Lovell and Gibson imprimeurs, 1847, p.3. 

18 J. Russell HARPER, Early Painters and Engravers in Canada, Toronto, University of 
Toronto Press, 1970, p.230. 

19 Ibid., pp. 97-98j Patricia A. TODD, «Duncan, James D.», Dictionnaire Biographique du 
Canada, Quebec, Les Presses de l'Universite Laval, vo!. XI, 1982, pp. 313-314. 

20 HARPER, Early Painters ... , p.165. 

21 HARPER, Krieghoff. 

22 HARPER, Early Painters ... , p.336. 

23 Ibid., p.294. 

24 Michael BELL, «Sawyer, William», Dictionnaire Biographique du Canada, Quebec, Les 
Presses de l'Universite Laval, vo!. XI, 1982, pp. 889-890. 

25 HARPER, Krieghof(, pp. 20-21. Voir aussi Jean TRUDEL, «Le Musee des traces d'Irene 
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F. Whittome. L'imaginaire comme objet de curiosite», Parachute, nO 57 (janvier, fevrier, mars 
1990), pp. 6-7. 

26 HARPER, Early Painters ... , p.85. 

27 The Pilot and Journal of Commerce, vo!. Ill, n° 411, 29 janvier 1847. 

28 L'Aurore des Canadas, vendredi 11 aout 1846. 

29 HARPER, Krieghoff, p.20. 

30 Catalogue ... , p.4. 

31 The Pilot and Journal of Commerce. Voir a ce sujet l'article de John R. PORTER, «La 
societe quebecoise et l' «encouragement» aux artistes de 1825 a 1850», Annales d'histoire de l'art 
canadien, vo!. Iv, nO 1 (1977), pp. 13-24. 

32 Montreal Gazette, 11 janvier 1847. 

33 Montreal Transcript and Commercial Advertiser, 11 fevrier 1847. 

34 Ibid. 

35 HARPER, Early Painters ... , p.162. 

36 Ibid., p.285. 

37 Voir au sujet de ce journal Andre BEAULIEU et Jean HAMELIN, La presse quebicoise des 
origines a nos jours, Tome premier 1764-1859, Quebec, Les Presses de l'Universite Laval, 1973, 
pp. 83-84. 

38 Montreal Gazette, mercredi 13 janvier 1847. 

39 Pour les sujets des gravures, voir la Montreal Gazette, 1 er mars 1847: «The Waterloo 
Heroes, Knight; The Return from Hawking, Landseer; Bolton Abbey in the Olden Time, do; The 
Challenge, do; The Sanctuary, do; The Chelsea Pensioners, Wilkie; The Greenwich Pensioners, 
Burnett; Prince Charles Edward and the Highlanders entering Edinburgh, Duncan; The 
Highlanders Return, Wilkie; Highland Hospitality, Lewis; Coronation of Her Majesty Queen 
Victoria, Hayter; The Queen and Children, Landseer; H. R. H. Prince Albert (Full Length), Falten; 
The Dying Came in the Desert, Warren; Army and Navy - Portraits of the Duke of Wellington 
and Lord Nelson; Portrait of the Duke of Wellington, Napoleon, Sir R. Peel &c. &c.». 

40 Voir a ce sujet la Montreal Gazette; 24 fevrier 1847; 8 mars 1847; 12 avril1847; 5 juillet 
1847. 

41 Ibid., 12 avril1847. 

42 Ibid., 10 £evrier 1847 et 12 fevrier 1847. 

43 Ibid., 11 fevrier 1847. 

44 Ibid., 15 fevrier 1847. 

45 Robert RUMILLY, Histoire de Montreal, Tome n, 1761-1867, Montreal, Fides, 1970, 
pp. 310-311. 

46 Selon J. Russel Harper, il serait mort peu apres l'execution du tableau Officer's Trophy 
Room en 1846. Voir Krieghoff, p.20. 

47 Montreal Gazette, 12 avril 1847. 

48 Ibid. 

49 Ibid. 
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INTRODUCTION. 

hr opening the present Exhibition, tbe Montreal 

Artists arc aware that their efforts must appear to grellt 

disadvantage, from tbe short time they have bad to 

prepare a sufficient variety of Work Ill, or time to execute 

Pictures of sufficient elaboration to come before the 

"public tribunal ;"-they trust, at the same time, that 

what may be considered a deficiency in QUANTITY will 

be atoned for by tbe quality of their productions, as they 

have carefully selected their best, and have strictly 

excluded those of their Works which might be deemed 

common-place or offensive to taste. Emboldened by 

the necessity and novelty of the present "Essai," the 

Artists throw themselves trustingly upon the public for 

encouragement, and hope that the patronage they shall 

receive on this occas:on will stimulate them to greater 

exertions previous to their next appearance before the 

public. 

The Montreal Artists have to express their grateful 
thanks to those gentlemen who have so kindly loaned 

their Pictures to the Society for exhibit-ion, and trust 

that this liberal spil'it will increa8c and be continued 

to thcm in future. 

CATALOGUE 

Pon TUB 

1. The Laird and the: Guid Wife, by lJfr. M07'Ti.3. 

2. Portrait ofThorwaldsen, the celebrated Danish 

Sculptor. Copy after Bowman, by 

lJfr. Kriegllo,ff. 

3. Portrait, after Sir Joshua Reymonds, by 

Mr. Sawyer. 

4. View of the City of Montreal from the Moun-

tain, by····· ............................ Mr. KriegkoJf. 

!S. The Ruins of the Temple of the Parthenon, at 

Athens, by .......................... ... Mr. Somermlk. 

6. Harlecb Castle, N. Wales, by ...... H. S. D. 

1. The Fisher's Tryst. Scene near Edinburgh, by 

M,.. HorN. 
8. View of Quebec from a rising ground back &om 

the Heights above Point Levy, by M,.. Daemt. 

9. MOODlisbt; COlupositiou. by ...... .H. 8. D. 



00 
<.N 

• 10. RomWUlIDCl RemDL ('up)' thJIU Ih ... QriaioAI. 
by Clwnpnwtin, iD lbe llu5CU1U of tbo La· 

... :nIll.IW"J(, Pllri,. by ...... ............ 111'. Kri'7ll#-

11. \\'inta Scent', lay ..................... " u,,.,Iq. 
• h!. (':lIlilJiilO Interior, by............ ... u Mu,.,.. 

1:1. Our rUn F:r~s!t!", b)· ................ ·, ,iVu,.,i •. 

14. Ilead of SaiDt P"ter, painted 00 GI:lSJ, by 
~/r •• iJlMrrillL. 

loi. Tb" Itinl'ro1nt 11ngpifcr, by........." Kr;("gAqI. 

16. C:maui;ul Interior, by... ...... ......" KriegAoff. 

11. The l'ii)plc~ by ..................... " So1l&eNl1/k. 

• 1 I). St. Cceilic; after Gucrcino, by..." Satryer. 

HI. l'ortruit. in Crnyo:!, by ............... " Kri'1;ll.1''.If. 

20. bnthe. Head, ill Pencil, by ....... " Rumcrdl/c. 

21. Portrait, by ............................. " ~l[orr;lI. 

2') Portrait, by ............................. " lIJorrill. 

2;;. Italian Coutadiila. Gathcl'ing Grapes, by 

Jl!i·. 1{rirghoff. 

24. Portrait, by...... ......................" ... 7JIurria. 

25. Scene in the Commandant's Garden, St. Vin-

cent'>, by ............................... 11. S. D. 

26. Strolling Actors preparing to play in a Country 

place, from the Original, by Biaru, in the Lux-

embourg Museum, by .............. .illr. KriegllOff. 

27. "Of such is the Kingdom of Heaven," by 

Mr. Morris. 

• 28. Sk.etch on the Rhine, by ............. " ScZwyer. 

~!f. 1..:u1C1~11C :o'tul1,.. by .......... ....... Af, .• "iG1I8ri'. 

10. The Chiera l>aughtcr. by ........... It .'tolHn'ri~ . 

• 31. La l'lUludi;'rc 111 Hyto"u---moonlight. b, 

llr. JUu,.,.;.~. 

. Tb" br,,,,.l COiUhIR \~ : .. C:I r· .~I .. on, 3DU .• bt.",. 

\10\'(' hkl' the faun,,,,n (·fUil inf.'lDt sea, 

Cvnl l'rof&l the W(I~b lie rnrtllntains O\" lb.· th:""'~ . . 
or D ONV "·vrltJ. than ollly ILu<; tCl b •• 

I)ar.,nt lIfri\l'rs, wh;eh fluw !;u"iaingl,l', 

With mnay winuings, thro' lho mic . - ·I,j(wk had. ~ 

IJO! where it rOll)PS, like an (·h-rllil)". 

Jh if tn sr."I'c(l1l1I thin~'S in its Ir:1(·k;-

Charming Iho eye witb dread-a 1II:tl.'hiess .. ::.r~~(j,,(.·· 

32. Gennao \Yint('r Scene; a Prussian Feri'stl'r 

talking to chiluren jn a Skign. Fruw flit' 

Original by Wickembl'rg; jn the }Iu~t:e dll 

Luxembourg, Paris, by ............ 1'fr. Ji.lil'ghn..!i: 

33. I Studies of Flowcr.-Ger:mium and "FU('Ja. 
I 

34. (from nature; Tulip, after Andrews, by 
I 

35. j lUre Somcl'ciik. 

36. Study of a Head, by ................ Llfr. Sauye1·. 

37. Sketch of an attack of lledouins in the Desert 

of Sinzam, by ......................... S. 

38. Sketch of a Bivouac in Persia, during a Night 

Storm, by ............................ ,So 

39. Portrait of Sheikh Ibrahim, Chief of Whaba

bees; from an OIigina.l Sketch taken by Dr. 

StauntoD1 R. A., by .................. itIr. Krieglwff. 
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-tn. Portrait CIf Uoauh, Chief of the ~\ nazi Hedouin,;; 

from nn ori!!inal Sketdl by Dr. Staunton, 

It. A., hy ................ ............... ll[r. K,.;l'~h".lr 

-t 1. Caravanserai in )lcsopl.tamia: from an ori-

ginal Sketch. by ...................... JJ r. J\rieghojf. 

"t. The l'laius of Uabylon ~ trom a Skl,tch, by 
Jl,.. l{ricf:JlwJf. 

Studies of Trce;;. 

4:~. Oak. 

4-1. Ash. 

. \.;. Beech. 

41i. Elm. 

47. Pint.'. 

4.'1. Lime, by .......................... ....... lIr. Somer1,,-ille. 

4!). Alpinc Scenery, after Dartl('tt, by. 1111'. Sawyer. 
. I 

. iO. The Alchymist, after E1Jgene Isabey. (French 

School,) by ............................ lIfr. Krieghoff. 

.r; i. "fhc IJast Ray, by ......... ............ 1lfr. ~yal"yeT. 

;i~. "Uappy a" King;" after Collins, by " Sawyer. 

;;:1. Flower Piece, by ...................... " Somerville . 

• ;i.J. The Artist's Studio, by .............. .3fr. Krieghoff. 

:i.l. The Astrologer, by.......... ......... " Krieghojf, 

.jfi. Sketch in BCl'bice: B. Guiana, by Il. S. D. 

~ :-"7. Canadian Deer Hunters, by ........ Mr. Duncan. 

• .5.>;. Do. do. by ........ "Duncan. 

• .m. Sleighing ill Canada, Sunset, by ... lIfr. Krieghojf. 

fiO. Landscape after Topham, by ...... B. de Rottenburg. 

!) 

f) I. Sb.etd. oftl\(: Entrance illto Corfu, by S. 

/") 1_. Calladian Iukrior, by ................ .1lr. Rrilgltnff 

D ... t,y..... ........... .. KricgllnjJ. 

1;-1 . .:\Ic(:lcllto :\hr i. Sluuy ill Ch,llk, by 

H. S. D. 

Ij5. Two St\\llil~S. Figure and Furniture. 

11. /{ D. 

66. Vi('w takcn DCal' 13oulognc, from Natur!', hJ 

Mr. J\ri(ghojf. 

67. robin's Cottagl': ':\iontrl!al l'Iountaill, by 

,llr. 11[urri., . 

611. Road Scenc, ncar ~Jontr('al, by..... " "l/iJrris. 

• 69. St. Cccilia, on hory, b~' ............... .11 r •• "'01ltrrl·llle 

• 70. The Pm'hide, after ('ol\ins, ......... lIr . • S'Il1L'yer. 

• 71. Rohert Burns, hy ...................... :111'. Hope. 

72. l\liniature on hory, by .............. 111;88 Dcming . 

• 73. Approaching Storlll, by ............... ilIr. ](riegllOjf. 

74. Scotch Terrier, by .............. , ...... " Rrieghojf. 

75. Cattle. Imitation of CllYP, hy .•. Il. S. D. 

• 76. Young Highlander, by .............. :Mr. Hope. 

77. Colorcd Chalk Drawing, Specimen, by 

ilIiss Demillg . 

78. German Forestcr, lighting his pipe, by 

IJIr. Krieghoff 

79. La Fetc de Dieu, Montreal, by... " D-unean. 

• 80. Female Head, after Sully, by ...... " Sau;yer. 

'" 81. Child, InnoccQCc, by................. " Hope. 



S2. r'ort Charlotte, St. Vinc~nt5, by .... Jr. 11. S. D. 

" 8S. Sketch from Milton's Para,lisc lost, by 

1lI,., 1IIorM.f. 

84. The Antiquarian, b:; ...... •••••• •••.•• " KrieghoJf. 

,5. Command:mt's Housc, ~sland of St. Viuecnt, 

by ....................................... I!. S. D. 

56. Guitar l)layer, alter Tcnil'l's, by ... .JIr. l\rieglwjf. 

87. Madona, after COl'rcggio, on hory, by 

~Miss ])eming. 

ss. Chalk Drawing; Shcpherd boy, nfkrSii' Joshua 

Reynolds, by .......................... ];Iiss. Deming. 

89. Scene from ':Y[,1l,~r Seott's Abbot: Queen 

Mary's Escape from Lo::hkYcn, by 

JJfr. Krieghoff. 
,. The keys had been Fcscntctl to I.ady LochIewn; she 

3tood with her buck to the (,!l~elllel1t, which eommanded a 

view of Kinro~s. 1Villl her b:tck to the casement, then, and 

her face to the table, on which the key:; lay, for an instant, 

while she tasteJ the various dbhes which wefe l)laeed there, 

6tood the lady of Loehlevcn, nwl'U p1'()vuking-Iy intent than 

usual-so at least it seellled to th,~ prisoners-upon the 

buncn of keys, the implements (If their restraint; just when 

ha\'ing finished her eer~ulOuy as ta,te1' of tha Queen's Table, 

she was about to tal,e up the keys, the Page looked sidewiso 

to the Churchyard near Kill\'(ls.;, aJl(1 exclaimel1, he sa.w 

corpse-candles in the vault. The Lady of I.ochleven was 

not without a touch, though a sligh t onc, of the superstition, 

of her time. The fute of bel' sons made her alive to omens, 

an,l a corpse-light, as it was called, in the family burial 
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ground, boded death. She turned her head towards 'he 

caseml!nt, saw a di:,tCl:t glimmering, ftwgot her charge (or 

onc socond. !lnd in that second WCl'e lost the whole fruits oC 

her former vigilance. TIle rngc held t11C forged keys under 

his cloak, amI with great dextl.!rity, exchangml them for tho 

real oues. "\Vho tonches t1w keys?" said the lady, and 

while the Page answered that his c!.J!tk had stil'l'cl1 them, she 

looked round, possessed hel'sclf of the keys, and again 

turned to gaze at tIll! supposeu cOi·p~e·candles. "I hold 

~h(!se gleams to con1l', not from tile ChU1'~lhyarJ, but from 

the old gardener, Blinkhoolio ; I wou;ler what thrift Hl!lt. 

churl drives, that of late IlC hath el'CI' hud light in the hou~e 
till the night grew deep; if he tU1'11S re setter of idle com

panions, the place must be rid of him."-SIR WAl-TER 

Scor,C's AnnoTT. 

90. Pendant to No. 89. 

Queen Mary threaLene(1 by Lord Lindsay, to be thrown 

into the Lake of Locl~kven, in order to procure the Queen's 

signature to the deed of Abrlieation: 
." Beware, ~ladam,' saill LinJsny, nUll snatching hold I,f 

the Queen's arm, with his !r.ullutkted hand, he pressed it in 

the rudeness of his passion, m(lre closely, perhaps, than lIe 

was himself aware of: 'beware how you cOllteml with th050 

v;ho have the mastery of your fitte!' Ill' held his grasp :m 

her arm, until1ilelviile cl'iCll shame, and Douglas bad m:lue 

a. stride as if to interfere.''' 

Painted from WaItcr Seotes Abbott, by Mr. Kriegnojf. 

.91. Waterfalls near Lurcttc, by...... " Dum:an. 

92. CommanJant's House, Island of Grenada, b1 
]l.S.D. 

93. Sheep, after Morland, by ............ Mr. K~AoI-
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'9-1. Portrait by •....•...... .....•.....•...... Mr. At:;a"1ler. 

• 00. The Last of tbe Crew-savcd, perhaps in vain, 

by •... e •••••••••••••••••••••••••••••••• •• 1Jlr. J.VtJrria. 

00. Portrait, by......... ........ .......... " Sawyer. 

97. Landscape, by ........................ B. tie Rottenbu1'g. 

98. Portrait of Lord Mans/Md, after Sir Josbua 

Reynolds, by .......................... Mr. Sa"'!ler. 

• 99. Portrait of Eaton, the Pedestrian, by 

Mr. Hope. 

too. Country Girl. Sketch, in Water Colour, by 

a Lady. 

-101. Italian Peasant Girl, after Julien, by 

Mr. Sa'tD'fle1". 

102. Study or a IIabitant, by .......... " Krieglto.ff. 

103. An Officer's Room in Montreal, by" Kriegho.ff. 

104. Morning Landscape, after Joseph VerDct, by 

Miss Dunltin. 

105. Evening Landscape, after Joseph Vernet, by 

Miss Dunkln. 

106. In the Island of St. Vincents, West Indies, by 

H.S.D. 

107. Armagh Cathedral, by ............. H. S. D. 

108. Cottage near Gretna Green, after a Sketch by 

Dr. Staunton, R. A., by ............ -

·109. Bandits. Effect of Moonlight and Fire, by 

Mr. Sa'tD'fler. 

110. Courting. Scene in Canada, by cc Kreiglw.ff. 
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111. Sketches in on, by .................. Jlr. Morris. 

112. Sketches in Oil, by ................. " Morris. 

• 113. By town Scenery, from Nature, by " MamB. 

114. View 011 the Rivicre du Loup, by Miss Dunkin. 

115. View of the Falls of Niag:lra, by Mis8 Dunk;a. 

116. Negro Cottage, Dcrbicc, 13. Guiana, by 

11. S. D. 

11 i. Interiors, by ..................... ..... If. S. D. 

118. Flower and Fruit-piece. Composition from 

Several Paintings in the Louvre, by Van Huy

sum, Van Spanendonk, Dc IIccm. Mignon, and 

and from Nature, by ................. Mr. Kreigho.tJ: 

119. Lot's Daughters; from the Original Paint

ing, by Peter I)aul Rubcns, in the Louvre, 

Paris, by ............................... lIlr. Kreighoff: 

120. Approaching Storm; fi'om the Original, in 

the Louvre, by RuysdaeI, by ...... i"lr. KreigllO.tJ: 

121. Marine View-Moonlight; from tIle Original, 

by Grolig, in the Musec du Luxembourg, Paris, 

by ................................ ...... Mr. I(riegllOJf. 

122. Canadian Interior; a Friday's Surprise, by 

IJb. Kriegholf. 

123. Miniature, on Ivory, by ............ Mis8 Deming. 

124 and 125. Miniatures, on Ivory, by l'rli88 Deming. 

126. St. John, by............ .............. " KrieglwJf. 

127. Ruins of a Norman Chapel on Holy Island, 

Lough Derg, Ireland, by .......... !I. S. D. 



14 

128. Canadian Winter Scene-Sunset; after Coke 

Smytht', by .......................... J/r. Kriegh;!.I!. 

129. Canadian Sleigbing Scene......... " KriegllOff. 

130. Christ on the 1\10!!"I, from the l'aiuting 

by Correggio, in the Nutionul Gallery, London, 

by ........................................ lIIr. !ll"rri •• 

! 31. Children playing with a Dog, Portraits, 

" Jlurri!. 

132. The Cathedral, Squarp, lllld NoIre Dame 

Street, Montreal, hy ............... 111r. !tlorri •• 

133. The Dairy ,,'oman, hy ............ " S,mu:rl'ille. 

134. Milit:!ry Scene in C,"~ad:t, by... Krir"I,,!tf. 

135. Vi~w of V ('nice, Piazza San lIarco, after 

l'ritchett, by .......................... ll!J·. Ii ... i'gl"w. 

136. Portrait in Crayons, by ........... " Krieg1lOi{. 

137. Canadian Pilgrims, on the Chclll:n dn Croix, 

Delreil Mountain, by ................ lI'Jl'. l1forri ... 

138. Sketches in Derbiee, by ............ II. S. D. 

139. Lord Surrey and the Fair Gcr~luinc, after 

Cattermole, by ........................ jl1r. Xr;'ghoff. 

.. According to the old h":lt1!~infl l'('pr.l.t(':l by an Surrcy'j\ 

Biographers, ]le yiSitl'(( on hh; tru,'ch.- the famons NCl'TG

manccr,Cornelius Agl"ipl':tt whotin a. mugicmirror, rcv(·n.!"d 

lo him the f~ir figure of I.i. GCl'l\h1il1~, lying disheyell.d on 
a conch, and by the light ~r a. lapel, rcalling une of hi. 

tendcrcst Sonncts."-LoTr.S or Tnl~ l"OET8. 

140 cnd 141. Views in Devonshire, by a Lad!l. 
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142. Scene from the Gentle Shepherd, by 

Mr. Morris. 

" What gars ye plague your wooer wit disdnin, 

Wbat ails ye at him? trotll nt"oeen us twa: 

Hets wordy you the Lest duy e'er you saw." 

) 43. Portrait of Col. '.YetheruJl, by ......... .l\Jr. Wilson. 

144. Scene in Armer.ia, after a Sketch by Dr. 

Staunton, R. A., by ..................... 1I1r. Shanley. 

146. Scene in the Koordistan, after" Sketch by 

Dr. Staunton, r,. A., by ............... lIfr. Shanley. 

146. Family Group, by........................ " Dum:all. 

147. The Harvesters of t!lC R"'!l~n Marshes; after 

the originnl by RO!:lCrt in the Lonnc, in Pari_, 

by .................................. ........ 11Ir. Krieghoff. 

148. The 'Yinetaster"; ,,:·tcrJhscnc!cver. (Dussel-

dorft'School,) by ...................... ... .Mr. Krieghojf. 

149. Portrait of a Child and Dogs, by..... " Krieghnff. 

150. Canadian Interior, by....... ...... ...... .. KrirgllOff. 

151 and 152. Landscapcs, "l .................. " ])1'el1.·. 

0153. The Falls of Montmcrcn~y; from Nature, by 

oMOr. Wils"" • 

0154. A Landscape, near Quebec, by........ .. Wilson. 

"166. Pirate Chief, by........................... .. WilsulI. 

156. Portrait of a Child, by........ .......... .. }Vils"". 

167. Portrait, by................................. .. ,Jfut7'i •. 

168. Landscape on the nhi::!e, by............ .. lwmrrdlk. 

Ill!). Portrait of Anne BoleYb, bi............ .. Wihu ... 
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160. Viaduct on the ro:ld to Wasltington, by 1IIr.&mcrrnU,.. 

161. Troops Embarking at Montreal; 89th Regt. 

by •••••••••••••••••••••••••••••••••••••••••••• blr. Dun('tJ7l. 

162. Group of BoYs; Winter Scene, by ...... Dll1Wan. 

163. Interior of Cormac'g Chapel, Cashcl, by H ..... D. 

164. In Gibraltar,looking across the Straits, by H. S. D. 

165. Portrait, Rev. D. n. Parnther, by ..... Mr. DUlIcan. 

166. Family Group, by......................... .. Du1lCan. 

167. Falls ofShnwinegam, by .................. Duncan. 

168. St. Gcnevieve, near Montreal, by...... .. Du1lCan. 

169. Crayon Painting, by ..................... R. T.Ilowden. 

170. Military Band Boys at practice, by .. .. H. S. D. 

171. Crayon Painting, by ...................... R. T. Howden. 

172. Rebecca going to tile Well, by ......... M ... SOTnernille. 

173. Marianne, Female Head, by ............... SomerviUe. 

174. Fruit in Gibraltar Market, by .......... II. S. D. 

17~. Child and Dog, (water colour,) by .... .lIfr. Dunean. 

17G. Barskimming, Ayshire, by............... .. Wilson. 

117. Italian Flower Girl, by...... ............ " Krieghoff. 

CASTS. 

178. Cas! of Bailey'S Eve at the Fountain. 

179. Dancing Girl, Cano\'a. 

VIVAT REGINA. 



Comples rendus / Rel1ieU's 

Discerning TaSte: 
MODtre.al CoUeclOrs 1880-1920 
Janet M. BROOKE 
The Montreal Museum of Fine Arts, 1989 
254 pp., 16 col., 82 b/w IllU5., $45.00 

janet Brooke's catalogue presents a valuable 
and ongmal contribution to an hiSlOrical 
studlcs of nineTeenth - and early twentleth
century art, and more specifically to the study 
of patronage In Montreal at the turn of the 
cenrury. However, the Installation and arrange
ment of the exhIbition left high expectations 
unfulfilled. In fact, the layout of the" Montreal 
Collectors" exhIbition created a kmd of con
fusiOn that made the catalogue an mdispen
Slble item. Some minor works, such as the 
Dore landscape, were gL\'en ample space In the 
largcst room of the exhibition. Some of the 
more exn30rdmary PiCtUres such as those by 
Deg3s, Whistler and Turner were hung In 

cramped quarters In onc of the' smaller rooms 
off the mam 5tairwa)'. Com'ersdy. at the "Ernest 
Cormler et l'UnLverslt~ de Montreal" exhibi
tion at the Canadian unrre for ArchltCCture, 
the visitor was Visually mtroduced to the archi
tect'S work, not only hiS unL\'erslty buildings 
and workmg methods, but also hiS atelier, and 
private life. Along with plans, de\'ations and 
drawmgs, hiS draftmg m~truments and a portion 
of his library were on display, all In an ample 
setnng which hdped establish the idea that this 
was a show of considerable Importance. 

At the Montreal Museum, landscape and 
marme palnlLngs, covering a wide range of 
periods. from the English romantics down 
through the Barbizon group to the Impres
SioniStS, made a dear statement about the 
uniqueness of Montrhl collectIOns betw«n 
1880 and 1920. It was, for example, extra
ordmary TO find that at the turn of the «nrury 
there were no less than four malor j.M.W. 
Turner paintings In Montre.1 collections. 
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On the whole, the catalogue entnes for 
Turner's M"(.ury and Argus, the Dogana and 
Madonna deflil Silluu, Venia<, Port Ruysdael 
and He/~tsluys: Th~ "CIty of Utre(.ht, .. 4, 
GO;IJ8 to S~., :lre improvements over the 
~n(fles found In the revised edition of the 
Turner catalogue ralsonn~ by Martin Budm 
and E\'dyn Joll.l It would have been prefera
ble, howevtr, to clle this revisc:d and Improved 
edmon, rather than that of 1977. Some of the 
most usc:ful enhancements to Butlm and Jail 
3re janet Brooke'$ listings of the prices paid 
for the Montreal Turners at VaflOU$ Hmes In 

the past. The Montreal coll&tors bought these 
paintings in the 1880's and '90's, 3t what must 
have setmed to be considerably high pnces. 
Nevertheless, when these works were sold m 
the first decades of this century, there were 
agam substantial price mcreases.z It is intri
gumg that the price of Turner's pamtlngs con
t1nu~d their unabated climb through the 
periods aSSOClaled with mid-century re.lism 
and the high pOintS of the devdopment of 
ImpressloRlsm and Post-lmpressloRlsm, or, 
more correctly, throughout the long and 



ubiquitous developments of High Victorian art 
in England.3 

The Montreal Collectors catalogue 
offers other valuable additions to the bibliog
raphic entries found in Butlin and Joll. These 
include the listings of local newspaper articles 
from the Gazette, the Star and the Herald, 
covering the 1901, 1912 and 1915 exhibitions 
of the Turners at the Art Association of 
Montreal, as well as critical coverage of exhi
bitions of these works in New York and Ottawa. 
The additions to the bibliographic entries, 
however, are not limited to new citations from 
Montreal newspapers. For example, in the 
literature for Port Ruysdael, Janet Brooke 
includes new citations of an article by Kenyon 
Cox from Burlington Magazine (XVI, 306, 
1909-10) and a piece by Andrew Taylor from 
The Times (30 July, 1927). Unfortunately, how
ever, the Montreal Collectors bibliography for 
Port Ruysdael excludes A. M. Hind's Turner's 
Golden Visions (London, 1925, p. 217). In the 
Montreal Collectors bibliography for Hel
voetsluys, recent references that could not have 
been cited in Butlin and Joll are included: 
Andrew Wilton, ].M. W. Turner: His Life and 
Art (New York, 1979, no. P345), and John 
Walker, Joseph Mallord William Turner (New 
York, 1983, pl. 21). 

Janet Brooke's catalogue has also added 
items, not found in Butlin and Joll, to the 
"provenance" and exhibition history of 
Turner's Mercury and Argus. The painting was 
passed on to Margaret Charlotte Smith, Bar
oness Strathcona in 1914 (by descent), from the 
collection of Sir Donald Alexander Smith, 1st 
Baron Strathcona and Mount Royal, and 
thence, in 1927 (by descent) to Donald Sterling 
Palmer, 3rd Baron Strathcona, in London. 
Mercury and Argus seems to have remained in 
London until 1951, when it went to the 
National Gallery of Canada. 

When Turner's Mercury and Argus was 
exhibited at the Montreal Art Association in 
1888, Ruskin's discussion of the painting in 
Modern Painters was "published almost in its 

entirety" in the Montreal Daily Witness. This 
wonderfully innocent and naive piece states 
that Mercury and Argus was "the greatest and 
most instructive work [in the exhibition]" and 
marked "Turner's genius at its culminating 
point." The Montreal critic ~as certain the 
"conscientious student" could "sit down 
before" the painting "with the first volume of 
Ruskin's Modern Painters in his hand ... and 
learn things not before possible to be learned 
in this city." The writer seemed to have consid
ered both Turner's paintings and Ruskin's 
Modern Painters as contemporary works. It is 
especially refreshing to find that both are val
ued in this very direct and appreciative man
ner. News and particularly new ideas about art 
traveled slowly in nineteenth-century North 
America.4 While the interest in Ruskin in 
Montreal in 1888 might be seen as provincial 
and backward today, the thoroughness of this 
spirit of inquiry was free of many of the 
whims, fad~ and fashions associated with each 
new decade since World War 11. 

In the exhibition there was a combination 
of works that clearly related to the art-histori
cal developments of the nineteenth century, 
while others appeared to be somehow outside 
the mainstream developments. Among the 
paintings in this latter group were the land
scapes of Jacob and Matthijs Maris, Leon 
Augustin Lhermitte, and Alexandre Gabriel 
Decamps. 

Matthijs Maris, a relatively minor Hague 
School painter, and "an embittered, solitary 
individual who on the one hand deplored his 
financial dependence on the market place and 
yet on the other seems to have coveted the 
popular and critical success enjoyed by others, 
including his brother, who, ... helped support 
him throughout much of his life," receives 
more attention than Delacroix in the Montreal 
Collectors catalogue. It is interesting that "be
fore 1920, no fewer than fourteen paintings by 
Matthijs Maris, as well as several of his water
colours, were owned by Montreal collectors." 
The English and Scottish collectors who 
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bought his work seem to have been devotees 
of the aesthetic movement and were attracted 
to his dream-like, Pre-Raphaelisque subjects. 
The fact that "before the end of World War I 
many major collectors in Great Britain, 
Canada and the United States considered 
[Matthijsl Maris one of Europe's greatest 
living painters" raises the question as to why 
"major collectors" were deceived, if in fact 
they were, in their evaluation of his work. 
Could it have been that the price of his contem
porary pictures, compared with that of the 
other principal Barbizon (Millet) or Symbolist 
(Carriere) painters of the period, played an 
important role in this evaluation? 

If the size rather than the overall quality of 
the collection, was an important factor, and 
the money available for buying art would 
permit only one or two examples of the more 
highly prized works of Millet, Breton or Car
riere, would it have been customary to fill it 
out with the more readily available and less 
expensive works of minor Barbizon or Sym
bolist painters? Did the knowledgeable collec
tor consider Matthijs Maris's pictures celebrat
ing the virtues of peasant life, to be equal to 
those of Millet or the more sentimental Jules 
Breton? How would such a collector rank 
Matthijs's nebulous views, such as The 
Enchanted Castle, or his portraits of young 
women in pseudo-medieval costume in rela
tion to Eugene Carriere's mysterious and misty 
views of Venice, or the dreamy medievalized 
female subjects of Burne-Jones? 

Other questions are raised by Leon Lher
mitte's The Ruins of Chateau-Thierry. At first 
it might appear to be another Barbizon School 
work. Is this rustic landscape, with the ruined 
castle of the counts of Champagne, a pastoral 
idealization of this largely agricultural region 
between Rheims and Paris, or is it a nostalgic 
tribute to a place associated with dramatic 
events in the history of France? It was in 
Champagne that the struggles of Joan of Arc 
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took place which led to the crowning of 
Charles VIII at Rheims, and the consequent 
banishment of the English from France. Lher
mitte's The Ruins of Chateau-Thierry is a 
strange and fascinating picture which seems to 
have few direct connections with the central 
figures of the Barbizon School. The painting 
does not have the tonal contrasts of Theodore 
Rousseau, nor the muted and limpid shimmer 
of Daubigny. Corot executed a number of 
views of Chateau-Thierry between 1855 and 
1865, but he tended to concentrate on the 
picturesque topography of the town.5 

Lhermitte, on the other hand, focuses on 
the ruined chateau in his 1872-73 painting. 
While Lhermitte's work cannot be easily 
related to any of the Barbizon artists, the 
treatment of the subject indicates a develop
ment in the 1860's and '70's that leads to 
Symbolism or Post-Impressionism. This kind 
of late Barbizon School painting is slightly 
confusing. It retains some of the characteristics 
of the style associated with the landscape 
artists who painted the Forest of Fontainebleau 
in the 1840's, but it has nothing of the bright
ness and other plein-air qualities of the later 
developments of Impressionism. It seems to 
have missed a step in the evolutionary process 
of nineteenth-century landscape painting, and 
is more closely linked with the types of subjec
tive themes that are usually thought to have 
followed Impressionism. 

Such landscapes appear to be chronologi
cally out of place, leaving J anet Brooke unable 
to relate Lhermitte to "any particular school 
or group." At the same time she rightfully 
dismisses the idea put forth in the Cleveland 
Museum of Art catalogue (The Realist Tradi
tion: French Painting and Drawing 1830-
1900) that the artist might, like other "Barbi
zon and Naturalist painters," be linked with 
the "realist tradition." The notion that Lher
mitte's "style was more firmly under the sway 
of ... Nicolas Poussin" when he painted The 



Ruins of Chateau-Thierry is not clearly demon
strated by the picture. Stylistically, I would 
place Lhermitte's painting closer to Corot than 
to Poussin. Perhaps this idea concerning the 
direct influence of Poussin comes from a 
nineteenth-century source. Before the advent 
of Impressionist aesthetics, with its emphasis 
on the unheroic and commonplace, any land
scape of merit, particularly in France, was 
considered to be in the great landscape tradi
tion of Claude or Poussin. 

In the casual composition and sombre 
tonalities of Lhermitte's The Ruins of ChCiteau
Thierry there is little of Poussin's geometrical 
organization of architectural and landscape 
forms, nor his bright, even light and prevailing 
clarity of construction. While the composition 
with the peasant woman walking along the 
road leading directly into the middle fore
ground, and the centrally located ruin in the 
middle ground is faintly reminiscent of Pous
sin, it appears to be more directly related to 

such classical works of Corot as View Near 
Vo/terra (1838, National Gallery of Art, 
Washington, D.C). The "clear division of the 
landscape into foreground, middle ground, 
and panoramic distances" and the "distinct 
horizon line punctuated in the far distance by 
a looming ruin" may be a "Poussinist device," 
but it is Poussin transformed by Corot in the 
1850's and '60's. At this time, while still paint
ing very tangible subjects in the Barbizon 
manner, Corot begins to introduce elements of 
the more theatrical and dream-like landscapes 
of his late period. This is particularly evident 
in the portrayal of the wispy silhouettes of the 
stately trees and the solidly painted bridge and 
architecture in the 1850-60 picture, Grez-sur
Long, Bridge and Church, formerly in the 
Montreal collection of W. R. Elmenhorst. In 
Corot's painting of La Rochelle, formerly in 
the Greenshields collection, a lone figure, 
wrapped in a shawl and using a walking stick, 
makes her way along a road toward the distant 

town. In contrast to Grez-sur-Long and other 
works painted in the 1850's, this more lyrical 
picture does not have the firm brush work, nor 
the thick solid masses of paint that help render 
a sense of physical presence to the natural 
scenery and architectural features. 

The only clear line of development that can 
be seen in the collected works exhibited begins 
with the naturalism of Constable, which is 
inherited by Daubigny and the Barbizon 
School, and then reaches its fullest maturity in 
the landscapes of Monet and the Impres
sionists. To this line of development one can 
add Delacroix's Christ on the Sea of Ga/ilee 
and Cezanne's Roadway in Provence, both 
from the Van Horne collection. 

There are always problems in finding a 
proper place for the quasi-visionary landscapes 
of artists like Lhermitte and Co rot, because 
they are seldom seen as early indications of 
modern art's retreat from reality. In the 1860's 
and '70's there was never a unified and well 
organized rejection of the realist principles of 
Courbet or the naturalist developments of 
Impressionism. This place of honour is usually 
reserved for van Gogh, Gauguin and the gener
ation of Post-Impressionist artists. On the 
whole, the late nineteenth-century Montreal 
collectors, like other North American collec
tors of this period, did not purchase, and most 
likely did not know, the work of the Post
Impressionists. Nevertheless, in addition to the 
Romantic, Realist and Impressionist works 
collected in Montreal, there are a few of those 
seemingly unclassifiable late romantic subjects 
that point the way to the early developments 
of Symbolist art and the Aesthetic movement 
in England. Certain members of the Aesthetic 
movement are readily identifiable, such as 
Albert Moore and George Fredrick Watts. 
But other English "modernists" collected in 
Montreal, such as Sir Lawrence Alma-Tadema 
and Frederic Lord Leighton have been 
associated with the later developments of 
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academic neo-classicism, or what has been 
defined as a peculiarly English "pseudo-Helle
nistic Classicism." Along with this strange 
segment of late Victorian English art, there are 
the late Pre-Raphaelites or post-Pre-Raphaeli
tes such as Dante Gabriel Rossetti and Sir 
Edward Burne-Jones. It is unfortunate that 
these pictures, discussed and reproduced in the 
catalogue, could not be seen in the exhibition. 

Among the catalogue entries of the paint
ings from England and the United States that 
could not be brought to Montreal, were Dante 
Gabriel Rossetti's Pandora and Sir Edward 
Bume-Jones's Day and Night, those mysteri
ous works clearly associated with the Aesthetic 
movement and the development of Symbolist 
art in France. I wondered if these pictures 
might have given a much clearer idea of what 
was considered to be "modern art" by these 
late nineteenth-century collectors, than the 
seemingly old-fashioned and somewhat 
perplexing landscape, Saint Martin's Summer 
by Sir John Everett Millais. The catalogue 
raises other questions. Is Saint Martin's Sum
mer important because it is the only work by 
a Pre-Raphaelite in the exhibition, and does it 
occupy a place of importance in the overall 
development of Millais's landscape subjects? 
Chill October (1870) was his "first major 
landscape" and Saint Martin's Summer his 
fourth. Since his first pure landscapes were 
painted during the period associated with the 
development of Impressionism in France, do 
they relate to the Impressionist development, 
or are they closely allied to Millais's earlier 
Pre-Raphaelite works? 

To the uninitiated, Saint Martin's Summer, 
which is praised in the Montreal Collectors 
catalogue as "one of the most important 
of the Pre-Raphaelite paintings to come to 
Montreal," might appear to be nothing more 
than an uninspired English interpretation of 
the French Barbizon manner. The. picture's 
"minutely painted detail" supposedly "shows 
that in his late work, Millais painted simul-
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taneously in two distinct styles, one reserved 
for his more 'public' paintings, the other for 
pure landscape." In the latter landscape style 
"his aesthetic is virtually unchanged from his 
Pre-Raphaelite youth." 

It is true that Millais's pure landscapes of 
the 1870's seem to be in a class of their own 
when compared to the portraits of society 
ladies and anecdotal historical subjects of the 
same period. I would not go so far as Alien 
Staley, who believes that the landscapes Millais 
painted from 1870 until the end of his life 
"have nothing to do with Pre-Raphaelitism, 
but belong to the sphere of late Victorian 
popular and sentimental painting."6 Among 
the pictures completed after 1870 there is at 
least one that shows Millais successfully revert
ing to his earlier method of masterfully com
bining the figure and the landscape: the 1873 
Winter Fuel. It combines a breadth of vision 
with an attention to detail, and has something 
of the emotional power and extraordinary 
technique that is found in Millais's earlier 
painting. 

Even though Ruskin considered Millais as 
Turner's direct descendant, the Pre-Raphaelite 
painter's principal contributions were made 
with his figural and narrative works and not 
with his later landscapes. In fact, it may have 
been Ruskin's insistence on this connection 
with Turner that caused Millais to resist treat
ing pure landscape subjects early in his career. 
When Millais does return to landscape paint
ing in the 1870's, Ruskin again expresses dis
satisfaction over the artist's wasted talent. 
Ruskin believed Millais could have occupied 
"the attention of that part of the French and 
English public whose fancy is at present caught 
only by Gustave Dore." This was paralleled, 
interestingly enough, at the Montreal Collec
tors exhibition where Dore's Scene in Ross
Shire [c.1879] was hung almost directly oppo
site Millais's Saint Martin's Summer. 7 

The nineteenth-century critics and art pub
lic had much stronger opinions about the 



perceived quality of a work of art than is the 
case today. It is quite shocking to read, for 
instance, what was said about the now famous 
paintings by Turner and Whistler. Many times 
these criticisms were quite biased and incor
rect. Nevertheless, these artists prevaile~, and 
their work was collected and valued, in spite 
of the adverse criticism in the journals and 
newspapers of the day. Understanding the taste 
and contribution of important collectors of the 
past is indeed a complex affair. Many times 
they made significant decisions about the qual
ity of an artist's work which did not corre
spond to public taste, as defined by art critics 
writing for newspapers and periodicals. At 
other times the decisions of enlightened collec
tors seem to have been entirely wrong. Occa
sional lapses into bad taste, or a desire to 
obtain the equivalents of modern masters at a 
reduced price, make them all the more human. 
Today, only a few important private collections 
have remained intact. It is a pleasure to visit 
these collections, for unlike the great state 
museums where seemingly only the best exam
ples of the most important artists are per
functorily assembled, something very personal 
is reflected in the collections of private 
museums. 

Considering the importance of the former 
Montreal collections, it is strange that none 
treated in the exhibition would immortalize 
themselves with their own private museum. 
The Wallace Collection in London, the Lady 
Lever Art Gallery in Port Sunlight and the 
Phillips Collection in Washington, D.e. offer 
some interesting insights into the taste of col
lectors at the turn of the century. Fortunately 
this benevolent tradition has not completely 
bypassed Montreal. The building, acquisitions 
and direction of the Canadian Centre for 
Architecture exhibit the kind of discerning and 
individual taste that one associates with the 
great philanthropists and private collectors of 
the past. 

The Discerning Tastes: Montreal Collectors 
1880-1920 catalogue is well written and all the 
entries are flawlessly researched. It clearly 
indicates an ambitious undertaking not fully 
realized. I look forward to Janet Brooke's next 
exhibition, in which, hopefully, she will have 
the necessary support to make the show as com
prehensive and meaningful as the catalogue. 

HARDY GEORGE 
Concordia University 

Notes 

Martin BUTLIN and Evelyn JOLL, The Paint
ings of }.M. W. Turner (New Haven & London, 
1984). 

2 For example, the Dogana and Madonna della 
Salute, Venice sold at Christie's in 1870 for £2,560. 
In 1927 the estate of the Montreal collector James 
Ross sold it at the same London auction house for 
30,000 gns. Janet BROOKE, Discerning Tastes: 
Montreal Collectors 1880-1920, (Montreal: The 
Montreal Museum of Fine Arts, 1989), Plate 57, 156. 

3 The painting of Port Ruysdael, in the Sir 
George Drummond collection from c.1901 to 1919, 
sold at Christie, Manson & Woods in 1863 for 
£1,995 and just before it entered the Drummond 
collection, in 1899, it was auctioned again at Chris
tie's for £5,040. When the Drummond estate sold it 
at Christie's in 1919 it went for £6,720. Montreal 
Collectors, Plate 58, 157. 

4 By 1888, the date of this article, the Symbolist 
movement in France was well underway, sounding 
the depths of the modern psyche. This new move
ment struck a resounding blow to the moral and 
anecdotal art associated with Ruskin's Modern 
Painters and late Victorian painting in general. 

5 Corot's Vue de Chateau-Thierry (c.1856-63), 
Robaut 1020, and Chateau Thierry, Robaut 1287, 
both general views of the town from different van
tage points, are reproduced in Julius MEIER-GRAEFE, 
Corot, (Berlin: B. Cassirer und Klinkhardt & Bier
mann, 1930), plates LXXIX and XCv. 

6 Alien STALEY, The Pre-Raphaelite Land-
scape (Oxford: Clarendon Press, 1973),57. 

7 John RUSKIN, Works, XXIX (London: 
Alien, 1903-12), 161. 
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LH Maitres de: la colle:e:tion 
Power Corporation du Canada 1850-1950 
tUIe: de: Laurie:r LACROIX 
nO(6 de Dldler PRlOUL et 
Joanne CHAGNON 
Musie du ~mlna!re de Quebec. 1989 
1t4 pp., 73 111. couleur, 13 nIb, 19.95 S 

On connait I'impo"ancc: touJours grandlssante 
de I'investissement que les entreprises cana
dlennes et quebecOlses consacn:nt a la culture. 
L'arr devient dans blen d6 cas un «etendard ~. 

Piusieurs colleaionS d'a" ont acquis une cer
[alne vlsiblhti en s'associant a d6 mstltutlOns 
cultun:l1es. Ces demu~~n:$ cautlOnnc:n[ amsl la 
valeur de la collection et partlclpc:nt a la ripu· 
lauon de «connaisseurs_ des enteeprtses 
concemm. 

Heureustment, ces colluuons, pour beau
coup, font I'oblet d'un mleret qUI n'est pas que 
financier. Elles se dc::veioppenl en raison du 
gout de ceux qui la gcrcnt. Chaquc: e:ntreprise 

qui collullonne pose ses crithes et defimt 5C:S 
limites. Les col1ections sont des cegroupements 
d'obJets dont I'umte devient, en qudque sorte, 
I'image de leur proprietalre. 

11 est heureux de conSI.ater que cwe C::nergle 
diployee par nos financiers et nos mdustrids 
I'est SQuvent pour I'a" d'id. Les enmprises 
trouvent ct"amement dans 1'3" canadlen une 
identlle et une difference a part.ager. 

La Power Corporation du Canada ne fait 
pas exception. Sa collection possedail deja une 
grande reputation, blen que ce soit la premiere 
fOlS qu'elle fasse l'obJet d'une exposition. 
Comme beaucoup d'autr6 au pays, die se 
compose essc:nueilement d'oeuvres d'anistes 
canadlens ayan! prodult sunout avant la 
seconde mOltle du XX' sl~de. DI50ns-le lOut 
de SUite, la collection de la Power Corporation 
du Canada n'CSt pa.s de ceU6 qui eronnent par 
leur audace. Le COnstrvatisme y regne et ItS 
valeurs slIres de notce patrlmome s'y rc:trOu
vent abondamment; Kneghoff, Clarence 
Gagnon, le Groupc: des Sept, elc. 

D3ns le cadre: de .Symphonie Visuetle l_, le 
Mush du semma,re propose de montcer au 
public des oeuvres appartenam a des collec
nons d'entreprisc:s. Apres Lavalm et Alean, le 
Musie nous propose de leter un rtg3rd sur une 
autre: grande collection queb&:olse. Cene nou
velle exposition s'm[l(ule us Moirr~s de 10 col
lectIOn Power Corporotion du Canodo 1850-
1950 et un c3talogue documentt: I'tvinemenr. 

L'exposlUon et le catalogue om It: memt: de 
prisemer aux amateurs d'an un ensemble 
d'l%uvres select,onnm, produites entre 1850 el 
1950, qUI ne 50nl que rarement accessibles au 
grand publiC. lis ",eulent aussi, comme on 
I'mdlque a plusleurs repnses dans la publica
tion, rendre hommage a M. Paul Desmaral§, 
mailre d'oeuvre de ce riche ensemble. Malheu· 
reusement, les choses ne se presentc:nt pas 
comme on I'auralt souhaire. 11 est Indeniable 
qut: le merite de celtt: collection revienl a 
M. Desmarals donI I'interct pour I'art est bien 



connu. Le catalogue n'est pas in utile it celui 
qui cherche quelques informations d'ordre 
historique. Toutefois, celui qui y cherche un 
historique de la collection, une analyse serieuse 
de ce qui la constitue, ou encore une reflexion 
sur ce qui semble se presenter comme une 
collection d'entreprise exemplaire ne manquera 
pas d'etre quelque peu perplexe. 

Un texte fait office de critique historique et 
d'introduction. 11 est signe Laurier Lacroix. 
L'entree en matiere se lit ainsi: «Ne disposant 
pas de toutes les informations necessaires pour 
traiter de la question la plus pertinente ici, qui 
serait de savoir comment ces tableaux realises 
par des dizaines d'artistes [ ... J aident it con
stituer une partie de l'identite de la personne 
morale qui les a reunis, je voudrais explorer un 
autre aspect ... 2". 

Cet autre aspect, c'est celui du paysage, 
comme l'indique le titre de son texte: «Le lieu 
de la peinture de paysage au Canada». Ce titre 
est bien choisi car, comme l'explique l'auteur: 
«La collection dont il est question dans ce 
catalogue regroupe principalement des ta
bleaux. Parmi les soixante-huit toiles et des sins 
seIectionnes, on retrouve trois natures mortes, 
six tableaux representant des personnages et 
deux abstractions. Les cinquante-sept autres 
ceuvres ont comme sujet principal le paysage3». 

La question que pose M. Lacroix sur la 
place du paysage dans l'art canadien est 
evidemment fort pertinente dans le contexte de 
l'exposition, de meme que dans celui de notre 
histoire. Mais si elle interroge un corpus par
ticulier it partir de parametres generaux, elle 
delaisse trop rapidement l'interet que le lecteur 
pourrait porter it l'histoire singuliere et dis
tincte de la collection elle-meme, ou de celui 
qui l'a constituee. L'auteur reserve un seul 
paragraphe it l'histoire et it l'aventure d'une 
telle collection. 

Malgre cette «petite» deception, le lecteur 
trouvera dans le texte de Laurier Lacroix une 
reflexion interessante autour des questions 
suivantes: it quels signes pe ut-on reconnaitre 

un paysage canadien? Qu'est-ce qui a pu inci
ter tant d'artistes it vouloir s'identifier ainsi it 
leur environnement naturel ou construit? Le 
grand interet de ce texte n'est pas de donner 
une reponse definitive, ni de situer la peinture 
de paysage dans un contexte socio-historique 
immuable. 11 est plut6t d'avoir inscrit le pay
sage au cceur d'une question generale sur une 
certaine pratique de la peinture au Canada, 
comme si sa place, bien que visiblement impor
tante, se percevait davantage dans la realite 
historique complexe qui n'a rien de definitif ni 
de fixe. Le paysage se revele etre une donnee 
qui se deplace et qui traverse, avec l'histoire et 
it travers les ceuvres, des conditions semanti
ques et esthetiques qui facilitent plus ou moins 
ce deplacement. La reflexion de M. Lacroix se 
poursuit donc jusqu'it no us et va jusqu'it ques
tionner ce type de representation dans les 
conditions actuelles de production artistique. 
11 termine ainsi: «L'ceuvre d'art ne cherche plus 
a integrer le paysage mais plut6t it s'y inserer, 
nous amen ant it repenser notre rapport avec la 
nature dans son etat actue14». 

Apres cette reflexion, le regard porte sur les 
ceuvres n'est plus celui de l'amateur curieux 
qui cherche it savoir ou et comment M. Desma
rais a constitue sa collection. Le visiteur, 
comme le lecteur, regarde alors les ceuvres 
comme des objets autonomes dont la parente 
de sujet indique davantage une problematique 
autour de l'objet de la representation. Ceci 
nous eloigne it la fois des conditions socio
economiques qui ont permis la constitution de 
la collection de la Power Corporation de meme 
que des considerations purement subjectives de 
celui qui en est le maitre. 

Le catalogue reproduit chacune des ceuvres 
presentees lors de l'exposition; toutes font 
l'objet d'un commentaire et d'un historique, 
parfois un peu court compte tenu de l'age des 
tableaux. Une ceuvre de James Wilson Morrice 
(Effet de neige, Montreal de 1906), non expo
see, est egalement reproduite en couleurs. La 
qualite des reproductions est plut6t satisfai-
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sante, remarquons-Ie. Didier Prioul a redige les 
notes concern ant les peintures et les dessins 
alors que Joanne Chagnon s'est chargee de la 
section sculpture. 

Si l'historique est court et peut laisser sur 
sa faim celui ou celle qui s'interesse davantage 
aux details, le commentaire n'est souvent pas 
beaucoup plus etoffe. Prenons par exemple ce 
curieux tableau de Pellan date de 1941 et 
intitule Maisons de Charlevoix (cat. nO 50). 
Bien que ce tableau puisse trouver sa place 
dans une telle collection, son caractere plutot 
conventionnel etonne. A ce propos, Guy 
Robert ecrivait que «certains en ont voulu a 
Pellan de ces portraits et pays ages de 1941, 
ramenes de longues vacances dans le comte de 
Charlevoixs». Ce «missing link», comme le 
nomme Robert, fait l'objet d'une bien petite 
notice pour une reuvre aussi singuliere, d'au
tant plus qu'une autre peinture de Pellan, datee 
de 1940 et beaucoup plus caracteristique du 
modernisme qu'on lui connait, est egalement 
incluse dans l'exposition. Pellan est donc 
represente ici par deux reuvres tres differentes 
dont la seconde, Fruits sur draperie bleue (cat. 
nO 49), est anterieure a la premiere et apparait 
pourtant plus audacieuse. Qu'est-ce donc qui 
explique cette «difference» ? La curiosite nous 
poussera a chercher ailleurs une reponse ou a 
no us contenter de l'explication de l'artiste qui 
voulait ainsi montrer « ... aux gens qu'il [luiJ 
etait egalement possible de faire de la peinture 
realiste, operer une sorte de rapproche
ment ... 6». On devra peut-hre accuser le man
que de temps pour justifier cette recherche qui 
aurait avantage a etre reprise «dans des condi
tions plus scientifiques» pour reprendre l'ex
pression de M. PriouF. 

Quant au choix des artistes et des reuvres, 
il ne peut que nous confronter au titre de 
l'exposition. Il n'est pas surprenant de retrou
ver sous le vocable de «maitres» quelques 
grands noms de l'art canadien comme Mor
rice, Borduas, Pellan ou encore Cullen et les 
artistes du Groupe des Sept. Mais que dire de 
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Robert Wakeham Pilot, Albert Henry Robin
son ou Adolph Vogt? Il y a quelques inclusions 
ici qui nous laissent deviner une liberte d'utili
sation du terme «martres», ce qui a peut-etre 
l'avantage de nous presenter un apen;:u plus 
varie d'reuvres tirees de la collection, mais qui a 
aussi pour effet d'elever pompeusement quelques 
artistes a un rang qu'ils n'ont jamais occupe. 

Nous avons indirectement trouve quelques 
reponses aux questions qui nous ont pousse a 
no us pencher sur ce catalogue, comme le sou
haitait M. Lacroix8, mais d'autres restent ou
vertes. Celles surtout qui concernent l'associa
tion, interessee disons-le, entre corporations et 
institutions culturelles. M. Jean-Marie Poitras, 
president de la Societe du Musee du Seminaire 
de Quebec, ecrit dans son avant-propos: 

Si elles [des reuvres peu connues de gran
des entreprises canadiennesJ s'inscrivent 
comme des evenements majeurs dans le 
domaine artistique, elles servent aussi 
a etablir une collaboration entre les ins
titutions culturelles et les compagnies 
privees, souvent sol1icitees pour leur 
concours financier. Ces interventions 
fournissent d'ailleurs au milieu culturel 
l'appui indispensable a la realisation de 
ses objectifs9. 

Avons-nous affaire ici a un echange de servi
ces? Est-il necessaire de monter une exposition 
dont l'objectif semble etre davantage la glo
rification de la collection Power Corporation 
plutot qu'une interrogation sur un corpus 
particulier? Si M. Lacroix releve la question du 
paysage, c'est qu'il n'etait pas possible d'elabo
rer sur l'interet premier d'une telle collection, 
soit la personne morale qui a reuni les 
reuvres lO • Et rappellons que la problematique 
du paysage s'ouvrait ici a l'art canadien dans 
son ensemble et delaissait quelque peu les 
reuvres exposees. Les financiers n'ont-ils d'au
tre inter et ici que de redorer leur blason en 
montrant leur riches se et leur bon gout? Les 
musees sont-ils si dependants des corporations 
privees et de leur soutien qu'ils n'osent pas 



garder de distance critique par rapport a un 
corpus d'ceuvres qu'on leur offre «genereuse
ment" d'exposer? N'est-il pas trap simple, 
pour une institution muse ale, de faire un choix 
d'ceuvres, de les placer sous un titre racoleur 
et de cautionner la valeur (qui augmentera) de 
ces ceuvres? Et le public n'a-t-il d'autre interet 
dans l'art que d'admirer des tableaux rarement 
exposes, sans trop se poser de questions? Voila 
quelques idees qui restent a debattre apres 
avoir vu cette exposition. Les priorites de~ 
differents intervenants du milieu artistique 
(musees, commanditaires, amateurs) ne sont 
visiblement pas les memes. Malheureusement, 
il ressort de cette presentation qu'un man que 
de temps, de ressources et de moyens ont 
hypotheque la recherche au profit d'un joli 
catalogue couleur sur papier glace, document 
qui restera pour faire foi de l'importance de 
l'evenement. Mais, si la collection et le catalo
gue qui l'illustre font preuve de traditionna
lisme, disons que c'est dans le sens Oll l'enten
dait Maurice Gagnon: «est traditionnel celui 
qui se souvient, aime et respecte le passe ... ll ". 

FRAN<;:OIS mON 
Etudiant de 2e cycle 
Etudes en arts 
Universite du Quebec a Montreal 

Notes 

"Symphonie Visuelle» faisait partie de la 
campagne annuelle de financement de 1987 a 1989 
et presentait la collection d'un des principaux com
manditaires prives. Ce programme a ete abandonne 
et seule Power Corporation a eu droit a un catalogue 

2 Laurier LACROIX, Didier PRIOUL et Joanne 
CHAGNON, Les Maitres canadiens de la collection 
Power Corporation du Canada 1850-1950, Quebec, 
Musee du Quebec, 1989, p.XXI. 

3 ibid., p.XXI. 

4 ibid., p.XXVII. 

5 Guy ROBERT, Pel/an, sa vie son amvre, 
Montreal, Edition du centre de psychologie et de 
pedagogie, 1963, p.38. 

6 LACROIX, Les Maitres de la collection ... , 
p.75. 

7 Ibid., p.4. 

8 Ibid., p.XXI. 

9 Ibid., p.XII. 

10 Ibid., p.XXI. 

11 Maurice GAGNON, Peinture canadienne, 
Montreal, Societe des Editions Pascal, 1945, p.70. 

97 



Publications recentes en art canadien 

Recent Publications on Canadian Art (1987-1989) 

ADAMS, R., The Life and Work of Alexander 
Bercovitch, Artist, Montreal, Editions Marlowe, 
1988,134 p. 

AINSLIE, P., Cecil BulIer: Modernist Printmaker / 
graveur moderniste, Calgary, Alta, Glenbow 
Museum, 1989,72 p. 

AINSLIE, P., CRAN, C., The Vibrant Art of Gladys 
Johnston, Calgary, Alta, Glenbow Museum, 1988, 
32 p. 

ALEXANDER, v., PRINGLE, A., LEBREDT, G., 
The Architecture Series: Murray MacDonald, 
Alexander Pills, Larry Richards, Toronto, The Power 
Plant, 1989,32 p. 

ALLODI, M., TOVELL, R.L., An Engraver's 
Pilgrimage: James Smillie in Quebec, 1821-1830, 
Toronto, Royal Ontario Museum, 1989, 139 p. 

ALLOUCHERIE, J., THIBODEAU, P., Seduction(s) 
de paysages: Nice, Matane, Vancouver, Matane, Qc, 
Galerie d'art de Matane, 1987,59 p. 

ARBOUR, R.-M., CARANI, M., PAQUIN, N., 
Creation/Femmes, Quebec, Centre de diffusion en 
arts visuels de Quebec, 1989,52 p. 

ATELIER DE GRAVURE DE LAVAL, Happening de 
la gravure, Laval, Qc, l'Atelier, 1988,52 p. 

ATELIER LES MILLE-FEUILLES, Les grands 
formats, Rouyn-Noranda, Qc, l'Atelier, 1987,57 p. 

AYOT, P., FORCIER, M., LUPIEN, J., GILBERT, 
J.-P., et ai, Le monde selon Graff, 1966-1986, 
Montreal, Editions Graff, 1987, 632 p. 

BAERT, R., McGILL BALFOUR, B., GREENBERG, 
R., et aI, Critical Paths, Montreal, Permanent 
Review Committee on the Status of Women, Faculty 
of Fine Arts, Concordia University, 1988,59 p. 

BAERT, R., Enchantment/Disturbance, Toronto, 
The Power Plant, 1988,48 p. 

BAILEY, w.J., TOOP, E.R., Canadian Military Post 
Offices to 1986, Toronto, Unitrade Press, 1987, 
100 p. 

BEAULIEU, N., ROSSHANDLER, L., et ai, Plate
forme 87: les foufounes electriques mises a jour: 
28 toiles par 28 artistes de Montreal, Montreal, 
Galerie des arts Lavalin, 1987,36 p. 

BELAND, M., PORTER, J.R. (dir.), Marius Bar
beau et l'art au Quebec, Quebec, CELAT, 1988, 
135 p. 

98 

BELISLE, J., LANDRY, P., Ewen, Gagnon, Gaucher, 
Hurtubise, McEwen: apropos d'une peinture des 
annees soixante, Montreal, Musee d'art contempo
rain, 1988,44 p. 

BELISLE,J., GODMER, G., Les temps chauds, 
Montreal, Musee d'art contemporain, 1988,72 p. 

BELL, M., Pictorial Incidents: The Photography of 
William Gordon Shields, Kingston, Agnes Ethering
ton Art Centre, 1989,80 p. 

BELLEMARE, R., SCHAER, R., CAMPBELL, J.D., 
et aI, Stations, Montreal, Centre international d'art 
contemporain de Montreal, 1988,207 p. 

BERGERON, c., Architecture du xxe siec1e au 
Quebec, Montreal, Editions du Meridien; Quebec, 
Musee de la civilisation, 1989,271 p. 

BERNARD, L., et ai, Accents de la Collection 
Lavalin/ Accent on the Lavalin Collection, Mont
real, Galerie des arts Lavalin, 1987,54 p. 

BERUBE, c., Chapelles et autels de la Basillque 
Ste-Anne-de-Beaupre, Ste-Anne-de-Beaupre, Qc, 
s.n., 1988, 134 p. 

BILASH, R., WILBERG, B., et aI, Tkanyna: An 
Exhibit of Ukrainian Weaving, Edmonton, Cana
dian Institute of Ukrainian Studies and Friends of 
the Ukrainian Village Society, 1988,63 p. 

BINGHAM, N.R., A Study of the Church Buildings 
in Manitoba of the Congregational, Methodist, 
Presbyterian and United Churches of Canada, 
Winnipeg, Manitoba Culture, Heritage and Recrea
tion, Historic Resources, 1987,289 p. 

BIRON, N., Paroles de I'art, Montreal, Quebec/ 
Amerique, 1988, 626 p. 

BLAU, E., KAUFMAN, E., eds.; EVANS, R., et ai, 
Architecture and Its Image: Four Centuries of 
Architectural Representation: Works from the 
Collection of the Canadian Centre for Architecture, 
Montreal, Canadian Centre for Architecture, 1989, 
369 p. 

BLAU, E., KAUFMAN, E., eds.; EVANS, R., et ai, 
e architecture et son image: quatre siecies de 
representation architecturale: u:uvres tirees des 
collections'du Centre Canadien d' Architecture, 
Montreal, Centre Canadien d'Architecture, 1989, 
369 p. 



BLODGETI, J., et ai, The McMichael Canadian Art 
Collection, Kleinberg, Ont., McMichael Canadian 
Art Collection; Toronto, McGraw-Hill Ryerson, 
1989,175 p. 

BLODGETI, J., et ai, La Collection McMichael 
d'art canadien, Kleinberg, Ont., Collection 
McMichael d'art canadien; Toronto, McGraw-Hill 
Ryerson, 1989, 175 p. 

BLUMENSON, ].].G., Ontario Architecture: A 
Guide to Styles and Building Terms (1784-1984), 
Markham, Ont., Fitzhenry & Whiteside, 1989, 
255 p. 

BODDY, T., ed., The Architecture of Douglas 
Cardinal, Edmonton, NeWest Publishers, 1989, 
160 p. 

BOGARDI, G., Liliana Berezowsky, Montreal, 
Saidye Bronfman Centre/Centre Saidye Bronfman, 
1989,48 p. 

BOGUSKY, A., Equivalent Worlds: The Figurative 
Paintings ofJohn Clark 1979-1988, Windsor, Art 
Gallery of Windsor, 1988,40 p. 

BOISSAY, R., Clarence Gagnon, LaPrairie, Qc, 
Editions M. Broquet, 1988,201 p. (Separate English 
version). 

BORCOMAN, J., et ai, Karsh: The Art of the 
Portrait, Ottawa, National Gallery of Canada, 
1989,176 p. 

BORCOMAN, J., et ai, Karsh: ~art du portrait, 
Ottawa, Musee des beaux-arts du Canada, 1989, 
176 p. 

BOULIZON, G., DAIGLE, Y., BOST, A.-M., 
Naifs ... ces peintres du Quebec et de I' Acadie?, 
Saint-Laurent, Qc, Editions du Trecarre, 1989, 166 p. 

BOURASSA, A.-G., FISETIE,]., LAPOINTE, G., 
Paul-Emile Borduas, Ecrits I, Montreal, Presses de 
l'Universite de Montreal, 1987, 694 p. 

BOURASSA, A.-G., LAPOINTE, G., BORDUAS, 
P.-E., Refus global et ses environs: 1948-1988, 
Montreal, Bibliotheque nationale du Quebec, 1988, 
184 p. 

BOYANOSKI, c., Permeable Border: Art of 
Canada and the United States 1920-1940, Toronto, 
Art Gallery of Ontario, 1989, 70 p. 

BOYANOSKI, c., The 1950s: Works on Paper, 
Toronto, Art Gallery of Ontario/Musee des beaux
arts de I'Ontario, 1988,48 p. 

BRASSARD, A., et ai, Des territoires, Riviere-du
Loup, Qc, Au bout de la 20, 1988,32 p. 

BRAULT, L., Les liens entre deux villes: les ponts 
historiques entre Ottawa et Hull, Hull, Ville de Hull 
et City of Ottawa, 1989,52 p. 

BRAULT, L., Links between Two Cities: Historic 
Bridges between Ottawa and Hull, Hull, Ville de 
Hull and City of Ottawa, 1989,50 p. 

BROOKE,].M., Discerning Tastes: Montreal 
Collectors 1880-1920, Montreal, Montreal 
Museum of Fine Arts, 1989,254 p. 

BROOKE, ].M., Le gout de l'art: les collectionneurs 
montrealais 1880-1920, Montreal, Musee des 
beaux-arts de Montreal, 1989,254 p. 

BRUENS, L., 52 couleurs du Quebec - cinquante
deux peintres, Montreal, Editions La Palette, 1987, 
237 p. 

BRUNET-WEINMANN, M., Louis ]aque, 
LaPrairie, Qc, Editions M. Broquet, 1989, 108 p. 

BRUNET-WEINMANN, M., MOHLECK, G., 
Medium: photocopie: copigraphie canadienne et 
allemande, Montreal, Editions de la Nouvelle Barre 
du jour, 1987, 144 p. 

BUREAU OF ARCHITECTURE AND URBANISM, 
Toronto Modem: Architecture 1945-1965: 
Catalogue of the Exhibition with Critical Essays, 
Toronto, Coach House Press, 1987,93 p. 

BURNETI, D., Cineplex Odeon, the First Ten 
Years: A Celebration of Contemporary Canadian 
Art, Toronto, Cineplex Odeon Corporation, 1989, 
126p. 

BURNETI, D., Jeremy Smith, Kitchener, Ont., 
Kitchener-Waterloo Art Gallery; Toronto, Dundurn 
Press, 1988,95 p. 

BURNETI, D., Jack Chambers Retrospective, 
London, Ont., London Regional Art Gallery, 1988, 
52 p. 

BUTLER, M., MOHABEER, M., DALE, D., et ai, 
Locations: Feminism, Art, Racism, Region: Writ
ings and Art Works/Sites: feminisme, art, racisme, 
region: ecrits et reuvres d'art, Toronto, Women's Art 
Resource Centre, 1989,45 p. 

BUTIERFIELD, D.K., Architectural Heritage: 
The Selkirk and District Planning Area, Winnipeg, 
Manitoba Culture, Heritage and Recreation, 
Historic Resources, 1988,204 p. 

99 



CAISERMAN-ROTH, G., LACH, E, Ghitta 
C:rlserman-Roth: Drawings and Paintings! des sins 
et peintures, Montreal, Derek Hart, 1988,55 p. 

CAMERON, c., Charles Baillairge: Architect & 
Engineer, Montreal, McGill-Queen's University 
Press, 1989,228 p. 

CAMPBELL, J.D., Parmenidean Puzzles: Paradox 
and Discovery in the Paintings of Charles Gagnon, 
Montreal, Galerie Rene Blouin, 1989, 133 p. 

CAMPBELL, J.D., The Asymmetric Vision: Philo
sophical Intuition and Original Experience in the 
Art of Yves Gaucher, Regina, Sask., Norman 
MacKenzie Art Gallery, 1989, 119 p. 

CAMPBELL, J.D., Peter Krausz: Sites, 1984-1989, 
Oshawa, Ont., Robert McLaughlin Gallery, 1989, 
72p. 

CAMPBELL, J.D., Startled Wonder: The Phenom
enascapes of Paterson Ewen, Toronto, Carmen 
Lamanna Gallery, 1989,59 p. 

CAMPBELL, J,D., Montreal on Paper, Part One! 
Montreal sur papier, premier volet, Montreal, 
Saidye Bronfman Centre/Centre Saidye Bronfman, 
1989,58 p. 

CAMPBELL, J.D., The Breath of the Void: Robert 
Savoie, Montreal, Galerie Ko-Zen, 1989,48 p. 

CAMPBELL, J.D., Thinking the Body: Ron Martin, 
Toronto, Carmen Lamanna Gallery, 1989,43 p. 

CAMPBELL, J .D., An Interpretive Paradigm: The 
Rayons and Sculptures of John Heward, Montreal, 
Dictions, 1988, 105 p. 

CAMPBELL, J,D., TOWNSEND, M., Sylvia Safdie, 
Montreal, Saidye Bronfman Centre/Centre Saidye 
Bronfman, 1987, 80 p. 

CANADIAN INDUSTRIES LIMITED, La Collec
tion C-I-L, North York, Ont., C-I-L, 1987, 32 p. 

CANADIAN INDUSTRIES LIMITED, The C-I-L 
Collection: On Tour since 1962, North York, Ont., 
C-I-L, 1987,32 p. 

CANADIAN INSTITUTE OF UKRAINIAN 
STUDIES, Historical Driving Tour: Ukrainian 
Churches in East Central Alberta, Edmonton, 
Canadian Institute of Ukrainian Studies; Alberta 
Culture and Multiculturalism, 1988,52 p. 

CAPITAL IMPROVEMENT DISTRICT COMMIS
SION (CIDC) AND THE PROVINCIAL CAPITAL 
COMMISSION (PCC), Thirty Years of Effort, 
1956-1986: Recording 30 Years of Amenity 
Enhancement in Victoria's Capital Region, Victoria, 
Provincial Capital Commission, 1987, 68 p. 

100 

CARANI, M., LABBE, M., GAGNON, c., Lieux! 
Parcours: Michel Labbe, Quebec, Michel Labbe, 
1988,75 p. 

CAREY, B., GUAY, 1., Kryn Taconis, Photojour
nalist!Kryn Taconis, photojoumaliste, Ottawa, 
National Archives of Canada/ Archives nationales 
du Canada, 1989, 146 p. 

CAVELL, E., REID, D., When Winter was King: 
The Image of Winter in 19th Century Canada, 
Banff, Alta, Altitude Pub. and Whyte Museum of the 
Canadian Rockies, 1988, 80 p. 

CAWKER, R., Viewpoints: One Hundred Years of 
Architecture in Ontario, 1889-1989: A Travelling 
Exhibition, Toronto, Ontario Association of 
Architects, 1989,97 p. 

CAWKER, R., BERNSTEIN, w., Contemporary 
Canadian Architecture: The Mainstream and 
Beyond, Markham, Ont., Fitzhenry & Whiteside, 
1988,216 p. 

CAWKER, R., BAIRD, G., KAPELOS, G., et ai, 
Toronto: le nouveau nouveau monde, Toronto, R. 
Cawker, 1987, 68 p. (texte francrais/English text). 

CENTRE SAIDYE BRONFMAN/SAIDYE 
BRONFMAN CENTRE, 1929-1989, retrospective! 
Retrospective H. Mayerovitch, Montreal, Centre 
Saidye Bronfman et Groupe Litho-graphique, 1989, 
64 p. 

CENTRE SAIDYE BRONFMAN /SAIDYE 
BRONFMAN CENTRE, Montreal, Berlin 88-89, 
Montreal, Lavalin, 1988,99 p. (texte francrais, 
anglais et allemand). 

CHARBONNEAU, J.-c., Domingue: intuition, 
clarte et couIeur, Pointe-Claire, Qc, Roussan, 1989, 
95 p. 

CHOUINARD, 1., Evolution historique de I'eglise 
de la Sainte-Famille a Boucherville, Montreal, 
ministere des Affaires culturelles du Quebec, 
Direction generale du patrimoine, 1988, 127 f. 

CLARK, J.E., STACEY, R.H., Frances Anne 
Hopkins, 1838-1919: Canadian Scenery ILe 
paysage canadien, Thunder Bay, Ont., Thunder Bay 
Art Gallery, 1989, 112 p. 

COCHRAN, B.R., Printmaking in Alberta, 1945-
1985, Edmonton, University of Alberta Press, 1989, 
173 p. 

COCHRANE, M., LEE, D., eds., Into the Night 
Life: Canadian Writers and Artists at Work, 
Toronto, Nightwood Editions, 1987, 152 p. 



COLEMAN, S., An Artist's Vision: Paintings, 
Drawings and Text, Vancouver, SummerWild 
Productions, 1989, 128 p. 

Colloque Situation de la sculpture dans I'environne
ment de I'habitat quotidien: actes du colloque, 
Maison des arts de Laval, 8 avri11989, Laval, Qc, 
Atelier 213,1989,34 f. 

COMMUNAUTE URBAINE DE MONTREAL, 
Architecture domestique I: les residences, Montreal, 
Service de la planification du territoire, 1987, 872 p. 

COOK, c.w., Inuit Sculpture in the Collection of 
the Art Gallery of York University, Toronto, York 
University Art Gallery, 1988, 87 p. 

COUELLE,j., NADEAU-SAUMIER, M., Un 
dessinateur, Louis Muhlstock, the draughtsman, 
Montreal, Centre Saidye Bronfman/Saidye 
Bronfman Centre, 1989,95 p. 

COURTEMANCHE, G., VIA RAIL CANADA, 
Trente artistes dans un train, Montreal, Art Global, 
1989,153 p. 

CRAFTS GUILD OF MANITOBA, In Praise of 
Crafts 1988/Louange aux metiers d'art 1988, 
Winnipeg, Winnipeg Art Gallery, 1988,84 p. 

CREATES, M., City & Sea, St. john's, Nfld., Art 
Gallery of Memorial University, 1989,48 p. 

CREATES, M., Souvenir/Memory, Ottawa, Council 
for the Arts in Ottawa/Conseil des Arts d'Ottawa, 
1987,56 p. 

CROSSMAN, K., A Study of Anglican Church 
Buildings in Manitoba, Winnipeg, Manitoba 
Culture, Heritage and Recreation, Historic Re
sources, 1989, 177 p. 

CROSSMAN, K., Architecture in Crisis: Themes in 
Canadian Architecture 1885-1906, Kingston, Ont., 
McGiIl-Queens University Press, 1987,272 p. 

CROSSMAN, K., Architecture in Transition: From 
Art to Practice, 1885-1906, Kingston, Ont., McGill
Queens University Press, 1987, 193 p. 

CRUICKSHANK, T., Port Hope: A Treasury of 
Early Homes, Port Hope, Ont., Bluestone House, 
1987,135 p. 

CRUISE, S., Maintenance in the Year of -, Toronto, 
Coach House Press, 1987, 101 p. 

CUMMING, G.E., Living Impressions: Contempo
rary Canadian Graphics from the Permanent 
Collection of the Art Gallery of Hamilton, Hamil
ton, Ont., Art Gallery of Hamilton, 1989,92 p. 

DAIGNEAULT, G., TOUPIN, G., SAINT-MARTIN, 
E, et ai, Cart au Quebec depuis Pellan: une histoire 
des prix Borduas, Quebec, Musee du Quebec, 1988, 
93 p. 

DAIGNEAULT, G., Sullivan/Moore, 1984-1989, 
Rimouski, Qc, Musee regional de Rimouski, 1989, 
44 p. 

DANGELMAIER, R., Pioneer Buildings of British 
Columbia, Madeira Park, B.C., Harbour, 1989, 
160 p. 

DANSON, A., FULFORD, R., SUTNIK, M.-M., 
Unofficial Portraits: Canadian Politicians Photo
graphed by Themselves, Toronto, Doubleday 
Canada and the Art Gallery of York University, 
1987,173 p. 

D'ARCY, H., TRUDEL, c., Bourse Ivanhoe Fortier, 
Montreal, Confi-d-arts, Universite du Quebec a 
Montreal et Yves Millet, 1987,54 p. 

DAVIS, A., Marcel Barbeau: Works from 1957-
1989: Exhibition May 6-27, 198910euvres de 
1957-1989: exposition le 6-27 mai, 1989, Toronto, 
Kaspar Gallery, 1989,44 p. 

DAVIS, j., Halifax Faces, Halifax, Caf'e Books, 
1989,80 p. 

DAVISON, 1., Mowry Baden, Sculpture, Calgary, 
Alta, Alberta College of Art Gallery, 1989,43 p. 

DAVISON, 1., Profiles of a Heritage: Images of 
Wildlife by British Columbia Artists, Victoria, 
Centennial Wildlife Society of British Columbia, 
1987,80 p. 

DAY, P., LEWlS, 1., Art in Everyday Life: Observa
tions on Contemporary Canadian Design, Toronto, 
Summerhill Press and The Power Plant, 1988, 176 p. 

DeCOURSEY, E., KERR, D., RING, D., Saskatoon 
Imagined: Art and Architecture in the Wonder City, 
Saskatoon, Mendel Art Gallery, 1989, 64 p. 

DEDORA, B., COOK, R., With WK in the Work
shop: A Memoir ofWiIliam Kurelek, Stratford, 
Ont., Aya Press/Mercury Press, 1989,64 p. 

DELHAISE, j. and c., Cornerstones: Rural 
Churches of Southern Ontario, Erin, Om., Boston 
Mills Press, 1988, 106 p. 

DEMCHINSKY, B., Grassroots, Greystones & 
Glass Towers: Montreal Urban Issues and Architec
ture, Montreal, Vehicule Press, 1989,211 p. 

DENNISTON, S., SHAW, N., Hard to Read, 
Vancouver, Presentation House Gallery, 1988, 32 p. 

101 



DEROME, R., BOURASSA, P., CHAGNON, J., 
et ai, Dulongpre: de plus pres/Dulongpre: A Closer 
Look, Montreal, Musee McCord d'histoire cana
dienne/McCord Museum of Canadian History 
(en colI. avec l'Universite du Quebec a Montreal), 
1988,99 p. 

DEROUIN, R., ESCOBEDO, H., SALVAIL, R., 
et ai, J!esprit des lieux: Rene Derouin, Helen 
Escobedo, Lise Labrie, Reno Salvail, Rimouski, Qc, 
Musee regional de Rimouski, 1987, 81 p. 

DERY, L., Territoires d'artistes, paysages verticaux, 
Quebec, Musee du Quebec, 1989, 126 p.; disque 
laser et cahier, 32 p. 

DESJARDINS, B., Estampes 89: mutations, 
Montreal, Conseil quebecois de l'estampe, 1989, 
51 p. 

DESROSIERS, P., Pierre-Louis Desringuerre, 
1880-1937: les o::uvres vraies d'un artiste fictif, 
Laval, Qc, P. Desrosiers, 1988, 36 p. 

DESSUREAULT, P., METCALF, J., TAT A, S., 
TATA, SAM, The Tata Era/J!epoque Tata, Ottawa, 
Canadian Museum of Contemporary Photography I 
Musee canadien de la photographie contemporaine, 
1988,100 p. 

DICKSON, J., The Hospital for Wounded Angels, 
Toronto, Porcupine's Quill, 1987,95 p. 

DIKEAKOS, c., WALL, J., Ian Wallace: Selected 
Works, 1970-1987, Vancouver, Vancouver Art 
Gallery, 1988, 84 p. 

DOMPIERRE, L., Robert Fones: Selected Works, 
1979-1989, Toronto, The Power Plant, 1989,64 p. 

DONEGAN, R., Industrial Images/Images indus
trielles, Hamilton, Ont., Art Gallery of Hamilton, 
1987,143 p. (compte rendu/review, The Journal of 
Canadian Art Historyl Annales d'histoire de ['art 
canadien, Vo!. XlIII, 1989). 

DONEGAN, R., BROPHEY, J., KEITH, M., et ai, 
Industrial Impact: Various Points of View Collec
tively Developed through Artcite Inc., Windsor, 
Ont., Artcite, 1988,54 p. 

DUBE, M., Jean Paul Lemieux et le livre, Montreal, 
Art Global, 1988, 154 p. 

DUBE, R., TREMBLAY, E, Peindre un pays: 
Charlevoix et ses peintres populaires, LaPrairie, Qc, 
Editions M. Broquet, 1989, 160 p. 

DUFFEK, K., HILL, T., Beyond History, Vancouver, 
Vancouver Art Gallery, 1989, 63 p. 

102 

DUMOUCHEL, J., Albert Dumouchel, maitre 
graveur, LaPrairie, Qc, Editions M. Broquet, 1988, 
214 p. 
DUMOUCHEL, J., MYRE, R., VAILLANCOURT, 
A., Armand Vaillancourt, St-Jerome, Qc, Centre 
d'exposition du Vieux Palais, 1987, 37 p. 

DUNCAN, K.C., Northern Athapaskan Art: A 
Beadwork Tradition, Vancouver, Douglas & 
McIntyre, 1989,224 p. 

DUNNING, A., Billy Budd's Stammer: The Struc
ture of the New Defence, Banff, Alta., Waiter 
Phillips Gallery, 1988,400 p. 

DUPONT, A., BLANCHETTE, N., Decouvrez la 
collection d'o::uvres d'art de l'Union-vie, Drum
mondville, Qc, Galerie d'art du Centre culturel de 
Drummondville; Arthabaska, Qc, Impr. D'Artha
baska, 1989,66 p. 

DUVAL, P., Ken Danby: The New Decade, Don 
Mills, Ont., Stoddart, 1987, 196 p. 

ECKHARDT, E, ECKHARDT-GRAMATTE, S.c., 
The Eckhardts in Winnipeg: A Cultural Legacy, 
Winnipeg, Winnipeg Art Gallery, 1987, 108 p. 

EECLOO, R., WOLFF, H.L., Sans demarcation: A 
Cultural Exchange Project between Ontario and 
Quebec, Toronto, Visual Arts Ontario, 1987,36 p. 
(texte fran<;:ais/English text). 

EKOOMIAK, N., Arctic Memories, Toronto, NC 
Press, 1988, 32 p. 

ELLIOT, R.S., McNAIRN, A.D., Reflections of an 
Era: Portraits of 19th Century New Brunswick 
Ships / Reflets d'une epoque: portraits de navires du 
Nouveau-Brunswick au XIXe siecle, Saint John, 
New Brunswick Museum/Musee du Nouveau
Brunswick, 1987, 112 p. 

ENTREMONT, H.-B. d', Eglise Saint-Pierre de 
Pubnico-Ouest, Nouvelle-Ecosse, a l'occasion de son 
100ieme anniversaire, Pubnico-Ouest, N.E., H.-B. 
d'Entremont, 1988,91 p. 

ERICKSON, A., The Architecture of Arthur 
Erickson, Vancouver, Douglas & McIntyre, 1988, 
228 p. 

EVERGON, L.L., BELANGER, R., et ai, Le delire et 
l'instant: Evergon, Linda Lindroth, John Reuter: 
Polarolds, Hull, Qc, Axe Neo-7 art contemporain, 
1987,45 p. 

FALK, L., FISCHER, B., eds., The Event Horizon: 
Essays on Hope, Sexuality, Social Space and 
Media(tion) in Art, Toronto, Coach House Press and 
WaIter Phillips Gallery,J987, 345 p. 



FAUCHER, P., BIRON, N., MERCIER, S., et ai, De 
la colonne dans I'art contemporain, St-Jer6me, Qc, 
Centre d'exposition du Vieux Palais, 1988,53 p. 

FERGUSON, B., ADAMS, K., On Track: An 
Exhibition of Art in Technology JUne exposition de 
I'art a I'heure de la technologie, Calgary, Alta, 
Olympic Arts Festival/Festival olympique des arts, 
1988,38 p. 

FERGUSON, B., ADAMS, K., Rufdos do norte/ 
Northern Noises/Resonances boreales: 19th Sao 
Paulo International Biennial, 2.10.87-13.12.87: 
Kim Adams, Eleanor Bond, Roland Brener, Gene
vieve Cadieux, Wyn Geleynse, Barbara Steinman, 
Winnipeg, Winnipeg Art Gallery, 1987,52 p. 

FERGUSON, G., PAULSON, R., SCOTT, G., et ai, 
Marsden Hardey and Nova Scotia, Halifax, The Art 
Gallery, Mount Saint-Vincent University, 1987, 
183 p. 

FERNIE, L., TUER, D., SILVERA, M., et ai, Sight 
Specific: Lesbians and Representation, Toronto, 
A Space, 1988,55 p. 

FLATHER, A., ed., Surrey's Heritage: A Collection 
of Surrey's Historically Significant Buildings, Surrey, 
B.C., Corporation of the District of Surrey, 1989, 
55 p. 

FLEMING, M., ANDREWS, S., ARSENAULT, J., 
et ai, Young Contemporaries/Jeunes contemporains, 
London, Ont., London Regional Art Gallery, 1987, 
96p. 

FLEMING, M., LIPPARD, L., RABINOVITZ, L., 
Joyce Wieland, Toronto, Key Porter Books, 1987, 
192 p. 

FORAN, M., HOULTON, N., Roland Gissing: The 
People's Painter, Calgary, Alta, University of Calgary 
Press, 1988, 74 p. 

FOSTER, J., KANBARA, B., Shikata Ga Nai: 
Contemporary Art by Japanese Canadians, Hamil
ton, Ont., Hamilton Artists' Inc., 1988,48 p. 

FRAM, M., Well-Preserved: The Ontario Heritage 
Foundation's Manual of Principles and Practice for 
Architectural Conservation, Erin, Ont., Boston Mills 
Press, 1988,239 p. 

FRASER, M., PETEL, A., REGIMBALD, D., et ai, 
Interface 4, Montreal, Interface, 1987,32 p. 

FRASER, T., Artifact: Memory and Desire, Strat
ford, Ont., The Gallery/Stratford, 1989,40 p. 

FRASER, T., Caven Atkins: The Winnipeg Years, 
Windsor, Ont., Art Gallery of Windsor, 1987,40 p. 

FRY, J., Le Musee des traces d'Irene F. Whittome, 
Montreal, Editions P£lrachute, 1989,64 p. 

GAGNON, D., Riopelle, grandeur nature, 
Montreal, Fides, 1988,278 p. 

GAGNON, E-M., Paul-Emile Borduas, Montreal, 
Musee des beaux-arts de Montreal, 1988, 480 p. 

GAGNON, E-M., Paul-Emile Borduas, Montreal, 
Montreal Museum of Fine Arts, 1988,480 p. 

GAGNON, P., Une histoire de collections: dons 
1984-1989, Montreal, Musee d'art contemporain, 
1989,60 p. 

GAGNON-PRATTE, E, Maisons de campagne des 
Montrealais, 1892-1924: l'architecture des freres 
Maxwell, Montreal, Editions du Meridien, 1987, 
215 p. 

GASCON, E, Roland Brener, Michel Goulet: 
Canada XLIII Biennale di Venezia 1988, Montreal, 
Musee d'art contemporain, 1988,72 p. (texte 
fran"ais, anglais et italien). 

GAUTHIER, A., CLOUTIER, G., LAPOINTE, L., 
Decouvrir l'histoire par I' architecture: les elements 
d'architecture c1assique a Montreal, Montreal, 
Editions du Meridien, 1987,88 p. 

GAUTHIER, R., La tradition en architecture 
quebecoise: le XX· siecle, Montreal, Editions du 
Meridien, 1989, 104 p. 

GERIN, D., ST-GELAIS, T., Eau/ciel/terre: 
memoire superposee d'elements: exposition-installa
tion de Denyse Gerin, Montreal, Musee de Lachine, 
1989,38 p. 

GINGRAS, N., BELLAVANCE, G., COUSINEAU, 
P., et ai, Le mois de la photo a Montreal, Montreal, 
Vox Populi, 1989,210 p. 

GLADU, P., CHARTRAND, Y., Fecteau, LaPrairie, 
Qc, Editions M. Broquet, 1988, 106 p. 
(texte fran"ais/English text). 

GLADU, P., MESSIER, G., Ozias Leduc, LaPrairie, 
Qc, Editions M. Broquet, 1989, 103 p. 

GODMER, G., GUITET, J., CURZI, G., et ai, 
Suzelle Levasseur: peintures et dessins, 1980-1987, 
Montreal, Musee d'art contemporain, 1987,48 p. 

GOULD, T., Andrew Dutkewych, Hamilton, Ont., 
Art Gallery of Hamilton, 1989, 32 p. 

GOULD, T., LAMARCHE, L., ST-PIERRE, G., 
Michel Goulet, Montreal, Galerie Christiane 
Chassay, 1988,48 p. (texte fran"ais/English text). 

GRAVEL, L., Les reuvres d'Horatio Walker, 
Quebec, Musee du Quebec, 1987,52 p. 

103 



GREENFIELD, v., Anne-Marie Schmid Esler: 
Fourteen Years, Calgary, Alta, Alberta College of Art 
Gallery, 1987,40 p. 

GREGOR, H.E, MACH, A., The Fabric of my Life: 
Reflections of Helen Frances Gregor, Toronto, 
Dreadnaught, 1987, 59 p. 

GROLEAU, M., PRINGLE, A., Artis Factum: 
Michelle Heon, Isabelle Leduc, Gilles Morissette, 
St-Lambert, Qc, Musee Marsil, 1988,32 p. 

GROSMAN, P.-L., Figurative Force, Stratford, Ont., 
The Gallery I Stratford, 1988,32 p. 

GROVES, N.J., One Summer in Quebec: A.Y. 
Jackson in 1925: A Family View, Kapuskasing, 
Ont., Penumbra Press, 1988, 144 p. 

HAMEL, E, Guetteurs des saisons, Montreal, Fides, 
1988,315 p. 

HANNA, D., Don Carr: Better Living: A Survey of 
Works on Canvas and Paper, 1970-1987, Guelph, 
Ont., Macdonald Stewart Art Centre, 1988,40 p. 

HANNA, M., Evergon, 1971-1987, Ottawa, 
Canadian Museum of Contemporary Photography I 
Musee canadien de la photographie contemporaine, 
1988,74 p. (texte fran~ais IEnglish text). 

HARDING, K.S., et ai, Architecture fran~aise en 
Ontario: quatre exemples marquants de I'reuvre de 
nos premiers biitisseurs, Sudbury, Ont., Prise de 
parole, 1987, 107 p. 

HARPE, G., et ai, Time: A Collection of Prints, 
Kingston, Ont., Quarry Press, 1988,64 p. 

HARRISON, J.D., et ai, The Spirit Sings: Artistic 
Traditions of Canada's First Peoples, Toronto, 
McClelland & Stewart; Calgary, Alta, Glenbow 
Museum, 1987,264 p. 

HARRISON, J.D., et aI, Le souffle de l'esprit: 
coutumes et traditions chez les Indiens d' Amerique, 
Montreal, Quebecl Amerique, 1988,262 p. 

HARTMAN, J., Second Nature: An Exhibition of 
New Pastoral Art, Barrie, Ont., Barrie Gallery 
Project, 1988, 38 p. 

HEATH, T., Ivan Eyre: Personal Mythologies, 
Images of the Milieu 1 Ivan Eyre: mythologies 
personnelles, les images du milieu, Winnipeg, 
Winnipeg Art Gallery, 1988, 146 p. 

HENRY, v., Betty Davison: A Slice of Life, Ottawa, 
Ufundi Gallery, 1987,32 p. 

104 

HILL, c.c., LANDRY, P.B. (Eds), Canadian Art 
(Catalogue of the National Gallery of Canada, 
Volume Onel A-F), Ottawa, National Gallery of 
Canada, 1988,415 p. (compte rendulreview, The 
Journal of Canadian Art History I Annales d'histoire 
de l'art canadien, Vo!. XIII 1, 1989). 

HILL, c.c., LANDRY, P.B. (Ms), Art canadien 
(Catalogue du Musee des beaux-arts du Canada, 
volume premier I A-F), Ottawa, Musee des beaux
arts du Canada, 1988,415 p. (compte rendu/review, 
The Journal of Canadian Art History I Annales 
d'histoire de l'art canadien, Vo!. XIII 1, 1989). 

HOGBIN, S., ALGIE, J., THOMAS, P., et ai, 
Political Landscapes #1 : Canadian Artists Explor
ing Perceptions of the Land, Owen Sound, Ont., 
Tom Thomson Memorial Art Gallery, 1989,58 p. 

HOGBIN, S., Portfolio '87: The Painted Room, 
Owen Sound, Ont., Tom Thomson Memorial 
Gallery, 1987,32 p. 

HOLM, B., Spirit and Ancestor: A Century of 
North-west Coast Indian Art, Vancouver, Douglas 
& McIntyre, 1987,256 p. 

HOLMES, J., Patterns in Light: The John and Mary 
Yaremko Glass Collection, Toronto, Royal Ontario 
Museum, 1987,40 p. 

HORNYAK, J., Jennifer Hornyak at Nancy Poole's 
Studio: 16 Hazelton Ave., Toronto, May 30 to June 
11, Montreal, Galerie Claude Lafitte, 1987,40 p. , 
(Texte fran~ais/English text). 

HOUSTON, A., Inuit Art: An Anthology, Winnipeg, 
Watson & Dwyer, 1988, 128 p. 

HUBBARD, R.H., Ample Mansions: The Viceregal 
Residences of the Canadian Provinces, Ottawa, 
University of Ottawa Press, 1989,237 p. 

HURTIG, A., WALLACE, I., WATSON, S., et ai, 
Artropolis : Exhibition of Contemporary British 
Columbia Art, Vancouver, Artropolis, 1987, 132 p. 

HURTIG, A. D., GLOWEN, R. G;, Sawchuk: Yard 
Work, Vancouver, Western Front, 1988,32 p. 

HUTSALIUK, L., Kowal, A Retrospective of 
Paintings and Sculptures by Roman Kowal, Winni
peg, Ukrainian Cultural and Educational Centre 
Gallery, 1988, 32 p. (Ukrainian and English text) 

JACKSON, C.E., With Lens and Brush: Images of 
the Western Canadian Landscape, 1845-18901 
Objectif et coup de pinceau : pays ages de l'Ouest 
canadien de 1845-1890, Calgary, Alta, Glenbow 
Museum, 1989, 108 p. 



JACKSON, M.E., GRAB URN, N.H.H., NASBY, 
J.M., Contemporary Inuit Drawings, Guelph, Ont., 
Macdonald Stewart Art Centre, 1987, 118 p. 
(compte rendul review, The Journal of Canadian Art 
Historyl Annales d'histoire de ['art canadien, 
Vo!. XII/2, 1989). 

JOHNSTON, P.J., CHENIER, P.R.L., Index of 
Canadian Architect and Builder, 1888-1908/ Index 
du Canadian Architect and Builder, 1888-1908, 
Ottawa, Society for the Study of Architecture in 
Canada/Societe pour l'etude de l'architecture au 
Canada, 1987, 156 p. 

JOKINEN, E.P., Canadian Heritage Preservation, 
Edmonton, Lone Pine Pub., 1987, 158 p. 

JOLICOEUR, N., Charcot: deux concepts de 
-nature, Montreal, Artexte, 1988,96 p. 

JONAITIS, A., From the Land of the Totem Poles: 
The Northwest Coast Indian Art Collection at the 
Museum of Natural History, 1988, Vancouver, 
Douglas & McIntyre, 1988,269 p. 

JONES, D.L., CHOKO, M.H., Canadian Pacific 
Posters, 1883-1963, Montreal, Meridian Press, 
1988,186 p. 

JONES, D.L., CHOKO, M.H., Canadien Pacifique: 
affiches, 18B3-1963, Montreal, Meridian Press, 
198£,186 p. 

JOUVANCOURT, H. de, Francesco Iacurto, R.C.A., 
Montreal, Editions La Fregate; Quebec, Inter
Concept, 1988, 189 p. 

JOUVANCOURT, H. de, Paul Tex Lecor: une 
poesie de l'homme et de la nature/ A Poem on Man 
and Nature, Pointe-Claire, Qc, Roussan, 1988, 
160 p. 

JOUVANCOURT, H. de, Littorio Del Signore, 
Montreal, Editions La Fregate, 1988, 120 p. 
(Texte franc;:ais/English text) 

JOUVANCOURT, H. de, Roger Cantin, Montreal, 
Editions La Fregate, 1987, 118 p. 

KAARREMAA, M., Andre Berube, Street Photog
rapher, Nanaimo, B.C., Champ lain Publisher, 1989, 
51 leaves. 

KAZIS, R., AUGAITIS, D., SHERMAN, T., et ai, 
Siting Technology, Banff, Alta., Waiter Phillips 
Gallery, 1988,62 p. 

KENNEDY, A., The Perfect Fit: Creating Art for 
Specific Sites, Oakville, Ont., Oakville Galleries, 
1988,46 p. 

KING, T., Glass in Canada, Erin, Ont., Boston Mills 
Press, 1987, 300 p. 

KLEPAC, w., CAMPBELL, J.D., Ron Martin, 
1971-1981, Toronto, Art Gallery of Ontario/Musee 
des beaux-arts de l'Ontario, 1989, 124 p. 

KOZAK, 1., PRETE, A., T.K. Thomas, LaPrairie, 
Qc, Editions M. Broquet, 1987, 103 p. (texte 
franc;:ais/English text). 

KRUEGER, P., MARACLE, Y., ODE'MIN: 
Contemporary Native Art Crafts and Photography, 
Sudbury, Ont., Laurentian University Museum and 
Arts Centre/Musee et centre des arts de l'Universite 
Laurentienne, 1988,56 p. 

KRUEGER, P., Works from the McCuaig Collection 
in the Laurentian University Museum and Arts 
Centre, Sudbury, Ont., Laurentian University 
Museum and Arts Centre/Musee et centre des arts 
de l'Universite Laurentienne, 1987, 56 p. 

KURELEK, w., Someone with Me: The Autobiog
raphy ofWilliam Kurelek, Niagara Falls, Ont., 
Niagara Falls Art Gallery, Kurelek Collection, 1988, 
523 p. 

KURELEK, w., To My Father's Village: The Last 
Days and Drawings of WiIliam Kurelek, Montreal, 
Tundra Books, 1988,54 p. 

KUSPIT, D.B., Michael Hall: Mind to Matter: The 
Waltz Sculptures, Windsor, Ont., Art Gallery of 
Windsor, 1988,38 p. 

LACHAPELLE, L., WAUGH, T., Selection video/ 
Video Selection, Montreal, Le Videographe, 1989, 
88 p. 

LACROIX, L., SHAD BOLT,]., Irene Whittome: 
parcours dessine, hommage a Jack Shadbolt/Irene 
Whittome: Drawings, 1963-1988, A Tribute to Jack 
Shadbolt, Joliette, Qc, Musee d'art de Joliette, 1989, 
112 p. 

LAMB, R.]., The Canadian Art Club, 1907-1915, 
Edmonton, Edmonton Art Gallery, 1988,94 p. 
(texte franc;:ais/English text) (compte rendu/review, 
The Journal of Canadian Art Historyl Annales 
d'histoire de ['art canadien, Vo!. XII 1 & 2,1988). 

LAMB, R.J., The Arts in Canada during the Age of 
Laurier, Edmonton, University of Alberta and 
Edmonton Art Gallery, 1988,82 p. 

LANDRY, P.B., Form and Figure/La ligne du corps, 
Ottawa, National Gallery of Canada/Musee des 
beaux-arts du Canada, 1989,52 p. 

105 



LANGLOIS, M., PAQUIN, N., TRUDEL, S., 
Femmes de parole et ecologie (Art actuel-1988), 
Montreal, L'Association des femmes diplomees des 
universites (Montreal), 1988, 36 p. 

LAPLANTE, L., Dumas, Quebec, Galerie Madeleine 
Lacerte; Sainte-Foy, La Renaissance Inc., 1989, 79 p. 

LARIN, L.-H., Forets dans la ville, Montreal, 
Concert art-vie, 1988,44 p. 

LATRAVERSE, P., Ici-ailleurs-photographies de 
Jacques BembelPhotographs by Jacques Bembe, 
Rimouski, Qc, Editions Dubout-Duquai, 1987, 
40 p. 

LEACH, G., HUMBERT, G.J., Beedahbun: First 
Light of Dawn, North Bay, Ont., Tomiko Publica
tions, 1989, 98 p. 

LE COZ, Andre, La memoire de l'reil: 25 ans 
d'emotions sur les scenes du Quebec, Montreal, 
Editions Mille-iles/Levain, 1988,216 p. 

LEGENDRE, 0., Alfred Laliberte: sculpteur, 
Montreal, Les Editions du Boreal et Societe Radio
Canada, 1989,331 p. (compte rendu/review, The 
Journal of Canadian Art History I Annales d'histoire 
de l'art canadien, Vo!. XIII 1, 1989). 

Le GRIS, E, Suzanne Gauthier: figures nomades/ 
Suzanne Gauthier: Migrant Images, Saint-Boniface, 
Man., Editions Ink Inc., 1989,48 p. 

Le GRIS, E, Noir contre blanc: Fiore, dessins, 
1964-1989, Lachine, Qc, Impr. Aubry, 1989,46 p. 

LESSARD, D., TOURANGEAU, S., Performances 
+ artefacts, Longueuil, Qc, Galerie d'art du College 
Edouard-Montpetit, 1989, 32 p. 

LESSER, G., Ecole du meuble, 1930-1950: la 
decoration interieure et les arts decoratifs a Mont
real/Interior Design and Decorative Art in Mon
treal, Montreal, Chateau Dufresne, Musee des arts 
decoratifs de Montreal/Montreal Museum of 
Decorative Arts, 1989, 119 p. 

LETOCHA, L., POISSANT, L., Murs j!t murales, 
Saint-Laurent, Qc, Editions du Trecarre et Gra
phique H.!., 1988, 130 p. 

LEWIS, M., MARCHESSAULT, J., PAYNE, A., et ai, 
Public: Some Uncertain Signs, Toronto, Public 
Access Collective, 1988,90 p. 

LINDLAND, P., Celebration 1988/Celebration 
1988, Calgary, Alra, Petro-Canada Exhibition 
Gallery, 1988,47 p. 

106 

LOGAN, A.M., School's Out: A Pictorial History of 
Ontario's Converted Schoolhouses, Erin, Ont., 
Boston Mills Press, 1987, 84 p. 

LUPIEN, J., CAMPBELL, J.D., Murray Mac
Donald: Arcanum: Sculptures, 1981-1989, 
St-Lambert, Qc, Musee Marsil, 1989, 32 p. 

LUPIEN, J., WOLFE, R., FORCIER, M., Wolfe, 
Montreal, Editions Graff, 1989,34 p. 

LUSSIER, P., PULIN, c., Biennale du dessin, de 
l'estampe et du papier du Quebec 1989, Alma, Qc, 
Evenements majeurs en arts visuels du Quebec Inc., 
1989,112 p. 

LUSSIER, R., DUBOIS, P., Tenir l'image a distance, 
Montreal, Musee d'art contemporain, 1989, 77 p. 

MacDONALD, B.H., Now We See Through a Glass 
Darkly, or, Glass' the Only One Thing ... (to see) 
Clearly Through' : Research in the History of 
Canadian Glass, London, Ont., B.H. MacDonald, 
1987,38 p. 

MacDONALD, G.E, ALSFORD, S., A Museum for 
the Global Village: The Canadian Museum of 
Civilization, Ottawa, Canadian Museum of Civiliza
tion, 1989,250 p. 

MacDONALD, G.E, ALSFORD, S., Un musee pour 
le village global: Musee canadien des civilisations, 
Ottawa, Musee canadien des civilisations, 1989, 
250 p. 

MacDONALD, G.E, Chiefs of the Sea and Sky: 
Haida Heritage Sites of the Queen Charlotte Islands, 
Vancouver, University of British Columbia Press, 
1989,95 p. (Abridged version of: Haida Monumen
tal Art). 

MacDONALD, J.E.H., J.E.H. MacDonald: 
The Barbados Journal, 1932, Kapuskasing, Ont., 
Penumbra Press, 1989, 144 p. 

MacGREGO R, R., et ai, Canadian Art: Building a 
Heritage, Scar borough, Ont., Prentice-Hall Canada, 
1987,159 p. 

MacKAY, A., Survey Alberta 88, Calgary, Alra, 
Alberta College of Art Gallery, 1988, 67 p. 

MADILL, S. J.-R., Identity /Identities: An Explora
tion of the Concept of Female Identity in Contempo
rary Society, Winnipeg, Winnipeg Art Gallery, 1988, 
43 p. 

MAINPRIZE, G., Snakes in the Garden, Ottawa, 
Council for the Arts in Ottawa/Conseil des Arts 
d'Ottawa, 1988,72 p. 



MARTEL, R., RICHARD, A.-M., Immedia concer
to: performances, installations, arts media, Quebec, 
Inter; Ville-Vanier, Qc, Impr. Canada, 1989,99 p. 

MARTIN, D., I:estampe au Quebec, 1900-1950, 
Quebec, Musee du Quebec, 1988, 146 p. (compte 
rendul review, The Journal of Canadian Art History I 
Annales d'histoire de ['art canadien, Vo!. XII/2, 
1989). 

MARTIN, D., Portraits des heros de la Nouvelle
France: images d'un culte historique, LaSalle, Qc, 
Hurtubise, HMH, 1988, 176 p. 

MARTIN, D., PRADEAU, R., AUGER, P., Visions: 
estampes contemporaines au Quebec et en France, 
Quebec, Musee du Quebec, 1987, 82 p. 

MARTIN, G., Vrai culte public rendu it Dieu: 87 
objets Iiturgiques, Laval, Qc, G. Martin, 1987,95 p. 

MARZOLF, H., Scottie Wilson: The Canadian 
Drawings/Les dessins canadiens, Regina, Sask., 
Dunlop Art Gallery, 1989, 58 p. 

MATHIEU, P., POPULUS,J., WILLIAMS, G.]., et 
ai, 3< Bieunale nationale de ceramique/3rd National 
Biennial of Ceramics, Trois-Rivieres, Qc, Biennale 
nationale de ceramique, 1988, 96 p. 

McALEAR, D., LAVIOLETTE, M.-B., Drawing Out 
the Form: Lynda Gammon, Waiter May, Louise 
Noguchi, Edward Poitras, Calgary, Alta, The Nickle 
Arts Museum, 1988, 36 p. 

McBURNEY, M., BYERS, M., Tavern in the Town: 
Early Inns and Taverns of Ontario, Toronto, 
University of Toronto Press, 1987,336 p. 

McGRATH, ]., YANOVER, S., Temporal Icons, 
Toronto, Mercer Union; A.R.e., 1987,32 p. 

McKENDRY, B., A Dictionary of Folk Artists in 
Canada: From the 17th Century to the Present with 
Inclusions of Popular Portrait, Topographical 
Genre, Religious and Decorative Artists of the 17th, 
18th and 19th Centuries, Elginburg, Ont., Blake 
McKendry Limited, 1988, 187 p. 

M'CLOSKEY, K., MOREY, R., FIBRE: Tradition/ 
Transition: Historic Textiles from Essex and Kent 
Counties and Contemporary Canadian Quilts, 
Windsor, Art Gallery of Windsor, 1988,56 p. 

McMANN, E. de R., Montreal Museum of Fine 
Arts, Formerly Art Association of Montreal: Spring 
Exhibitions 1880-1970, Toronto, University of 
Toronto Press, 1988,417 p. 

McMASTER UNIVERSITY. ART GALLERY, The 
Art Collection of McMaster University: European, 
Canadian and American Paintings, Prints, Drawings 
and Sculpture, Hamilton, Ont., McMaster Univer
sity Press, 1987,328 p. 

MEIGS, M., La tete de Meduse, Montreal, VLB 
editeur, 1987,240 p. 

MERTINS, D., ed., Metropolitan Mutations: The 
Architecture of Emerging Public Spaces, Toronto, 
Little, Brown (Canada), 1989, 288 p. 

MESLEY, R.J., ed., Art Carleton: Carleton Univer
sity Art Collection, Ottawa, Carleton University 
Press, 1989,223 p. 

MIKA, N. AND H., TURNER, L., Historic Mills of 
Ontario, Belleville, Ont., Mika Pub., 1987,208 p. 

MILLARD, P., Dmytro Stryjek, Canadian Folk 
Artist, Saskatoon, Fifth House, 1988, 116 p. 

MILLER, M., Homer Watson: The Man of Doon, 
Toronto, Summerhill Press, 1988, 160 p. (revised 
edition). 

MILLER, M., George Reid, a Biography, Toronto, 
Summerhill Press, 1987, 179 p. (first edition, 1946, 
published under title: G.A. Reid, Canadian Artist). 

MITCHELL, M., The Collective Achievement: 
Selections from the Permanent Collection, Owen 
Sound, Ont., Tom Thomson Memorial Art Gallery, 
1988,40 p. 

MONGRAIN, e., The Ninth Dalhousie Drawing 
Exhibition: le dessin errant, Halifax, Dalhousie Art 
Gallery, 1988,32 p. 

MONK, P., Struggles with the Images: Essays in Art 
Criticism, Toronto, YYZ Books, 1988, 222 p. 

MONK, P., Ian Carr-Harris, 1971-1977, Toronto, 
Art Gallery of Ontario/Musee des beaux-arts de 
I'Ontario, 1988,80 p. 

MONK, P., Paterson Ewen: Painting 1971-1987 
Phenomena, Toronto, Art Gallery of Ontario/Musee 
des beaux-arts de I'Ontario, 1987, 110 p. (compte 
rendul review, The Journal of Canadian Art Historyl 
Annales d' histoire de l' art canadien, Vo!. XII 1 & 2, 
1988). 

MOO RE, D., David Moore, Montreal, Saidye 
Bronfman Centre/Centre Saidye Bronfman, 1989, 
72p. 

MOORHOUSE, A., Art, Sight and Language: A 
Reading/Writing of some Contemporary Canadian 
Art, Kapuskasing, Ont., Penumbra Press, 1989, 
173 p. 

107 



MORAY, G., GWYN, S., Mary Pratt, Toronto, 
Ont., McGraw-Hill Ryerson, 1989, 192 p. 

MORIN, E, KWINTER, S., GOOD\VIN, B., Betty 
Goodwin: Steel Notes, Ottawa, National Gallery of 
Canada/Musee des beaux-arts du Canada, 1989, 
152 p. 

MULAIRE, B., Olindo Gratton, 1855-1941: 
religion et sculpture, Montreal, Fides, 1989, 191 p. 
(texte fran~ais/English text). 

MURRA Y, J., Le Groupe des Sept, LaPrairie, Qc, 
Editions M. Broquet, 1989,95 p. 

MUSEE MARC-AURELE FORTIN, Femmes 
peintres du Quebec: Liane Abrieu, Louise-Helene 
Ayotte, Montreal, Musee Marc-Aurele Fortin, 1989, 
61f. 

MUSEE REGIONAL DE RIMOUSKI, L'artiste au 
jardin: 28 juin - 5 septembre 1988, Rimouski, Qc, 
Impressions des Associes, 1988,55 p. 

NEIL, A., HURTIG, A., WATSON, S., et ai, Al Neil: 
Origins, Vancouver, Western Front, 1989,48 p. 

NEMIROFF, D., Canadian Biennial of Contempo
rary Art/Biennale canadienne d'art contemporain, 
Ottawa, National Gallery of Canada/Musee des 
beaux-arts du Canada, 1989, 186 p. 

NEWLAND, M., Marv 1988: Drawings from 
Sketchbooks, 1987-1988, Vancouver, Pine Palms, 
1988,80 p. 

NEWMAN, P., Sometimes a Great Nation, A Photo 
Album of Canada 1850-1925, Toronto, McClelland 
and Stewart, 1988,328 p. 

NOEL, M., Pays innu: aquarelles de Joanne 
Ouellet, 72 reproductions couleurs, Charlesbourg, 
Qc, Editions Plume d'elles, 1988, 34 p. 

NOPPEN, 1., Au Musee des beaux-arts du Canada: 
une des plus belles chapelles du pays, Ottawa, 
Musee des beaux-arts du Canada, 1988, 108 p. 

NOPPEN, 1., In the National Gallery of Canada: 
One of the Most Beautiful Chapels in the Land, 
Ottawa, National Gallery of Canada, 1988, 108 p. 

NOWOSAD, E, TUELE, N., Richard Ciccimarra, 
1924-1973, Victoria, B.C., Art Gallery of Greater 
Victoria, 1988,40 p. 

O'BRIEN, P., John Street is a One-Way Street: 
Clark McDougall Retrospective, 1921-1980, 
London, Ont., London Regional Art Gallery, 1987, 
72p. 

OKO, A., Jan Gerrit Wyers 1888-1973, Regina, 
Sask., Norman Mackenzie Art Gallery, 1989, 132 p. 

108 

OLIVER, A., The First Hundred Years: An Histori
cal Portrait of The Toronto Camera Club, Gormley, 
Ont., Aurora Nature Photography and Pub., 1988, 
128 p. 

OLYMPIC ARTS FESTIVAL/FESTIVAL OLYMPI
QUE DES ARTS, Restless Legacies: Contemporary 
Craft Practice in Canada/Traditions en evolution: 
I'artisanat contemporain au Canada, Calgary, Alta, 
Olympic Arts Festival/Festival olympique des arts, 
1988,98 p. 

O'NEILL, M.D.G.,J. Frederic McCulloch, Halifax, 
Art Gallery of Nova Scotia, 1988,40 p. 

ONLEY, T., Onley's Arctic: Diaries and Paintings of 
the High Arctic, Vancouver, Douglas & McIntyre, 
1989,165 p. 

OSTIGUY, J.-R., Jean Dallaire et la tradition 
quebecoise, Hull, Quebec, Ville de Hull, 1989,58 p. 

PACEY, E., Georgian Halifax, Hantsport, N.S., 
Lancelot Press, 1987, 160 p. 

PAGE, N., La Cathedrale Notre-Dame d'Ottawa: 
histoire, architecture, iconographie, Ottawa, Les 
Presses de I'Universite d'Ottawa, 1988, 162 p. 
(includes English translation of the general intro
duction). 

PAIKOWSKY, S., Rita Letendre: The Montreal 
Years/Les annees montrealaises, 1953-1963, 
Montreal, Concordia Art Gallery/Galerie d'art 
Concordia, 1989, 80 p. 

PAIKOWSKY, S., L'HOMME, J.-E, Denis Demers, 
1948-1987, Montreal, Concordia Art Gallery/Gale
rie d'art Concordia, 1989, 36 p. 

PAQUET, M., Jean-Paul Riopelle, Don Mills, Ont., 
Stoddart, 1987,205 p. 

PAQUET, M. A., RALSTON, R., CARDINAL, D., 
A Handbook for Cultural Trustees: A Guide to the 
Role, Responsibilities and Functions of Boards of 
Trustees of Cultural Organizations in Canada, 
Waterloo, Ont., University of Waterloo Press, 1987, 
75 p. 

PAQUETTE, R., DURAND, G., DUFRESNE, J., et 
ai, Art et ecologie, Sherbrooke, Qc, Regroupement 
des artistes des Cantons de l'Est, 1987,42 p. 

PAQUIN, N., De I'unite aux multiples: un evene
ment de sculpture a Laval, Laval, Qc, L'Atelier 213, 
1989,43 p. 

PARKE-TAYLOR, M., In Seclusion with Nature: 
The Later Works of Lione! LeMoine FitzGerald, 
1942-1956, Winnipeg, Winnipeg Art Gallery, 1988, 
237 p. (compte rendu/review, The Journal of 
Canadian Art Historyl Annales d'histoire de ['art 
canadien, Vo!. XII/2, 1989). 



PAWLOWSKI, A., Edward Koniuszy, the Sculptor, 
Toronto, Canadian-Polish Research Institute, 1988, 
111 p. 

PAYANT, R., Vedute: pieces detachees sur I'art, 
1976-1987, Laval, Qc, TROIS, 1987, 682 p. 

PELLETIER, J.Y., MANTLE, B., PATRY, J.-P., Le 
noir et le blanc: I'reuvre photographique d' Alex 
Castonguay /Black and White: The Photography of 
Alex Castonguay, Ottawa, Editions J.O. Lemieux, 
1989,260 p. 

PENCIER, H. de, Posted to Canada: The Water
colours of George Russell Dartne1l1835-1844, 
Toronto, Dundurn Press, 1987, 104 p. 

PENNEY, A., Houses of Nova Scotia: An Illustrated 
Guide to Architectural Style Recognition, Halifax, 
Formac Pub. Co. and the Nova Scotia Museum, 
1989,145 p. 

PODEDWORNY, C, Woodlands: Contemporary 
Art of the Anishnabe, Thunder Bay, Ont., Thunder 
Bay Art Gallery, 1989,47 p. 

PODEDWORNY, C, BLOUIN, A-M., CISNEROS, 
D., Domingo Cisneros: le bestiaire laurentien/Lau
rentian Bestiary, Thunder Bay, Ont., Thunder Bay 
Art Gallery, 1988,56 p. 

POISSANT, A., et ai, U-topos et les tiroirs de 
l'utopie, Matane, Qc, Galerie d'art de Matane, 
1987,96 p. 

POISSANT, L., Machinations, Montreal, La Societe 
d'esthetique du Quebec, 1989, 127 p. 

POIVRET, J.-L., Hors de question, Montreal, Aubes 
3935,1987,48 f. 

PONTBRIAND, C, The Historical Ruse: Art in 
Montreal/La ruse historique: l'art a Montreal, 
Toronto, The Power Plant, 1988, 128 p. 

PORTER, J. R., LESSARD, R., LABIAU, J.-P., et ai, 
Les meubliers Pierre Drouin et Honore Roy et 
I'industrie du meuble a Quebec a l'epoque victo
rienne, Sainte-Foy, Qc, CELAT, 1989, 197 p. 

PORTER, J. R., Questions d'art quebecois, Quebec, 
CELAT, 1987,335 p. 

PRIOUL, D., LACROIX, L., CHAGNON, J., Les 
Maitres canadiens de la collection Power Corpora
tion du Canada, Quebec, Musee du Seminaire de 
Quebec, 1989, 114 p. 

PRIOUL, D., LACROIX, L., CHAGNON,J., 
Canadian Masters from the Collection of Power 
Corporation of Canada, Quebec, Musee du Semi
naire de Quebec, 1989, 114 p. 

RACINE, R., Le dictionnaire: le terrain du diction
naire A/Z et les Pages-Miroirs, 1979-1988, Mont
real, Editions Parachute; Galerie Rene Blouin, 1988, 
48 p. 

RADUL, J., MOISEIWITSCH, C, Rotating Bodies: 
Alexis, Crystal and Blake, Vancouver, Petarade 
Press, 1988,59 p. 

RANFFT, E., LAWLOR, M.C, Active Process: 
Artist's Books, Photographic and Contemporary / 
The 1987 Catalogue, Vancouver, Presentation 
House Gallery, 1987,50 p. 

REID, D., The Group of Seven: Selected Water
colours, Drawings, and Prints from the Collection of 
the Art Gallery of Ontario, Toronto, Art Gallery of 
Ontario, 1989, 33 p. 

REID, D., A Concise History of Canadian Painting, 
Toronto, Oxford University Press, 1988,432 p. 
(second edition). 

REID, D., Collector's Canada: Selections from a 
Toronto Private Collection, Toronto, Art Gallery of 
Ontario, 1988,83 p. 

REID, D., Le Canada du collectionneur, Toronto, 
Musee des beaux-arts de 1'0ntario, 1988, 83 p. 

Rencontres : ecrivains et artistes de I' Argentine et du 
Quebec, Westmount, Qc, Editions Sans nom, 1989, 
267 p. 

Repertoire des dossiers documentaires en art et 
architecture/Directory of vertical files on art and 
architecture, Montreal, Arlis M/O/Q, 1989,90 p. 

RETFALVI, A., ed., Canadian Illustrated News 
(Montreal), 1869-1883: An Index, Toronto, 
University of Toronto Department of Fine Arts, 
1989,368 p. 

RICARD, D., Livres, La Malbaie, Qc, D. Ricard, 
1988,48 p. 

RICHARDS, L., LAMBERT, P., Canadian Centre 
for Architecture: Building and Gardens, Montreal, 
Canadian Centre for Architecture, 1989, 164 p. 

RICHARDS, L., LAMBERT, P., Centre Canadien 
d' Architecture: architecture et pays age, Montreal, 
Centre Canadien d'Architecture, 1989, 164 p. 

RICHMOND, C, BRADLEY, J., Jana Sterbak, 
Regina, Sask., Mackenzie Art Gallery, 1989,52 p. 

ROBERT, G., Cent vingt du Cercle des artistes 
peintres du Quebec, Montreal, Iconia, 1989,255 p. 

ROBERT, G., Bellefleur, ou, La ferveur a l'reuvrel 
Bellefleur, The Fervour of the Quest, Montreal, 
Iconia, 1988,239 p. 

109 



ROBERT, G., Ereuvre de Genevieve Deslauriers, 
Montreal, Iconia, 1988, 93 p. 

ROSSHANDLER, 1., MAYRAND, c., Maltais: 
trente-neuf ans de peinture, 1950-1989, Montreal, 
Galerie des arts Lavalin, 1989,91 p. 

ROUSSAN, J. de, Cosgrove, Pointe-Claire, Qc, 
Roussan, 1989, 167 p. 

ROUSSAN, J. de, HUARD, M., Quebec en pein
ture/ Quebec in Painting, Pointe-Claire, Qc, Rous
san, 1989, 167 p. 

ROUSSAN, J. de, Yves Trudeau: reuvres 1959-
1985/Works 1959-1985, LaPrairie, Qc, Editions 
M. Broquet, 1989, 104 p. 

ROUSSAN, J. de, Langevin: ombres et lumieres/ 
Shadowland and Light, Pointe-Claire, Qc, Roussan, 
1989,98 p. 

ROUSSAN, J. de, Sucsan: la symbolique du cycle de 
la vie/The Life Cycle through Symbols, Pointe
Claire, Qc, Roussan, 1989,96 p. 

ROUSSAN, J. de, Charlevoix en peinture/Charle
voix in Painting, Pointe-Claire, Qc, Roussan, 1988, 
160 p. 

ROUSSAN, J. de, Normand Hudon: humour et 
humanisme/Normand Hudon: Humour and 
Humanism, Pointe-Claire, Qc, Roussan, 1988, 
160 p. 

ROUSSAN, J. de, Robert Laframboise, Pointe
Claire, Qc, Roussan, 1988, 72 p. 

ROUSSAN, J. de, Seguin Poirier: la feerie et le 
fantastique de la realite! An Enchanted and Fantas
tic Reality, Pointe-Claire, Qc, Roussan, 1987,96 p. 

RUSSELL, H., Double Take: The Story of the Elgin 
and Winter Garden Theatres, Toronto, Dundurn 
Press and Ontario Heritage Foundation, 1989, 
157p. 

SAFDIE, M., Beyond Habitat by 20 Years, Mon
treal, Tundra Books, 1987,244 p. (Text of the 
original book, Beyond Habitat, as edited by John 
Kettle with a new introduction). 

SAINT-PIERRE, M., THERIAULT, N., Serge 
Lemoyne, Quebec, Musee du Quebec, 1988,236 p. 

SALZMAN, G., Equivalent Worlds: The Figurative 
Paintings of John Clark, 1979-1988, Windsor, Ont., 
Art Gallery of Windsor, 1988,56 p. 

SARRAZIN, M.-P., Derouin: de Toubete aux 
echographies, 1964-1987, St-Jer6me, Qc, Centre 
d'exposition du Vieux Palais, 1988,48 p. 

110 

SARTHOU, M., RACINE, D., LAHOUD, P., et ai, 
Un pas dans l'histoire du Vieux Montmagny: 
circuits pietonniers : l' architecture et le deveioppe
ment urbain de "Montmagny, Montmagny, Qc, MRC 
de Montmagny, 1988,52 p. 

SAUCIER, c., KEDL, E., Image inuit du Nouveau 
Quebec, Montreal, Fides; Ottawa, Musee de la 
civilisation,1988, 256 p. 

SAULNIER, P.-E., REGIMBALD, M., Les nuits de 
vitre 1985-1989, Rimouski, Qc, Musee regional de 
Rimouski, 1989, 68 p. 

SAVIGNAC, P.H., ROBERT, G., Neree De Grace, 
LaPrairie, Qc, Editions M. Broquet, 1987, 107 p. 

SIDDALL, C.D., The Prevailing influence: Hart 
House and the Group of Seven, 1919-1953/Ein
fluence majeure: Hart House et le Groupe des Sept, 
1919-1953, Oakville, Ont., Oakville Galleries, 
1988,111 p. 

SILER, T., Todd SHer: The Art of Thought, Mon
treal, Saidye Bronfman Centre/Centre Saidye 
Bronfman, 1987,43 p. 

SIMARD, G., SAVIGNAC, P.H., Verriers du 
Quebec, LaPrairie, Qc, Editions M. Broquet, 1989, 
159 p. 

SIMARD, J., Les arts sacres au Quebec, Boucher
ville, Qc, Editions de Mortagne, 1989, 319 p. 

SIMMINS, G., Ontario Association of Architects: A 
Centennial History, 1889-1989, Toronto, Ontario 
Association of Architects, 1989, 313 p. 

SIMON, C., BERARD, S., DENIS, J.-P., et ai, A 
propos de conventions et autres fictions/The ~one 
of Conventional Practice and Other Real Stones, 
Montreal, Galerie Optica, 1989,240 p. 

SMART, T., A Tribute to GiIlian Saward, 1934-
1983, London, Ont., McIntosh Gallery, 1988,44 p. 

SMILEY, B., Heritage in Stone: Yosef Drenters and 
the Rockwood Academy, Carlisle, Ont., G. Brender 
a Brandis, 1989,34 p. 

SMITH, EK., Andre Bieler in Rural Quebec, 
Kingston, Ont., Agnes Etherington Art Centre, 
1988,48 p. 

SMITH, T., The Alma Mater Society Art Collection: 
University of British Columbia, 1948-1988, 
Vancouver, The Alma Mater Society, 1988,64 p. 

ST-PIERRE, R., Eart amerindien traditionnel et 
contemporain: essai, Chicoutimi, Qc, Presses de 
I'Universite du Quebec a Chicoutimi, 1987, 79 p. 



STACEY, R., WYLIE, L., Eightytwenty: 100 Years 
of the Nova Scotia College of Art and Design, 
Halifax, Art Gallery of Nova Scotia, 1988,202 p. 

STONE, C, St. John's through Artists' Eyes: June 
23 -July 31, 1988, St. John's, Nfld., Memorial 
University Art Gallery, 1988,68 p. 

SWlNTON, G., Arviat: Eskimo Point, Vancouver, 
Marion Scott Gallery, 1989,36 p. 

SWlNTON, G., Sculpture of the Eskimo, Toronto, 
McClelland and Stewart, 1987,255 p. 

TEITELBAUM, M., Ron Benner: Other Lives, 
Saskatoon, Mendel Art Gallery, 1988,40 p. 

TETRAULT,J., Les vitraux de Saint-Germain 
d'Outremont, Montreal, Groupe d'imp. Inter-Mark, 
1987,48 p. 

THERIAULT, M., Perspective 89: Roy Arden and 
Dominique Blain, Toronto, Art Gallery of Ontario/ 
Musee des beaux-arts de I'Ontario, 1989,32 p. 

THOM, 1. M., The Prints of Edwin Holgate/Les 
gravures d'Edwin Holgate, Kleinburg, Ont., 
McMichael Canadian Art Collection/Collection 
McMichael d'art canadien, 1989,69 p. 

THOM, 1.M., Casson's Cassons/Les Casson de 
Cas son, Kleinburg, Ont., McMichael Canadian Art 
Collection/Collection McMichael d'art canadien, 
1988,32 p. 

THOMSON, G.E., BOND, E., Eleanor Bond: Work 
Station, Winnipeg, Gallery 1.I.I., University of 
Manitoba, 1988,48 p. 

THOMSON, J., LANCASTER, E., Fat Jam, 
nouvelles reuvres-medias d'artisanat/New Work in 
Craft Media, Conseil des Arts d'Ottawa/Council for 
the Arts in Ottawa, 1988,54 cartes/ cards. 

TO PP, E. C, Endless Summer: Canadian Artists in 
the Caribbean/~ete sans fin, Toronto, McMichael 
Canadian Art Collection, 1988,47 p. 

TOUSLEY, N., John Hall's Imitations Still-Life of 
Life Portraits, Kingston, Ont., Agnes Etherington 
Art Centre, 1989,45 p. 

TOUSLEY, N., WHITE, P., David Thauberger: 
Paintings, 1978-1988, Regina, Sask., Norman 
Mackenzie Art Gallery, 1988,72 p. 

TREGEBOV, R., ed., Work in Progress: Building 
Feminist Culture, Toronto, Women's Press, 1987, 
177 p. 

TRIP,J., Moments of Beauty: Photographs 1920-
1985 I Alfred Upton, Burlington, Ont., J. Tripp, 
1987,56 p. 

TUTTAVIK FOR ARCTIC COOPERATIVES, 
Biographies of Inuit Artists, Mississauga, Ont., 
The Cooperatives/Federation des cooperatives du 
Nouveau-Quebec, Indian and Northern Affairs 
Canada, 1988,4 v. (Third edition) 

VASTOKAS, J., Worlds Apart: The Symbolic 
Landscapes of Tony Urquhart, Windsor, Ont., Art 
Gallery of Windsor, 1988,80 p. 

WALL, J., GRAHAM, R., Rodney Graham, Vancou
ver, Vancouver Art Gallery, 1988,64 p. 

WALLACE, K., Gordon Smith: Recent Work, 
Vancouver, Vancouver Art Gallery, 1987,47 p. 

WELLS, N.E., Medals of Designer-Engraver Stanley 
Hayman, Peterborough, Ont., N.E. Wells, 1987, 
158 p. 

WELSH, R., CAMPBELL, J.D., Guido Molinari, 
1951-1961: The Black and White Paintings, 
Vancouver, Vancouver Art Gallery, 1989, 64 p. 

WHITE, P., WILL, J., TOUSLEY, N., et ai, John 
Will: Triple Threat Artist, Regina, Sask., Dunlop 
Art Gallery, 1988,45 p. 

WHYTE, J., CAVELL, E., Mountain Glory: The Art 
of Peter and Catharine Whyte, Banff, Alta., Whyte 
Museum of the Canadian Rockies, 1988,36 p. 

WlGHT, D., Out of Tradition : Abraham Anghikl 
David Ruben Piqtoukun, Winnipeg, Winnipeg Art 
Gallery, 1989, 68 p. 

WILKIN, K., Harold Feist: Genesis of an Image, 
Kingston, Ont., Agnes Etherington Art Centre, 
1988,40 p. 

WlLLIAMSON, R.G., ZEPP, N., The Williamson 
Collection of Inuit Sculpture, Regina, Sask., 
Mackenzie Art Gallery, 1987, 64 p. 

WOOD, w., Roy Arden: West: An Investigationl 
Une enquete, Vancouver, Artspeak Gallery, 1988, 
47 p. 

YOUNGS, C, Claude Mongrain, Windsor, Ont., 
Art Gallery of Windsor, 1988,58 p. 

LOREN LERNER 
Bibliographe en arts visuels et directrice 
Visual Arts Bibliographer and Head 
Mediatheque/Library Media Centre 
Universite Concordia/Concordia University 

assistee de/with the assistance of 
STACEY FRIESEN 

111 



Index des Annales d'histoire de l'art canadien, vol. viil2 - xiil2 

The Journal of Canadian Art History Index, Vol. viil2 - xiil2 

Liste des articles, notes et commentaires, sources et 
documents, et comptes rendus parus depuis 1984, 
volume viil2 

List of articles, short notes, sources and documents, 
and reviews published since 1984, volume vii/2 

ARTICLES, NOTES ET COMMENTAIRES/SHORT NOTES, 
SOURCES ET I AND DOCUMENTS 
(ordre chronologique/ arranged chronologically) 

Art et architecture des peuples autochtones I 
Native and Inuit Art and Architecture 

Figures hors-texte: Note sur I' Histoire Naturelle des 
Indes Occidentales du pere Louis Nicolas, jesuite 

Institutions, commanditaires et formation des artistes I 
Art Institutions, Patronage, Education 

William Cornelius Van Horne, Art Director, 
Canadian Pacific Railway 

Theorie et critique d'artl Art Theory and Criticism 

Modernite et conscience sociale: la critique d'art 

Franc;:ois-Marc Gagnon 

Allan Pringle 

progressiste des annees trente Esther Trepanier 

Bertram Brooker's Theory of Art as Evinced in his 
"The Seven Arts" Columns and Early Abstractions Victoria Evans 

The Concept of "Regionalism" in Canadian Art History Virginia Nixon 
Waiter Abell au Canada, 1928-1944. Contribution 
d'un critique d'art americain au discours canadien en 
faveur de I'integration sociale de I'art Helene Sicotte 

Deux portraits de la critique d'art des annees vingt. 
Albert Laberge et Jean Chauvin Esther Trepanier 

Architecture 

St. Paul's, Halifax, Nova Scotia and St. Peter's, 
Vere Street, London, England Philip McAleer 

Un nouveau regard sur I'ancienne chapelle Notre-Dame-
du-Sacre-Creur de la Basilique Notre-Dame de Montreal Andre Laberge 

Le precis d'architecture de Jerome Demers: 
une theorie dechiree Marc Grignon 
Cumberland & Storm and Mies Van der Rohe. 
The Problem of the Banking Hall in Canadian 
Architecture Howard Shubert 

112 

vol.! no, page 

x/l,1 

viii/l,50 

viii/l,80 

ix/l,28 

x/l,30 

xi/l & 2,88 

xii/2,141 

vii/2,113 

viii/l,26 

xi/l & 2,1 

xii/I, 7 



Peinture, arts graphiques et photographiel 
Painting, Works on Paper and Photography 

William H. Eagar: Drawing Master of 
Argyle Street, Halifax 

Claude Tousignant: sculpter pour peindre 

Antoine Plamondon (1804-1895) et le tableau 
religieux: perception et valorisation de la copie et 
de la composition 

Joseph Legare et la bataille de Sainte-Foy 

John Henry Walker (1831-1899), Artisan-Graveur 
Notes sur l'iconographie de Saint Franc;:ois Regis 
en Nouvelle-France 

La qualite psychique dans la peinture de Denis Juneau 

Deux tableaux de James Wilson Morrice dans 
la collection Morozov 

The Murals in the Toronto Municipal Buildings: 
George Reid's Debt to Puvis de Chavannes 

Le portrait d'homme d'Ozias Leduc au MBAM 
retrouve son identite 

La source gravee de L'Agonie au jardin des Oiiviers 
d'Antoine Plamondon (1804-1895) 

Points of Contact: Thomas Eakins, Robert Harris 
and the Art of Lean Bonnat 

David Milne: "Subject Pictures" 

La diffusion d'un theme iconographique dans l'art 
au Quebec: la mort de saint Franc;:ois Xavier 

Morrice: 1912 

Georges Theodore Berthon (1806-92). 
Portraiture, Patronage, and Criticism 
in Nineteenth-Century Toronto 

Canadian Artist Copyists at the National Gallery, 
London 

Goodridge Roberts in New York 
Antoine Plamondon Le dernier des Hurons (1838) 

The Picture Frames of Clarence Gagnon. 
A Neglected History 

La descendance quebecoise de la Sainte Cecile 
de Raphael. Le role de la copie dans la diffusion 
d'un theme iconographique europeen 

Charles Comfort's Lake Superior Village and 
the Great Lakes Exhibition 1938-39 

Alexandra E. Carter viil2,138 

France Gascon vii/2,156 

John R. Porter viii/I, 1 

Jean Trudel viiil2,141 

Yves Chevrefils viii/2,178 

Denis Martin ixl1,1 

Jean-Rene Ostiguy ix/l,46 

Nicole Cloutier ix/I, 81 

Rosalind Pepal! ix/2,142 

Monique Lanthier ix/2,165 

Yves Lacasse xl1,42 

Elizabeth Milroy x/2,85 

Lora Senechal Carney x/2,104 

Paul Bourassa x/2, 120 

Nicole Cloutier x/2,153 

Angela Carr xi/l & 2, 23 

Brian Foss xiiI & 2,109 

Sandra Paikowsky xii/l,50 
Franc;:ois-Marc Gagnon 
et Yves Lacasse xiii 1, 68 

Susan Gustavison xiii 1, 80 

Denis Grenier xiil2, 115 

Christine Boyanoski xiil2,174 

113 



Sculpture 

A propos de Joseph Poisson et d'Antonio Leroux: 
Un ajout aux Artistes de mon temps d'Alfred Laliberte 

L'enigme du tabernacle des Sceurs Grises 

L'odyssee de deux anges volants du Musee du Quebec. 
Un cas de recherche en sculpture ancienne 

Olindo Gratton et Louis-Philippe Hebert. Une relation 
professionnelle entre deux sculpteurs a la fin 
du XIXe siecle 

Arts decoratifs/Decorative Arts 

Late Victorian and Edwardian Jewellery in Montreal 

Les «Memorial Windows» : une memoire de verre 

COMPTES RENDUS ET NOTES DE LECTURE/ 
REVIEWS AND PUBLICATION NOTICES 
(Ordre alphabetique des auteurs des ouvragesl 
Arranged alphabetically according to original authors) 

Art et architecture des peuples autochtones/ 
Native and Inuit Art and Architecture 

BLODGETI, Jean, Kenojuak, Firefly Books, 
Scarborough,1985. 

DRISCOLL, Bernadette, Uumajut: Animal Imagery in 
Inuit Art, Winnipeg Art Gallery, Winnipeg, 1985. 

JACKSON, Marion E., et ai, Contemporary 
Inuit Drawings, Macdonald Stewart Art Centre, 
Guelph, 1987. 

JENSEN, Doreen, et ai, Robes of Power, 
Totem Poles on Cloth, The University of British 
Columbia Press, Vancouver, 1987. 

Institutions, comrnanditaires et formation des artistes / 
Art Institutions, Patronage, Education 

LAMB, RobertJ., The Canadian Art Club, 1907-1915, 
Edmonton Art Gallery, 1988. 

PEPALL, Rosalind M., Construction d'un musee des 
Beaux-Arts I Montreal 19121 Building a Beaux-Arts 
Museum, Musee des beaux-arts de Montreal! 
Montreal Museum of Fine Arts, Montreal, 1986. 

Theorie et critique d'art/ Art Theory and Criticism 

MCGREGOR, Gaile, The Wacousta Syndrome: 
Explorations in the Canadian Langscape, University 
of Toronto Press, Toronto, 1985. 

SAINT-MARTIN, Fernande, Semiologie du langage 
visuel, Presses de l'Universite du Quebec, 
Sainte-Foy, 1987. 

114 

ix/2, 178 

xiI, 17 

Odette Legendre 

Cecile Langlois
Szaszkiewicz 

Mario Beland et 
Ginette Laroche xiiI & 2, 58 

Bernard Mulaire 

Monique Nadeau-Saumier 

Ginette Laroche 

xii/I, 22 

ix/l,69 

ix/2,97 

Ann Davis ix/l,89 

Cynthia Cook x/I, 67 

Bernadette Driscoll xii/2,208 

Fran~ois-M. Gagnon xi 11 & 2,131 

John O'Brian xi/l &2, 134 

Giles Hawkins x/I, 64 

Ann Davis ix/I, 92 

Jean-Guy Meunier x/2, 161 



Architecture 

BERGERON, Claude, L'architecture des eglises 
du Quebec 1940-1985, Presses de l'Universite Laval, 
Quebec, 1987. Jean Belisle 

CARTER, Margaret (Compiled), Early Canadian Court 
Houses, Parks Canada, Environment Canada, 
Ottawa, 1983. Phyllis Lambert 

GRIGNON, Marc et/and NOPPEN, Luc, L'art de 
l' architecte : trois siecies de dessin d' architecture Cl 
Quebec/Three Centuries of Architectural Drawings in 
Quebec City, Musee du Quebec/Universite Laval, 1983. Christina Cameron 

SEGGER, Martin, The Buildings of Samuel Maciure : 
In Search of Appropriate Form, Sono Nis Press, 
Victoria, B.C., 1986. Alan Gowans 

WAGG, Susan, Percy Erskine Nobbs: Architecte, 
Artiste, Artisan / Architect, Artist, Craftsman, 
McGill-Queen's University Press, 1982. Giles Hawkins 

WEIR, Jean B., The Lost Craft of Ornamented 
Architecture: Canadian Architectural Drawings, 
1850-1930, Dalhousie Art Gallery, Dalhousie 
University, 1983. Giles Hawkins 

Peinture, arts graphiques et photographie/ 
Painting, Works on Paper and Photography 

ALEXANDER, Mary B., Sybil Jacobson - Painting in 
the West, HMS Press, Toronto, 1984. 

ANTONIOU, Sylvia; Maurice Cullen 1866-1934, 
Agnes Etherington Art Centre, Kingston, 1982. 

BEAUDRY, Louise, Les paysages d'Ozias Leduc, lieux 
de meditation/Contemplative Scenes, the Landscapes 
of Ozias Leduc, Musee des beaux-arts de Montreal! 
Montreal Museum of Fine Arts, 1986. 

BURNETT, David, Toronto Painting 84, Art Gallery 
of Ontario, Toronto, 1984. 

DOMPIERRE, Louise, Walking Woman Works: 
Michael Snow 1961-67, Agnes Etherington Art Centre, 
Kingston, 1984. 

DQNEGAN, Rosemary, Industrial Images/ 
Images industrielles, Art Gallery of Hamilton, 1987. 
GARRATT, John G., et aI, The Four Indian Kings/ 
Les quatre rois indiens, Approvisionnements et Services 
Canada, Ottawa, 1985. 

HEATH, Terrence, Stanley Brunst : Radical Painter, 
Mendel Art Gallery, Saskatoon, 1982. 

HILL, Charles C. et/and LANDRY, Pierre (eds), 
Catalogue du Musee des beaux-arts du Canada, 
Art canadien, Volume premier / A-F / Catalogue of the 
National Gallery of Canada, Canadian Art, Volume 
One/ A-F, Musee des beaux-arts du Canada/ National 
Museums of Canada, Ottawa, 1988. 

Anne Page 

Sylvain Allaire 

Arlene Gehmacher 

Ron Shuebrook 

Pierre Theberge 

Brian Foss 

Gilles Therien 

LizWylie 

Laurier Lacroix 

xi/I & 2,137 

viii/I, 114 

viii/I, 127 

x/1,61 

viii/I, 111 

viii/I, 111 

ix/2,203 

vii/2, 181 

ix/2, 189 

viii/2,236 

viii/2,234 

xii/1,97 

ix/2, 183 

vii/2,185 

xii/I, 102 
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KELLY, Gemey, Arthur Lismer: Nova Scotia, 1916-
1919, Dalhousie Art Gallery, Halifax, 1982. 

LUCKYJ, Natalie, Expressions of Will: The Art of 
Prudence Heward, Agnes Etherington Art Centre, 
Kingston and the McMichael Canadian Collection, 
Kleinburg, 1986. 

Further Comments on N. Luckyj's Publication/ Autres 
remarques sur la publication de N. Luckyj. 

MARTIN, Denis, L'Estampe au Quebec, 1900-1950, 
Musee du Quebec, 1988. 

MCGILL, Jean S., Edmund Morris: Frontier Artist, 
Dundurn Press Ltd., Toronto and Charlottetown, 1984. 

MONK, Philip, Paterson Ewen: Painting 1971-1987 
Phenomena, Art Gallery of Ontario, Toronto, 1987. 

MORGAN, H. Wayne (ed.), An American Art Student 
in Paris: The Letters of Kenyon Cox, 1877-1882, 
The Kent State University Press, 1986. 

O'BRIAN, John, David Milne and the Modern 
Tradition of Painting, Coach House Press, Toronto, 
1983. 

OKO, Andrew J., Canada in the Nineteenth Century: 
The Bert and Barbara Stitt Family Collection/ 
Le Canada au dix-neuvieme siecle: Collection de la 
famille Bert et Barbara Stitt, Art Gallery of 
Hamilton, 1984. 

OWENS, Gwendolyn, The Watercolours of David 
Milne, Herbert F. Johnson Museum of Art, Cornell 
University, Ithaca, New York, 1984. 

PARKE-TAYLOR, Michael, In Seclusion with Nature: 
The Later Work of L. LeMoine FitzGerald, 1942 
to 1956, Winnipeg Art Gallery, Winnipeg, 1988. 

Private Realms of Light: Canadian Amateur 
Photography, 1839-1940/ Le CCEur au metier: la 
photographie amateur au Canada, 1839-1940, 
Preparee par la Collection nationale de photographies 
des Archives publiques du Canada, 1983-1984. 

REID, Dennis, Alberta Rhythm: The Later Work of 
A. Y. Jackson, Art Gallery of Ontario, Toronto, 1982. 

TEITELBAUM, Matthew, Paters on Ewen: The 
Montreal }ears, Mendel Art Gallery, Saskatoon, 1987. 

TIPPETT, Maria, Art at the Service of War: Canada, 
Art and the Great War, University of Toronto Press, 
Toronto, 1984. 

TOROSIAN, Michael, Michel Lambeth Photographer 
- Photographe, Public Archives of Canada/ Archives 
publiques du Canada, Ottawa, 1986. 
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Christopher Varley vii/2,189 

LizWylie ix/2,205 

Reesa Greenberg ix/2,207 

Jean-Rene Ostiguy xii/2,202 

Joan Murray viii/2,232 

Liz Wylie xi/l & 2,139 

Laurier Lacroix x/I, 70 

Lora Senechal Carney viii/I, 119 
Gwendolyn Owens viii/I, 123 

Michael Bell ix/2,186 

John O'Brian viii/I, 134 

Brian Foss xii/2,203 

Yves Chevrefils viii/I, 130 

Christopher Varley vii/2,187 

LizWylie xi /1 & 2,139 

William Lipke viii/2,227 

Katherine Tweedie x/2,165 



Sculpture 

GUERNSEY, Terry Gail, Statues of Parliament Hill: 
An Illustrated History/Statues de la Colline du 
Parlement: Histoire IlIustree, Visual Arts Programme of 
the National Capital Commission, Ottawa/Hull, 1986. Alan Gowans x/I, 61 

LEGENDRE, Odette (texte etabli, presente et annote), 
Alfred Laliberte. Les Artistes de man temps, 
Les Editions du Boreal, Montreal, 1986. Francine Sarrasin xii/I, 92 

LEGENDRE, Odette, Alfred Laliberte sculpteur, 
Les Editions du Boreal, Montreal, 1989. Francine Sarrasin xii/I, 92 

Arts decoratifs I Decorative Arts 

COLLARD, Elizabeth, The Potters' View of Canada: 
Canadian Scenes on Nineteenth-Century Earthenware, 
McGill-Queen's University Press, 1983. Donald B. Webster viii/I, 126 

SUSSMAN, Lynne, Le motif du bJe: une etude illustree/ 
The Wheat Pattern: An Illustrated Survey, Pares 
Canada, Ottawa, 1985. Lyse Brousseau ixll,95 

DIVERS I MISCELLANEOUS 

Memoires et theses en histoire de l'art canadien/ 
Canadian Art History Theses and Dissertations 

Publications recentes en art canadien/ 
Recent Publications on Canadian Art 

Index, vo!. i - viii 1 

Loren Singer 
x/l,48 

xiil2, 199 

ix/2,209 
x/2, 169 

viil2, 191 

ERRATA: VOLUME XII No. 2, 1989 

p.200, YOUNG, Carolyn Ann: 
lire «Odahwah» au lieu de «Odawah» et 
«1989» au lieu de «1986» 
"Odawah" should read "Odahwah" and 
"1986" should read "1989" 

117 



118 

1990 is International Year of Literacy. 
Five million Canadians cannot read 
or write well enough to function in 
today's society. Every Canadian has a 
fundamental right to the freedom that 
literacy gives. You can help. Become 
a literacy volunteer. Write to your 
member of parliament. Read, and 
read to your children. 

For more information, or to 
make a donation, contact: 
Canadian Give the Gift 
of Literacy Foundation 
24 Ryerson Avenue 
Toronto, Onto M5T 2P3 
(416) 595-9967 
Canadian Give the Gift of Literacy is a project of the book 
and periodical industry of Canada. 
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Now, 230 publications to choose from! 
The new 1990 Canadian Magazine 
Publishers Association catalogue is 
the one source that describes 230 
of the latest and best Canadian 

r---------
I 
I 

magazines. ~I 

There's an incredibly wide variety cJ:o 
of topics, points of view and special I 
interests. I 
They're all yours to choose from 
when you get our current catalogue 
with its easy-to-use detachable 
order form. 

Fill in the attached coupon today 
and for just $3 (to cover postage 
and handling), we'll send you our 
new catalogue. 

I 
I 
I 
I 
I 
I 
I 

Please send me the new 1990 
CMPA catalogue. I enclose my 
cheque for $3 to cover postage 
and handling. 

NAME 

ADDRESS 

CITY 

PROV. 

2 STEWART STREET 

Canadian TORONTO, CANADA 
Magazine Publishers M5V 1 H6 

Association 

, 

L _________ .JW 




