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PUBLISHER'S NOTE 

I t is with great pride and pleasure that we publish this important issue of The 
Journal of Canadian Art History/Annales d'histoire de l'art canadien. The 1999 vol

ume is a celebration of our commitment to Canadian art history for the past 
twenty-five years. The fact that the periodical has continued to foster and encourage 
scholarly study of the diverse concerns of the discipline is, in itself, a recognition of 
our contribution to the country's intellectual and cultural life. The Journal/ Annales' 
studies of Canadian visual and material culture have provided a resource to develop 
and expand the parameters of our discipline within and beyond our borders. We 
share with many other learned publications in Canada and in Quebec, however, 
the knowledge that we are dedicated to fields of interest that have not yet (and 
may never) achieve the wide-spread attention that our disciplines so greatly 
deserve. Nevertheless, The Journal/Annales will continue the simple and still 
unique mandate that was formulated twenry-five years ago. What has changed, of 
course, is the discourse of Canadian art history and that only gives a greater rich
ness to our original and ongoing purpose. 

The content of the 1999 Journal/Annales differs from our past issues. We 
have chosen to celebrate our 25th. Anniversary by presenting writings by the 
members of our Editorial Board. Each editor was asked to submit an article on any 
aspect of their current research. The intention of this project was to provide an 
opportunity to be further inform our readers of the scholarly concerns of the peo
ple responsible for the publication. Nevertheless, the encouragement of the work 
of other scholars has been and continues to be the primary concern of the Editorial 
Board. This issue of the periodical allows us to participate in the dialogue of 
Canadian art history in a way that parallels the work we do on the magazine, in 
the classroom, in museums and in other similar venues. 

This issue is also an opportunity to welcome Olivier Asselin as the newest 
member of the Editorial Board. As well, it allows me to express my deep respect 
of the Board for their work and dedication over many years. In our year 2000 -
issue, we will continue this celebratory project by publishing articles by several of 
our Advisory Board members. At that time, we will include both the research of 
the newer members to the Board and provide our long-standing advisors with 
another venue to contribute to art historical scholarship. At the conclusion of our 
anniversary project, we will return to our tried and trusted procedures of the pub
lication of refereed manuscripts from both young and established scholars. 

The future of The Journal/Annales is inevitably our responsibility, but it is 
one that must be shared with the wider community of scholars and the interested 
public. In other words, our future will be determined as much by our contributors 
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and supporters as it is by our boards. Looking ahead, we would like to reactivate 
a column dedicated to our readers' comments on articles published in The 
Journal/Annales. This section of the periodical would function as a site for critical 
information to enhance our knowledge of particular subjects or issues which have 
been raised in TheJournal/Annales. We will expand this column to include short 
notes on various aspects of research-in-progress and we urge our readers to submit 
their contributions. We are also most willing to publish research queries in order 
to assist the scholar's work. It is our intention that this section of the periodical 
function as forum to encourage greater dialogue among researchers in our disci
pline. Needless to say, we greatly welcome your comments and suggestions con
cerning how The Journal/Annales can best continue to serve our community. In 
closing, our 25th. Anniversary is a celebration of our colleagues, our contributors, 
our readers and our supporters. There is still much to be done - the future is as 
important as the past. 

Sandra Paikowsky 
Publisher and Managing Editor 
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NOTE DE L'EDITRICE 

C ' est avec une grande joie et une grande fierte que nous pub lions cet impor
tant numero de The Journal of Canadian Art History/Annales d'histoire de l'art 

canadien. Le volume de 1999 veut celebrer notre engagement envers 1'histoire de 
1'art canadien au cours des vingt-cinq dernieres annees. Le fait que notre revue ait 
continue a promouvoir et a encourager la recherche savante dans les differents 
aspects de la discipline est, en soi, une reconnaissance de notre contribution a la 
vie intellectuelle et culturelle de notre pays. Les essais sur les arts visuels et la cul
ture au Canada publies dans The Journal/Annales sont des ressources pour le 
developpement et l' expansion des parametres de notre discipline aussi bien chez 
nous qu'ourre frontieres. Nous savons toutefois, comme nombre d'autres revues 
savantes au Canada et au Quebec, que nous nous consacrons a des champs d'in
teret qui n'ont pas encore obtenu (et qui n'obtiendront peut-etre jamais) 1'atten
tion generale que nos disciplines meritent au plus haur point. Neanmoins, The 
Journal/Annales continuera de remplir le mandat simple et toujours unique qu'il 
s'est donne il y a vingt-cinq ans. Ce qui a change, naturellement, c'est le discours 
de l'histoire de l'art canadien; cela ne peut qu'enrichir davantage la vision qui a 
toujours ete la notre. 

Le contenu du volume de 1999 de TheJournal/Annales differe de celui des 
numeros passes. Nous avons voulu celebrer notre 25e anniversaire en presentant 
des articles signes par les membres de notre comite de redaction. On a.demande a 
chacun de soumettre un article sur un aspect ou l'autre de ses recherches actuelles. 
Le but du projet etait d'informer nos lecteurs sur les contributions savantes des 
responsables de notre revue. Le souci premier des membres du comite de redac
tion a toujours ete d'encourager le travail d'autres chercheurs. Ce numero nous 
permet de participer au dialogue de 1'histoire de 1'art canadien en paralle1e avec le 
travail qui se fait dans la revue dans la salle de cours, dans les musees et dans 
d'aurres lieux semblables. 

Ce numero me fournit aussi l' occasion de souhaiter la bienvenue a Olivier 
Asselin, le plus nouveau membre de notre comite de redaction, et d'exprimer au 
comite mon profond respect pour leur travail et leur devouement pendant de 
nombreuses annees. Dans notre numero de 1'an 2000, nous poursuivrons cette 
celebration en publiant des articles par des membres de notre comite de lecture. 
Nous y incluerons les recherches des plus nouveaux membres du comite, et les 
plus anciens y trouveront l'occasion d'apporter leur contribution a 1'etude de 1'his
toire de 1'art. En conclusion de notre projet d'anniversaire, nous retournerons a 
une methode eprouvee en publiant des textes choisis de chercheurs, nouveaux 
aussi bien que reconnus, ceuvrant dans cette discipline. 
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L'avenir de TheJournal/Annales depend en premier lieu de nous, mais cette 
responsabilite doit etre partagee par l'ensemble de la communaute savante et du 
public interesse. Autrement dit, notre avenir sera determine autant par nos 
auteurs et nos amis que par nos comites. Parmi nos projets d'avenir, nous comp
tons faire revivre une rubrique consacree aux commentaires des lecteurs sur les 
articles publies dans la revue. Cette section serait un lieu d'informations critiques 
afin d'ameliorer nos connaissances sur certains sujets ou questions traites dans The 

Journal/Annales. Cette rubrique comportera, en outre, de courtes notices sur divers 
aspects des recherches en cours et nos lecteurs sont invites ay collaborer. Nous 
encourageons aussi la presentation de courts articles sur la recherche dans le 
damaine et naus publierons volontiers des demandes d'informations qui pour
raient contribuer a son avancement. Notre intention est de faire de cette section 
un forum pour le dialogue entre les chercheurs. Il va sans dire que nous recevrons 
avec plaisir vos commentaires et suggestions sur la fac;on dont TheJournal/Annales 
pourrait le mieux servir notre milieu. Notre 25e anniversaire est la fete de nos col
legues, de nos· auteurs, de nos lecteurs et de nos amis. Il reste encore beaucoup a 
faire ou l'avenir a autant d'importance que le passe. 

Sandra Paikowsky 
Editrice et directrice de redaction 
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LA REPUBLIQUE DES CASTORS DE 
LA HONTAN . 
Savoir indien et mythologie blanche 

L e premier projet de cet article entendait capitaliser sur une recherche deja faite 
et publiee il y a quelques annees. 11 y aurait ete question de La Hontan et de 

ses informateurs indiens et aurait porte essentiellement sur le role du langage dans 
les societes animales et specialement dans celle des castors, telle qu'on l'imaginait 
au debut du XVIIIe siecle. C'est en cherchant a reconstituer le contexte du debat 
sur le langage des betes a cette epoque que j'ai decouvert un auteur que je ne con
naissais pas et qui m' a lance sur une piste nouvelle - pour moi - et qui m' amene 
a presenter ici plutot un complement a mon petit livre1 qu'une simple reprise de 
quelques unes de ses conclusions. 

L'auteur dont je parle etait jesuite. Ceux qui connaissent un peu mes travaux 
savent que les jesuites - du moins les vieux jesuites - m'ont souvent beaucoup 
stimule intellectuellement: des peintres missionnaires au pere Louis Nicolas, 
auteur d'une Histoire des Indes occidentales, restee jusqu'a ce jour a l'etat de manu
scrit, et probablement du fameux Codex canadiensis. Le jesuite - nouveau pour 
moi - etait en fait loin d'etre un inconnu. C'est le pere Guillaume Hyacinthe 
Bougeant - quel nom pour un jesuite! - auteur de l'Amuzement philosophique sur 
le langage des betes, Paris, Gisey, 1739, petit ouvrage dont Hester Hastings avait 
publie une «edition critique» en 1954, et dont elle avait signale l'importance des 
1936 dans son livre, Man and Beast in French Thought of the Eighteen Century. Or, 
quel ne fut pas ma surprise de lire sous la plume alerte du bon pere une descrip
tion enthousiaste de la societe des castors, a l'appui d'une these sur le role du lan
gage comme ciment des societes. 

Si l'on suppose qu'eUes [les Betes qui vivent en societe} n'ont point entr'eUes 

un langage, quel qu'il soit, pour s'entendre les unes les autres, on ne conc;:oit 

plus comment leur societe pourroit subsister. Prenons pour exemple les 

Castors. Ces animaux pour se mettre a couvert & en silrete, logent dans de 

petites cabanes de terre qu'ils construisent eux-memes avec une adresse 

admirable au bord d'un lac & sur pilotis. Mais ils ont compris qu'ayant 

besoin, pour batir leur domicile, d'etre aides les uns des autres, il faUoit se 

mettre en societe. lIs s'associent donc trente, quarante, plus ou moins ensem

ble, & apres qu'ils ont choisi le terrain qui leur convient pour habiter, & ou 

ils esperent trouver plus de commodite pour vivre & plus de silrete, ils parta

gent entr'eux les travaux necessaires pour la construction de leur habitation. 
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Les uns vont au bois; les autres a la terre glaise que quelques-uns sont charges 

d'apporter en se renversant, comme on s<;ait, sur le dos & faisant de leur corps 

une espece de tombereau que les autres tirent jusques sur le lieu OU il faut 

l'employer. La l'un fait office de ma<;on, l'autre celui de manreuvre, un autre 

celui d'Architecte. Un arbre est ronge par le pied, & tombe dans le lac. Alors 

d'autres ouvriers le mettent en reuvre. Les uns preparent les pilotis, les autres 

les enfoncent, tandis que d'autres travaillent les autres bois necessaires. Tout 

se fait avec ordre, & un concert parfait. On se represente les Tyriens batissant 

Carthage. Sans doute les paresseux et les mutins sont punis. Les sentinelles 

font leur devoir. L'ouvrage est conduit a sa perfection, il fait l'admiration des 

Hommes memes; & alors la petite societe jouissant paisiblement du fruit de 

ses travaux ne songe plus qu'a vivre tranquille & a multiplier son espece cha

cun dans sa petite famille2. 

Bien qu~elle semble avoir quelques affinites avec les descriptions de la societe des 
castors avancee par Nicolas Denys et illustree par Nicolas Guerard (fig.1), cette 
description retient une idee qui ne se trouve que dans La Hontan, a savoir l'idee, 
d'ailleurs fausse, que les cabanes de castors sont montees sur pilotis (fig.2). Par 
ailleurs si dans la carte de Nicolas de Fer, on retrouve bien en H un castor sur le 
dos, ce n'est pas pour servir de brouette, mais parce qu'il est «Incommode de la 
Queue, pour avoir trop Travaille», comme dit l'inscription. On trouverait plut6t 
cette idee dans Sagard. «Quelques-uns tiennent que ces petits animaux ont une 
invention admirable a charier le bois, et disent qu'ils choissent celuy de leur 
troupe qui est le plus faineant ou accable de vieillesse, et le faisant coucher sur son 
dos vous disposent fort bien des rameaux entre ses jambes, puis le traisnent 
comme un chariot jusqu'au lieu destine ... }» Mais je doute que Bougeant ait eu 
besoin de l'ouvrage du frere recollet pour avoir entendu parler de cette <<invention 
admirable», qui se trouve deja sous la plume d'auteurs medievaux, comme 
Thomas de Cantimpre. 

On aura note aussi que Bougeant ignorait ou negligeait de mentionner les 
fameuses digues de castors, ce qui est en general le fruit d'observations speci
fiquement canadiennes. 11 ne s'en tenait qu,aux cabanes. C'est que cet exemple de 
leur talent architecturallui suffisait pour la demonstration qui suit. «N,est_il pas 
evident qu'une entreprise si bien suivie & si bien executee, suppose necessaire
ment que ces animaux se parlent, & ont entr'eux un langage, par lequel ils se com
muniquent leurs pensees4?» Vne fois de plus Bougeant semble bien s'appuyer sur 
La Hontan qui avait affirme, en s'appuyant sur le temoignage des Indiens: <<Je 
commencerai par vous assurer que ces Animaux font ensemble une societe de cent, 
& qu'ils semblent se parler, & raisonner les uns avec les autres par de certains tons 
plaintifs non articulez. Les Sauvages disent qu'ils ont un jargon intelligible, par le 
moyen duquel ils se communiquent leurs sentimens & leurs pensees5». 

12 



fig·2 £lan8 l caslOn, <tans LOUls-Armand d~ Lom d'Met, baron de 
Lahomlll1, N.,'WIIX ,,,,.,gt:r M _ Jt"'I'M.k L..bM, .. ", Ja"s I'''''',q~ 
Upltollr,_It. .. , La Ifaye. tome 11 , face lla paSt 1 )4. Collecuon L..,res 
fIlfC'i. Unlverslu! de MomrnL CPhot:o: Unl\'ersll~ de Momrhl) 

, 
t , 
! , 

13 

• 



Faisant preuve d'une imagination peu commune, car j'avoue que les cabanes 

de castor ne m'y auraient pas fait penser spontanement, le pere Bougeant fait alors 
appel au recit biblique pour convaincre sa lectrice, une certaine Mad .... C, a qui 

s'adresse son ouvrage et qu'on est pas arrive a identifier. 
Rappelez-vous, Mad ... ce qui est dit de la Tour de Babel. Le moyen que Dieu 
employa pour faire echouer ce projet insense, moyen sUr & infaillible, fut la 

confusion des langues. Les Ouvriers ayant tout a coup oublie la langue com
mune qu'ils parloient auparavant, & ne pouvant plus s'entendre les uns les 

autres, ne purent plus agir de concert, & furent obliges d'abandonner leur 
entreprise. C'est ce qui arrivera a toute societe qui ne s'entendra pas. Mettez 

ensemble trente personnes qui parleront chacune une langue differente, & 

vous verrez bientot nrutre parmi elles, le desordre & la confusion. Que seroit
ce, si ces trente personnes ne parloient point du tout, & n'avoient aucun 

moyen de faire entendre leurs pensees? Supposons que les Castors soient tels 

en effet: qu'arrivera-t-il? Je vois dans un moment toute la societe en desor
dre: sans chef, sans subordination, sans conseil, sans concert. Je vois tous les 

travaux qui demandent le concours de la multitude necessairement abandon
nes. Plus de sentinelles qui veillent a la surete publique, plus d'habitation 

commune. Chacun, comme a la Tour de Babel, se retirera pour vivre separe
ment: plus de societe6. 

Avouez que le rapprochement des huttes de castors et de la Tour de Babel est 

interloquant! Pas etonnant qu'Aubert de la Chesnaye des Bois, si cet ancien 
capucin est bien l'auteur de la Lettre a Madame la Comtesse D ... pour servir de 
supplement a l'Amuzement Philosophique sur le Langage des Betes, l'ait accuse d'inter

preter «burlesquement» certains passages de l'Ecriture7! 
Laissons cet ancien capucin et revenons a notre jesuite. Bougeant se fait alors 

une objection. Qu'avons-nous besoin du langage pour expliquer le comportement 
des castors? L'instinct ne suffirait-il pas a tout expliquer? 
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L'instinct, dira-t-on, ne peut-il pas suppleer au langage? Deux Castors se ren
contrent & se joignent ensemble, parce que leur instinct les porte a se mettre 
en societe. Un troisieme & puis un quatrieme, plusieurs ainsi de suite, vien
nent grossir la troupe. Voila notre societe formee. Le meme instinct la porte 

a aller chercher du bois & de la terre pour batir leurs cabanes, comme les 
Oiseaux vont chercher ce qui leur est necessaire pour faire leur nid. S'ils sem
blent partager entr' eux les travaux, c' est que les uns voyant les autres apporter 
la terre, vont a leur tour chercher du bois; & lorsqu'ils voyent pareillement 
qu'une partie travaille a appliquer le mortier, ils s'employent, pour ne pas 
demeurer oisifs, a mettre le bois en ceuvre. 11 ne faut, ce semble, pour tout 

cela que l'ceil & l'instinct. Si l'on voit des sentinelles posees sur les avenues, 
c'est que dans une troupe il y a toujours quelqu'un plus timide ou plus pru
dent, qui rend utiles aux autres les precautions qu'il prend pour lui-meme8. 



Cet argument par l'instinct est, en general, celui des ecclesiastiques - ce sera 
celui de Charlevoix en 1744 - car il leur semblait que de cette maniere la 
Providence divine se manifestait davantage. Deus est anima brutorum. Bougeant 
rejette tout a fait cette interpretation. Pour lui, l'instinct est «un etre de raison, 
un nom vide de realite, un reste de Philosophie Peripatecienne». En realite, 
raisonne le pere Bougeant, si vous accordez deja la connaissance aux betes, 
qu'avez-vous besoin de l'instinct? Appliquant le principe du rasoir d'Occam, il 
declare done: «N'est-ce pas la ce qu'on appelle multiplier les etres sans necessite, 
& chercher a mettre de l'obscurite dans une chose toute simple & fort claire d'elle 
meme? Pour moi je suis persuade que ce que nous croyons que les Betes font par 
un instinct particulier, elles le font comme nous par une effet de leur connoissance 
& avec connoissance9». 11 est difficile d'etre plus affirmatif. Cette objection «spe
cieuse» ecartee, Bougeant revient a ses ... castors, j'allais dire a ses moutons. 

]e reprens donc mon exemple & mon raisonnement. Si ce n'est pas par un 

instinct particulier que les Castors font leurs petits etablissemens avec tant de 

concert, c'est donc par un effet de leur connoissance. Or j'ai prouve par la sup

position d'un Peuple absolument muet que la connoissance, sans une com

munication reciproque par un langage sensible & connu, ne suffit pas pour 

entretenir la societe, ni pour executer une entreprise qui demande de l'union 

& du concert. Concluons donc que puisque la nature, qui agit toujours avec 

tant de sagesse, a fait les castors pour vivre en societe, eHe leur en donne tous 

les moyens necessaires, & par consequent la faculte de parler, quelque soit leur 

langage, puisque sans ce secours il est impossible qu'une societe puisse sub

sister; & comme la nature suit partout les memes loix, appliquons ce raison

nement aux abeilles, aux fourmis, & a toutes les especes de Beres qui vivent 

en societe; & voila deja une partie fort considerable des Betes pourvues de la 

faculte de parler lO. 

Restait en effet le probleme de la parole chez les animaux qui ne vivent pas en 
societe, mais que Bougeant regIe vite en postulant le besoin de la parole chez tous 
les animaux qui forment des couples, quel qu'ils soient, la seule exception dans ce 
systeme etant les animaux hermaphrodites comme les limaces qui, possedant les 
deux sexes sur le meme individu, n' ont pas besoin de parler. 

Cerres, le malheureux jesuite fut tance par ses superieurs, car en postulant le 
langage des betes, il en etait venu a leur reconnaitre une ame spiritueUe. Cela le 
pla<;ait dans une position delicate du point de vue de l'orthodoxie religieuse. 11 
avait d'ailleurs parfaitement vu le dilemme dans lequel il se pla<;ait. «Tout le 
monde ( ... ) convient que les Betes connoissent. EUes ont donc une ame. Mais cette 
ame est-elle matiere ou esprit? 11 faut qu'elle soit l'une ou l'autre, & vous n'osez 
cependant dire ni l'un ni l'autrell». Car si leur ame est materielle, comment pour
raient-ils connaitre? Mais pretendre qu'eUe est un esprit «entraine des con
sequences contraires au principe de la Religion». 11 avait ctu pouvoir se tirer de 
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l'impasse, en soutenant - ou plut6t en pretendant rapporter les propos d'un 

«Auteur» qu'il ne nomme pas et qui ne peut-etre qu'un prete-nom - que les 
betes ont bien une ame spirituelle mais que leurs ames sont en fait les demons que 

Dieu a condamnes a attendre le Jugement dernier. 
Dieu, pour ne pas laisser inutiles tant de legions d'esprits reprouves, les a 

repandus dans les divers espaces du monde, pour servir aux desseins de la 
Providence & faire eclater sa toute-puissance. Les uns laisses dans leur etat 
naturel s'occupent a tenter les hommes, ales seduire, ales tourmenter, soit 

immediatement, comme le demon de Job, & ceux qui s'emparent des corps 
humains, soit par le ministere des Sorciers & des Revenans. Ce sont ces 
Esprits malfaisants que l'Ecriture appelle les Puissances des tenebres & les 
Puissances de l'air. Des autres Dieu en a fait des millions de Betes de toute 

espece qui servent aux usages de l'homme, qui remplissent l'Univers & font 
admirer la sagesse & la toute puissance du Createur. Par ce moyen, ( ... ) je 

conc;ois sans peine comment d'une part les Demons peuvent nous tenter, & 

de l'autre comment les Betes peuvent penser, connoitre, sentir, & avoir une 

we spirituelle, sans interesser les dogmes de la Religion. Je ne suis plus 
etonne de leur voir de l'adresse, de la prevoyance, de la memoire, du raison

nement12. 

En fait, on pourrait s'etonner, ajoutait Bougeant, qu'ils n'en aient pas plus, 

puisque les demons, purs esprits, nous sont superieurs en intelligence et raison
nement. Mais, c'est que dans les betes, comme en nous, <des operations de l'esprit 
sont assujetis aux organes materiels». Un esprit, meme superieur, quand il est lie 
a des organes de brutes, n' est pas capable de grandes prouesses intellectuelles. 
Quelle humiliation, s'exclame Bougeant, pour ses esprits superbes, «de se voir 
ainsi reduits a n'etre que des Betes. ( ... ) C'est un Enfer anticipe13». 

11 est pourtant important d'observer que comme c'est pour avoir abuse de leur 
raison & de leurs lumieres, que les Esprits rebelles ont merite ainsi d'etre 
degrades, Dieu a voulu les humilier par leur raison meme, en les assujettis
sant a des organes si grossiers, qu'elle est extremement inferieure a celle des 
Hommes; de-la vient que nous jugeons bien que quelquefois que les Betes 
font quelque raisonnement; mais nous avons tout lieu de croire qu' elles ne 

font jamais, comme nous, plusieurs raisonnements sui vis & reflechis, parce 
que leurs organes se refusent a des mouvements si delies. C'est ce qui en fait 
des automates qui agissent le plus souvent que par machine, quoi qu'avec 

connoissance, & voila pour un esprit le comble de l'humiliation14. 

Ajoutez a cela qu'a la question qu'arrive-t-il a l'ame des betes et done aux demons 
a leur mort, il repondait par la croyance de «Fythagore» et des «Fhilosophes 

Indiens» en la «Metempsychose», et vous comprendrez l'emoi de ses superieurs 
qui lui demanderent de se retracter - ce qu'il fit d'ailleurs de bonne grace dans 
la preface de l'edition de 1750 de son ouvrage. 11 n'en reste pas moins que 
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fit.J ChuM! aux ClISIOr5 dans C. Lr Beau, Ahllll_ "" S,. C. U BMIt, al .. ,,1 

,. p"rI,..",." \~gt (II"/OIX a -,""11""'" Its JIIItVflgts rk rA,.f,.'qlN 
"I"tIf/f"III""lt, Amsttrdam, 17 }8, pan I, p.320, coil. Tht John Carttr 
Brown Lbrary, Brown UnJ\·tDlty. (Photo TIlt John Cantr Brown 
Library) 

I'AmNummf IOUlra d'une grande populariu~. L'annee meme de sa parution, il avail 
connu au moins huie editions et six impressions. Entre 1740 ee 1783 parurem dix 
editions en quaere pays: la France, I'Angleterre, la 5U1sse et la Hollande. De nom
breuses allusions comemporaines, des uaductions en anglals, en allemand et en 
ualien illusrrem bien la renommee du livren . 

Hester Hastings me mic emuite sur la pisre de Pons Augustin Allen 
(1705 ?- 1785), auceur d'une promeneuse H iJtOIrt des !mgt.! il alllrtJ anmllJNX curituX 

doni /'imlll/a tt I'mdllJlrit txclttnll'odmtralton des HommtJ. rommt 10 IllphallJ, It.! (aJ

IfM, publie en 17:52 a Paris chez Duchesnel6. 11 y est en efret longuemem ques
tion du castor, voire de son langage, mais AJletz ne fait que rapponer sans Its com
memer Its propos d'un .. Voyageur>., nw autre que le Sieur ~ Beau. avoClU en par
lemem (fig.3). 
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Il me semble meme qu'ils se parloient pendant que je les voyois travailler, & 

qu'ils raisonnoient ensemble par des tons plaintifs & dolens, a. peu pres 
comme ceux que nous font entendre quelque fois nos poules & nos canards, 
avec cette distinction neanmoins, que ces Amphibies me semblaient attentifs 

aux differens sons de la voix les uns des autres pour agir conformement a. 1'in
tention de ceux qui s'exprimoient par leurs petits tons non articules. Ce qui 
est certain du moins, c'est qu'ils s'entendent bien entre eux17. 

Mais il va sans dire que les exagerations memes de ces opinions furent a la source 

d'une reaction dans l'autre sens. Les naturalistes les plus serieux tenteront de mon

trer, a partir d'observations nouvelles, que ces speculations ne tenaient pas debout. 
11 faut citer Reaumur, Buffon et Charles Bonnet. Certes, l'entomologiste R.A.F. de 
Reaumur ne s' est pas occupe des Castors, mais il a revu en profondeur ce qu' on 

avait l'habitude de dire sur les fourmis et les abeilles. 
Ce sont surtout les eloges qu'on a donnes a. 1'intelligence des insectes, qui 
n'ont pas ete asses mesures: on les a fait penser & agir comme nous, & sou
vent meme on les a loues de ce qu'ils pensoient & agissoient mieux que nous. 
Il n'est sorte de connoissance qu'on ne leur ait accordee; on leur a trouve 

toutes les vertus morales, meme les plus sublimes; & sur quels fondements? 
sur des fondements souvent tout-a.-fait puerils18. 

Buffon qui, nous le verrons, s'accordait tout a fait avec Reaumur sur les insectes, 
couvrait un champ plus vaste, de l'Homme a. la fourmi, en passant par tous les 

mammiferes, dont bien sur notre Castor. Ses prises de position ne sont pas simples 
et peuvent meme passer pour contradictoires. A lire ce qu'il dit sur des animaux 
comme le chien ou le cheval, ou, oubliant ses propres theories, il s' emballe et leur 

prete presque des sentiments humains, on ne croirait pas que dans son «Discours 
sur la Nature des animaux», illeur denie toute forme d'ame et s'en tient a une 
explication mecaniste de leur comportement. Buffon, que les pouvoirs ecclesias
tiques avaient deja oblige a se retracter par ecrit, ne tenait plus a offenser l'Eglise. 
11 preferait nier aux animaux une ame et, s'illeur accordait une forme de langage, 
c'etait un langage qui ne transmettait aucune pensee . 

18 

... aucun des animaux n'a ce signe de la pensee [qu'est la parole}, ce n'est pas, 
comme on le croit communement, faute d'organes; la langue du singe a pam 

aux Anatomistes aussi parfaite que celle de 1'homme: le singe parleroit done 
s'il pensoit; si 1'ordre de ses pensees avoit quelque chose de commun avec les 
necres, il parleroit nocre langue, & en supposant qu'il n'eut que des pensees 

de singe, il parleroit aux autres singes; mais on les jamais vUs s'entretenir ou 
discourir ensemble; ils n'ont done pas meme un ordre, une suite de pensees a. 
leur fac;on, bien-loin d'en avoir de semblables aux netres; il ne se passe a. leur 
interieur rien de suivi, rien d'ordonne, puisqu'ils n'expriment rien par des 

signes combines & arranges; ils n'ont done pas la pensee, meme au plus petit 
degre19. 



Certes, ces affirmations de Buffon ont quelque chose de piquant apropos du singe, 
puisqu'on croit aujourd'hui que non seulement il est capable de penser, mais que 
s'il ne parle pas, c'est faure d'organe de phonation analogue au natre. Mais Buffon 
liait de si pres la pensee au langage parle que, constatant l'absence de l'un, il ne 
pouvait que conclure a l'absence de l'autre. Et les castors? Buffon ne les oublie pas 
et les rapproche des abeilles, ces autres architectes. Mais, il voit dans l'absence de 
perfectibilite la preuve que l'instinct et non la raison se manifestent dans leurs 
ouvrages. 

s'ils [les animaux} etoient doues de la puissance de reflechir, meme au plus 
petit degre, ils seroient capables de quelqu'espece de progres, ils acquerroient 
plus d'industrie, les castors d'aujoutd'hui biitiroient avec plus d'art & de 
solidite que ne biitissoient les premiers castors, l'abeille perfectionneroit 
encore tous les joutS la cellule qu'elle habite; car si on suppose que cette cel
lule est aussi parfaite qu'elle peut 1'etre, on donne a cet insecte plus d'esprit 
que nous en avons, on lui accorde une intelligence superieute a la notre, par 
laquelle il apercevroit tout d'un coup le dernier point de perfection auquel il 
doit porter son ouvrage, tandis que nous-memes ne voyons jamais clairement 
ce point, & qu'il nous faut beaucoup de reflexion, de temps & d'habitude 
pOut perfectionner le moindre de nos arts20. 

Les animaux sont-ils capables de progres? de perfectionner leurs dons innes? C'est 
en effet une bonne question et qui revient constamment quand on compare les 
hommes aux animaux. Certes la position de Buffon paralt claire quand on lit, 
comme nous venons de le faire, ce qu'il dit des castors, mais, dans son chapitre sur 
le chien, il affirme que l'instinct des animaux peut etre ameliore par l'education 
et dans son article sur les «Animaux carnassiers», il affirme sans ambages que cer
tains animaux s'ameliorent au contact de l'Homme, montrant a la longue de plus 
en plus de signes d'intelligence et de sensibilite. 

Faudrait-il en conclure qu'en attribuant de «l'esprit» aux betes nous 
sommes victimes d'une illusion qui attribue a la pensee ce qui n'est en fait qu'un 
effet des grands nombres? C'est bien ce que Buffon croit a propos des abeilles . 

... car ces dix mille individus, qui ont ete tous produits a la fois, qui ont habite 
ensemble, qui se sont metamorphoses a peu pres en meme temps, ne peuvent 
manquer de faire tous la meme chose, &, pOut peu qu'ils aient de sentiment, 
de prendre des habitudes communes, de s'arranger, de se trouver bien ensem-
ble, de s'occuper de leur demeute, d'y revenir apres s'en etre eloignes, &c. & 

de la l'architecture, la geometrie, 1'ordre, la prevoyance, 1'amour de la patrie, 
la republique en un mot, le tout fonde, comme 1'on voit, Sut l'admiration de 
l' observateut21 . 

Ailleurs, il va jusqu'a dire qu' on mettrait dans le meme lieu «dix mille auto
mates» qu'il n'en sortirait guere autre chose que nos societes d'abeilles, y compris 
l'hexagone regulier de leurs cellules22• Nous sommes loin des observations de Karl 
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von Frisch (1886-1982) qui demontrera l'existence d'un veritable langage 
«danse» chez les abeilles, capable de transmettre des informations aussi precises 
que non seulement la direction d'une source de pollen, mais sa distance approxi
mative de la ruche. Concedons tout de meme a Buffon que la Republique n' est pas 
l'affaire des abeilles, dont le systeme faitplutot penser a un regime totalitaire, 
mais nos castors? lis ne naissent tout de meme pas tous en meme temps. Buffon 
paralt meme pret a conceder qu'ils se reunissent en societe de leur plein gre. 

11 y a parmi certains animaux une espece de societe qui semble dependre du 
choix de ceux qui la composent, & qui par consequent approche bien davan
tage de l'intelligence & du dessein, que la societe des abeilles,. qui n'a d'autre 
principe qu'une necessite physique: les elephans, les castors, les singes & 

plusieurs autres especes d'animaux se cherchent, se rassemblent, vont par 
troupe, se secourent, se defendent, s'avertissent & se sofunettent a des alures 
communes23 ... 

Faudrait-il en condure que, dans ces cas du moins, l'intelligence paralt et con
sequemment une certaine forme de langage est possible? Imperturbable, Buffon 
le nie toujours et ne voit dans toutes ces merveilles d'organisation que «des rap
ports & des convenances physiques». 

Qu'on mette ensemble & dans un meme lieu un grand nombre d'animaux de 
meme espece, il en resultera necessairement un certain arrangement, un cer
tain ordre, de certaines habitudes communes ( ... ). Or toute habitude com
mune, bien loin d'avoir pour cause le principe d'une intelligence eclairee, ne 
suppose au contraire que celui d'une aveugle imitation24. 

Condillac accusera Buffon de revenir purement et simplement aux animaux
machines de Descartes25 , pour qui l'animal etait incapable de penser. Des le 
Discours de la Methode Descartes marquait dairement «la difference qui est entre 
les hommes et les betes». Ce n'est pas «que les betes ont moins de raison que les 
hommes ( ... ), elles n'en ont point du tout» .. A vrai dire, Descartes les comparait a 
des «machines», tellement, expliquait-il, que si,par quelque artifice, on arrivait 
a faire des machines «qui eussent les organes et la figure d'un singe, ou de quelque 
autre animal sans raison, nollS n'aurions aucun moyen pour reconnaltre qu'elles ne 
seraient pas en tout de meme nature que ces animaux», alors qu'un automate de 
forme humaine se reconnaltrait aussitot a son incapacite de poursuivre une con
versation sensee quelque peu prolongee et d'agir «en toutes les occurrences de la 
vie, de meme fac;;on que notre raison nollS fait agir26». Aussi, il y a tout a parier 
que Descartes n'aurait pas ete bouleverse outre mesute, s'il 1'eut connu, par 
l' «industrie» des Castors. 

Mais Buffon n'allait pas aussi loin que Descartes. Il reconnaissait aux betes 
la faculte de sentir, voire meme une certaine conscience d'exister. li ne pensait pas 
comme les cartesiens le soutiendront, Malebranche en particulier27 , qu' elies 
etaient incapable d'eprouver de la douleur ou du plaisir. lileur reconnaissait donc 
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certaines emotions et ne leur niait que la capacite de penser et de reflechir. 

La contribution de Charles Bonnet (1720-1793) enfin rejoint sur plusieurs 
points celle de Buffon, meme s'il n'a pas senti, comme lui, le besoin de revenir aux 
animaux-machines de Descartes. Comme Buffon, il tire argument des travaux des 
Castors pour distinguer 1'Homme de l' animal. 

Ne voit-on pas, que si les Castors avoient nos notions des [sic} Genie & 

d'Architecture, les Castors d'aujourd'hui ne batiroient precisement comme 

ceux du temps de Vespuce? L'Esprit humain combine & perfectionne sans 
cesse; L'Esprit des Castors ne combine & ne perfectionne jamais ( ... ). Le limon 
avec lequella Nature a petri les Animaux, n'est point celui avec lequel elle 
petrit les Architectes: ( ... ) Chaque Animal a rec;il ses dons particuliers & sa 

mesure d'industrie relatifs a sa destination. Il en est OU la mecanique est si 
palpable, que nous ne pouvons nous la dissimuler. Il en est d'autres ou il est 
si deguise sous une apparence de reflexion & de genie qui nous seduit d'au
tant plus silrement, que nous aimons davantage a l'etre. D'ailleurs, il nous est 
bien plus facile de faire raisonner la Brute en l'Homme, que l'Homme en 
Brute28• 

On a reconnu l'argument de Buffon, tire de l'absence de perfectibilite chez 1'ani

mal. Son incapacite a faire des progres est perc;u comme le signe evident de son 

absence de pensee. Contrairement a Bougeant, Bonnet ne rejette pas la notion 
d'instinct. 11 tient que le castor, comme les aurres animaux architectes, rec;oit en 
naissant l'organisation cerebrale necessaire a 1'exercice de son talent. 

Un Architecte ne construit un Batiment que parce qu'il en a conc;u le plan. 
L'invention ou le dessein est le fruit de l'etude et du travail. Mais quels efiets 
cette etude et ce travail ont-ils produits dans son Cerveau? ils ont donne a dif

ferentes fibres et a differens faisceaux de fibres des determinations partic
ulieres et coordonnees qu'ils ont conservees et en consequence desquelles 
l'Ame de l'Architecte a opere ( ... ) 

Supposons maintenant que cet Architecte filt venu au Monde avec un 
Cerveau pourvu de fibres sensibles dont les determinations fussent exacte
ment les memes que celles qu'y auroient produit l'etude et le travail; cet 
Architecte, si heureusement ne, ne porteroit-il pas dans son Cerveau une 
Architecture innee, en vertu de laquelle il executeroit sans preparation tout 
ce que le commun des Architectes n'execute qu'a force d'etude et de tra
vai129. 

C'est ce qui se passerait, toujours selon Bonnet, pour 1'animal. Des sa naissance, 
son cerveau contient le «systeme de fibres representatifs de 1'Ouvrage et des 
moyens relatifs a l'execution». Parmi ces moyens faut-il comprendre le langage? 
Oui et non. Bonnet, comme plusieurs de ses contemporains, distingue en effet 
entre le langage <<naturel» et le langage «artificiel» ou «articule». 11 accorde le 
premier aux animaux, mais reserve exclusivement le second aux Hommes. 
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Dans la premiere espece doivent etre ranges tous les signes par lesquels 
l'Animal donne a connoltre ce qui se passe dans son interieur. Mais, si nous 
voulons nous borner aux seuls sons, le langage naturel sera un assemblage de 
sons non-articules, uniformes dans tous les Individus de la meme Espece et 
lies tellement aux sentimens qu'ils expriment, que le meme son ne represente 
jamais deux sentimens opposes. 
La parole humaine au contraire est faite d'un «assemblage de sons articules 

et arbitraires, qui n'ont d'autre liaison avec les idees qu'ils representent, que celle 
que leur donne l'institution ou la convention». C'est dire que les betes ne parlent 
pas, nonobstant les perroquets. Car, pour parler, il ne suffit pas d' emettre des sons 
articules, il faut <<lier ces sons aux idees qu'ils representent. Les betes ne sauraient 
former ces liaisons». La parole est l'expression de la pensee et il n'y a pas de pen
see proprement dite chez les betes depourvues de raison. Il n'y a pas non plus de 
reflexion. Les betes ne generalisent pas leurs idees: «leur Attentivite est renfermee 
dans la sphere de leurs besoins. Ils ne saisissent que les rapports des Choses aces 
besoins». 

Ces limites mises a l'entendement animal ne rendent pas les constructions 
des castors, des abeilles ou des fourmis moins extraordinaires. Au contraire, pour 
un croyant comme Bonnet, elles font mieux eclater la sagesse du Createur qui les 
a pourvus du necessaire pour mener a bien de pareilles entreprises. «Lors donc que 
je vois un Insecte travailler a la construction d:un nid, d'une coque ou d'un four
reau, je suis saisi de respect, parce qu'il me semble que je suis a un spectacle OU le 
SUPREME ARTISTE est cache derriere la toile30». On ne s'attend pas a ce qu'un 
penseur aussi mesure que Bonnet conclu de toutes les considerations precedentes 
que non seulement les animaux ont une ame, mais que cette ame est immortelle! 
Seul de tous les penseurs de son temps, en effet, Bonnet soutient pareille opinion. 
Il y avait donc une justice pour les betes. Apres avoir ete maltraitees sur terre par 
leurs mauvais maltres, elles pouvaient aspirer au bonheur dans l'au-dela, comme 
les pauvres a qui l'Evangile promet la felicite du ciel. 

L'Ame des Betes & l'Ame de l'Homme sont egalement indestructibles par les 
causes secondes. Il faut un Acte aussi positif de la DIVINITE pour aneantir 
l'Ame du Ver que pour aneantir celle du Philosophe. Mais quelles preuves 
nous donne-t-on de l'aneantissement de l'Ame des Betes? On nous dit 
qu'elles ne sont pas des Etres moraux. N'y a-t-il done que les Etres moraux 
qui soient capables de bonheur? Les Etres qui ne sont point moraux ne 
sauraient-ils le devenir? ( ... ) Pourquoi bornez-vous le cours de la BONTE 
DIVINE? Elle veut faire le plus d'Heureux qu'il est possible. Souffrez 
qu'ELLE eleve par degres l' Ame de 1'Hultre a la Sphere de celle du Singe; 
l'Ame du Singe a la sphere de celle de l'Homme31 ». 

On serait tente d'arreter sur cette vision celeste cette exploration preliminaire de 
la pensee du XVlIIe siecle sur les castors. Mais je m'en voudrais de terminer cet 
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article sans signaler que meme le grand Jean-Jacques ROllSseau n'a pas dedaigne 
notre humble sujet. Pour Jean-Jacques: «La parole distingue l'homme entre les 
animaux». Aussi bien, proposait-il, dans son Essai sur l'origine des langues, une 
explication du langage des Castors qui ne faisait pas appel a la parole proprement 
dite. Ayant fait la remarque que «l'invention de l'art de communiquer nos idees 
depend moins des organes qui nollS servent a cette communication que d'une fac
ulte propre a l'homme», - idee qu'il emprunte a Buffon - il ajoutait: 

Les animaux ont pour cette communication une organisation plus que suff
isante, et jamais aucun d'eux n'en a fait cet usage. Voila, ce me semble, une 
difference bien caracteristique. Ceux d'entre eux qui travaillent et vivent en 
commun, les Castors, les fourmis, les abeilles ont quelque langue naturelle 
pour s'entre-communiquer, je n'en fais aucun doute. 11 y a meme lieu de 
croire que la langue des Castors et celle des fourmis sont dans le geste et par
lent seulement aux yeux. Quoi qu'il en soit, par cela meme que les unes et les 
autres de ces langues sont naturelles, elles ne sont pas acquises; les animaux 
qui les parlent les ont en naissant, ils les ont taus, et partout la meme: ils n'en 
changent point, ils n'y font pas le moindre progres. La langue de convention 
n'appartient qu'a l'homme. Voila pourquoi l'homme fait des progres soit en 
bien soit en mal, et pourquoi les animaux n'en font point32». 

On le voit, ROllSseau rejoignait la pensee de Bonnet sur la distinction des langues 
naturelle et de convention, meme s'il cherchait dans un systeme de signes visuels 
ce que La Hontan et beaucoup d'autres avec lui avaient cru remarquer dans les 
signes auditifs, quand il parlait «de certains tons plaintifs non articulez». Il aurait 
ete bien surpris d' apprendre le caractere chimique des signaux des fourmis. Mais, 
il ne met pas en doute l'existence d'une forme de langage chez les betes. Ce qu'il 
conteste, c'est que ce langage inne des betes puisse faire l'objet d'un apprentissage 
ou d'un progres. 

Rousseau se trouvait a exprimer une sorte de juste milieu entre les penseurs 
de son siecle qui se divisaient entre les «theriophiles», pour reprendre une expres
sion du professeur George Boas, qui avaient tendance a leur reconnattre non seule
ment un langage, mais une rune capable de sentir et de juger, d'une part, et les 
naruralistes, plus objectifs, que les exagerations du premier groupe exasperaient. 

FRAN(:OIS-MARC GAGNON 
Departement d'histoire de l'art 
Universite de Montreal 
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Summary 

THE REPUBLIC OF BEAVERS BY LA HONTAN 
To know Native and White Mythology 

T his article presents a preliminary exploration of eighteenth-century thought 
on the language of animals, especially beavers. Illustrations of the period 

which show beavers working together on the construction of their lodges and 
their dams can be examined in this context. The perceptions of Father Guillaume 
Hyacinthe Bougeant, Buffon and Charles Bonnet, as well as Jean-Jacques 
Rousseau, who dedicated a few lines to the subject, are each examined. Certain 
thinkers, such as Bougeant, endowed beavers with a soul and language. Others 
hesitated to go so far; Buffon's opinion seemed to vacillate between the Cartesian 
concept of animal as mere machines, devoid of a soul and the ability to reason, and 
the view that acknowledges the emotions of domestic animals. Bonnet and 
Rousseau added to the debate, by introducing an important distinction between 
natural and conventional language, of which the latter is the sole priviledge of 
human beings. 

Translation: Brenda Dionne 
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fig. I jem Restout. Christ servi piU' tes anges, !I.d., d!!uui[ 1922. 
(PhOto: j.E. Livemois) 
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LES ENVOIS DE TABLEAUX EUROPEENS 
DE fHILIPPE-]EAN-LOUIS PES]ARDINS A 
QUEBEC, EN 1817 ET 1820. ETABLISSEMENT 
DUCONTENU 

A la memoire de John Russell Harper 

«11 Y aura 4 rouleaux & une caisse. Dans les 4 rouleaux, 100 tableaux de toute 
grand[eur}, & 20 petits dans la caisse. Total 120.11 Y aura de quoi tapisser toutes 
les Eglises de la nouv[elle} Fr[ance}». 

Archives nationales du Quebec a Montreal - M72-84, Extrait d'une lettre de l'abbe 

Philippe-Jean-Louis Desjardins a son frere l'abbe Louis-Joseph Desjardins, Paris, 19 juin 

1815. 

L' arrivee de 180 grands tableaux a sujet religieux a Quebec en 1817 et 1820, 
connus sous le terme impropre de «collection Desjardins» occupe une place 

relativement importante dans l'histoire de l'art au Quebec1. Alors que les princi
paux acteurs, les abbes Philippe-Jean-Louis (1753-1833) et Louis-Joseph 
Desjardins (1766-1848)2 ont tout fait pour amenuiser le rayonnement public de 
leur action3, vers 1880 commence a se construire un discours de celebration du 
geste des deux pretres emigres qui avaient trouve asile dans le diocese de Quebec. 
Cette mise en valeur d'un heritage fran~ais de l'Ancien Regime a favorise l'emer
gence du concept de «collection» afin de distinguer les tableaux qui ont transite 
par les abbes Desjardins4. 11 me semble plus juste de qualifier ces deux envois 
comme un «fonds de tableaux5», et non pas comme un regroupement coherent 
d'reuvres reuni en vue d'etre apprecie dans son ensemble. Ces envois se comparent 
plutat a des lots de tableaux beterogenes, voire disparates, et qui etaient des tines 
au commerce. 

Une des difficultes majeures que pose l'etude du fonds Desjardins est celle 
de l'etablissement du contenu des envois de 1817 et 1820. QueUes furent les 
reuvres qui arriverent a Quebec grace a Philippe-Jean-Louis Desjardins? Le fonds 
Desjardins se caracterise avant tout par une absence de programme. Certes, l'in
tention de Philippe Desjardins d'envoyer des tableaux a sujet religieux «pour 
tapisser toutes les eglises de la Nouvelle-France» est un element structurant du 
projet qui cependant ne determine pas la nature de ses choix. Son action energique 
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fig. 3 Michel 
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,",glise Saint-Michel-de
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fig. 2 Aubin 
V(luet, Sa.inte Famille 
11. Nazareth, n.d., 2.24 
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Denis-sur-RLchel ieu. 
(Photo: rninis[~re de la 
Culture et des 
Communications, 
foods photographique, 
74.284 {45]) 



ne pas semble avoir ete accompagnee par une selection rigoureuse lors de ses 
achats de tableaux. 

La recherche documentaire m'a permis de realiser l'ampleur des lacunes dans 
les sources relatives au fonds Desjardins. L'absence d'information sur les modes 
d'approvisionnement de Philippe Desjardins et les moments exacts de ses achats 
empechent de constituer d'une fa<;;on satisfaisante la liste des tableaux acquis puis 
envoyes au Bas-Canada6. Le document connu et publie comme l'inventaire des 
tableaux du fonds Desjardins (D) et conserve chez les Ursulines de Quebec7, porte 
comme intitule: «Envois de Tab[l}eaux, de Paris, en 1817 & 1820 par mes freres8 

& Places par moi en Canada». Ce texte ne fournit en fait que la liste des 120 
tableaux places dans les quatre rouleaux et la caisse (c.) mentionnes par Philippe 
Desjardins et re<;;us a Quebec en mars 1817. On y retrouve cependant en annexe, 
deux listes de tableaux «places» chez les Ursulines et chez les Augustines de 
l'H6tel-Dieu de Quebec (1.). Ces listes supplementaires, qui fournissent d'autres 
titres d'ceuvres, compliquent la tache de determiner avec precision le contenu du 
premier envoi, car certains des tableaux qui y sont mentionnes etaient deja a 
Quebec et transiterent vets les deux communautes par l'intermediaire des abbes 
Desjardins. Par ailleurs, aucune liste n'a ete retracee qui permette d'etablir la 
teneur exacte de renvoi de 1820, compose de 60 tableaux, comme nous l'apprend 
la lettre de Philippe Desjardins en date du 13 mai 18209. 

Ainsi, a la liste des 120 tableaux parvenus en 1817, il faut donc ajouter cer
tains des titres contenus sur une feuille annexe: une liste de tableaux «places chez 
les Ursul[ine}e[s} de Quebec» et une autre des tableaux «Donne[s} a L'h6tel Dieu 
de Quebec». Dans le contenu de ces deux releves on retrouve le titre de sept toiles 
qui ne figurent pas sur la liste de l'envoi de 1817 et dont on peut avancer avec cer
titude, par confrontation avec d'autres documents, qu'ils arriverent au Canada 
grace a Philippe Desjardins lO• Faut-il penser qu'ils vinrent tous dans renvoi de 
1820? Cela est plausible si 1'0n considere la nature du document, car cet inven
taire Desjardins est une copie de la liste originale. Louis-Joseph Desjardins, en 
transcrivant l' original de la liste de 1817, a ajoute, a la suite, le titre des ceuvres 
dont il avait approvisionne les Ursulines et les Augustines de I'H6tel-Dieu, justi
fiant ainsi le «Places par moi en Canada» que 1'0n retrouve egalement dans le titre 
de ce document capital. L'hypothese de Gerard Morisset concernant la date tardive 
de cette transcription est plausible et confirmee par le fait que 1'0n retrouve sur 
ces listes annexes le titre d'un tableau qu'il a offert a I'H6tel-Dieu aussi tard qu'en 
184111. Le fait qu'il s'agisse d'une copie de la liste originale pourrait ainsi expli
quer, du moins en partie, les erreurs qui ont pu se glisser quant a la localisation 
de certaines ceuvres12. L'inventaire Desjardins fournit donc les titres de 120 
tableaux arrives en 1817 et de 7 tableaux qui devaient faire partie de l' envoi de 
1820 et qui sont documentes par le biais des listes complementaires, soit un total 
de 127 ceuvres. 
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fig· 4 SIrTM)n 

VOUCt, SlIint Frlln,oi, 

de Paule n:" uscilam 
un enfant, Vf'TS 1630, 
3.35 • 187 rn, 
~811se de Salm-Henn 
de Uv'5. {Phoco: mln
isttre tk I. Cultu~ et 
des Communications, 
fond$ pMl:ographlql.lf', 
82.0302 {4)]) 

Une source secondaire. le caraJogue de la GaJerie de peinture de Joseph 
Ugm, paru en angJais en 185213, contient a la page trois une ind icat ion prttlellS(: 
sur une panle du comenu de renvoi de 1820 (1), A la suite de la description du 
Oat'ld rontt",planl la It It tk Collalh, de Pierre Puget, Ugm dresse un hlsrorique 
des envois du fonds Desjardins et il ajoute en conclusion; .. All d~ paintings 
included ~tween nos 1 and 33 ~longed to that rare collection ... uue source 
secondaire parait plausible et rien ne permet d·infirmer la just~ de ceHe affir
mation. Le catalogue de Uga~ foumirait dOllc les tit res de 27 oeuvres qUi misaient 
partie de I'envoi de 1820. En effet. sur les 33 titres donnes, il mut en sousrraire 
6 qui figuralenr deja dans I'inventaire Desjardins, ce qUi apporte un element de 
preuve a l'affirmation de rartiste sur la provenance de cene partie de sa propre col
lecrionl4. Ut aloul porte le nombre de tableaux connus a 154, sur les 180 par
venus 11 Quebec lors des deux envois. 

En plus de ces deux sources principales d'information, la correspondance de 
l.ouis-Joseph Desjardiru regorge d'un nombre impressionnanr de titres d'<ruvres, 
Ces mentions peuvent-elles etre considerm comme designant des tableaux qUI 
faisa iem partie du fonds constirue par Philippe Desjardiru? Je ne le crois pasu, 
&ant donne qu'on y rerrouve mention de certaines copies que Louis-Joseph fAit 
fAire a Quebec a partir des originaux qu'il poss&Iait ou qu'i! avair deja vendus. De 
plus, des f"acturt'S qui om ete conservees ind iquem que Louls-J~h Desprdtns a 
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achete des reuvres d' art directement de marchands de Quebec pour les donner ou 
les revendre a son compte16. 11 s'agissait principalement d'un commerce de 
gravures, mais des tableaux figurent a l'occasion. Ses inventaires apres deces17 sont 
revelateurs sur cepoint, car y sont mentionnes des tableaux qui n'apparaissent pas 
dans la liste des 154 reuvres precedemment etablie. Ces tableaux ne proviennent 
pas avec certitude de Philippe Desjardins. 11s ne peuvent done etre consideres, 
dans l'etat actuel des connaissances, comme faisant partie du fonds Desjardins qui 
est arrive a Quebec en deux groupes, en 1817 et 1820. Par consequent, ces releves 
d'achats ne peuvent etre utilises pour connaltre les sujets des 26 tableaux man
quants du deuxieme envoi. 

Onze autres titres s'ajoutent a la liste des 154 tableaux deja colliges (1820). 
Ces onze tableaux, non mentionnes dans l'inventaire ou dans la correspondance, 
meritent selon moi d'etre inclus dans le catalogue. Les raisons qui expliquent ce 
choix sont le sujet du tableau, son grand format, sa localisation dans une eglise Oll 
il se trouve avec d'autres tableaux achetes de Louis-Joseph Desjardins, la presence 
d'une mention ancienne ou le fait que ces reuvres furent copiees des le debut des 
annees 1820. Ces elements s'ajoutent au fait qu'aucun autre historique n'est connu 
pour les tableaux ainsi retenus. Leut inclusion demeure sujette a caution et l'on ne 
peut pas exclure la PQssibilite de leut provenance d'une autre soutce18. 

Dans leur correspondance, les abbes Desjardins mentionnent trois autres 
tableaux envoyes par Philippe Desjardins au Canada: un Ecce homo au negre offert a 
l'H6pital-GeneraI19 et deux medaillons devant servir comme ornement d'un pare
ment d'autel chez les Ursulines de Quebec et representant le Martyre de sainte 
Ursule et de ses compagnes20 . Ces trois reuvres ont ete retenues a cause de la certitude 
de l'authenticite de leut provenance, meme s'ils ne voyagerent pas avec les deux 
principaux envois et si les deux medaillons ne faisaient pas partie des achats 
regroupes de tableaux effectues par Philippe Desjardins entre 1803 et 1810, mais 
etaient plut6t une commande destinee specifiquement aux religieuses. Sur les 183 
tableaux qui, dans l'etat actuel des connaissances, peuvent etre consideres comme 
venant de l'abbe Philippe Desjardins (120 du premier envoi, 60 du second et trois 
par deux envois separes) j'ai pu en reconstituer la liste a 92 p. cent, en cataloguant 
ou en documentant 168 reuvres. Cependant 75 d'entre elles, soit pres de 45 p. 
cent, ont ete detruites ou n'ont pas ete encore localisees. Ceci rend compte de l'e
tat lacunaire de nos connaissances sur ces tableaux qui seraient a l'origine d'un 
renouveau de la peinture d'histoire au Bas-Canada avec l'emergence des carrieres 
artistiques de Jean-Baptiste Roy-Audy (1778-v.1848), de Joseph Legare (1795-
1855) et d'Antoine Plamondon (1804-1895). 

LAURIER LACROIX 
Departement d'histoire de l'art 
Universite du Quebec a Montreal 
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Liste des tableaux importes par les abbes Desjardins a Quebec en 1817 et 1820 N 

catalogue attribution attribution localisation localisation 
actuelle Desjardins ancienne 

actuelle 

DOIIL33 C. Vignon S. ]erome dans le desert Vignon CadieuxlLegare Musee Amerique fran,aise 

D02 Repas d'Herode ecole de Rubens Urs. QclFlamondon disparu 

D03 Adoration des mages Restout Vetcheres disparu 

D04 C. Monnet Christ expirant sur la croix Monnet Seminaire de Quebec detmit 1888 

DOS Vierge de douleurs et 4 anges Vignon St-Henri de Levis 

Do6 Christ au jardin des oliviers Procaccini Baie-du-Febvre Musee du Quebec 

D07 C. Vignon Adoration des mages Vignon St-Henri de Lcfvis St-Henei de Levis 

D08 Adoration des mages Bounieu Seminaite de Quebec detmit 1888 

D09 J.J. Lagrenee (?) Christ et la Samaritaine Lagrenee Seminaire de Quebec detmit 1888 

OlO ] .-J. Lagrenee Mise au tombeau Lagrenee Baie-du-Febvre Musee du Quebec 

DU J.-J. Lagrenee Incredulite de s. Thomas Lagrenee Baie-du-Febvre Musee du Quebec 

Ol2 Religieux guerissant un malade Maratta Baie-du-Febvre Musee du Quebec 

Dl3 S. Louis Halle Cap St-Ignace disparu 

D14 Enfant] esus Le Brun St-Roch de Quebec disparu 

D1S Feche miraculeuse ecole de Rubens Berrhelot non localise 

Ol6 d'ap. G. Huret Christ outrage Huret Notre-Dame de Quebec detruit 1922 

D17 S.]er6me Vinius/Boucher St-Michel de Bellechasse detruit 1872 

Ol81L31 A. Vouet S. Michel terrassant Lucifer A. Vouet CadieuxlLegare Musee Amerique fran,aise' 

Ol9 Cene ecole de F. Cortone Vercheres disparu 

D20 Fentec6te Fr. Andre Verch€res disparu 

D21 N.Halli' Bapteme du Christ Halli' Seminaire de Quebec detruit 1888 

D22 Annonciation Notre-Dame de Quebec detruit 1922 



catalogue attribution attribution localisation localisation 
actuelle Desjardins ancienne actuelle 

D23 d'ap. 1. Baugin Martyre de s. Barthelemy Delaistre St-Denis de Sorel St-Denis sur Richelieu 

D24 Allegorie chretienne - Charite Vouet St-Henri de Levis St-Henri de Levis 

D25 S. Jean evangeliste Ma'itre Roux (Rosso) non localise 

D26 Mort de la Vierge Goulai St-Michel de Bellechasse detruit 1872 

D27 Ecce homo Segui non localise 

D28 S. Famille aux cerises Blanchard Nocre-Dame de Quebec vole 

D29 d'ap. Van Dyck Christ en croix avec des anges d'ap. Van Dyck Nocre-Dame de Quebec detruit 1922 

D30 Ange gardien Goulai non localise 

D31 S. J erome ecrivant Seminaire de Quebec detruit 1888 

D32 M.-A. Challe Repas d'EmmaGs Challe Baie-du-Febvre Musee du Quebec 

D33 Dieu le Pere Baie-du-Febvre Musee du Quebec 

D34 Apparition de la Vierge a s. Antoine Vignon St-Henri de Levis non localise 

D35 Nativite d'ap. Correge St-Michel de Bellechasse detruit 1872 

D36 d'ap. G. Reni Adoration des bergers d'ap. G. Reni Notre-Dame de Quebec detruit 1922 

D371L30 S. Elizabeth de Hongrie (?) Dumini CadieuxlLegare Musee Amerique franc;aise 

D38 d'ap.1. Boulogne Bapteme de s. Augustin 1. de Boulogne St-Michel de Bellechasse detrui t 1872 

D39 G. Lallemant Pentecote Vignon Notre-Dame de Quebec detruit 1922 

D40 d'ap. P. Battoni Pie VI Archi'veche de Quebec 

D411L16 d' ap. C. Allori J udith tenant la tete d'Holopherne colI. Legare Musee Amerique franc;aise 

D42 S. Jean Baptiste Blanchet Cap St-Ignace disparu 

D43 at. C. Le Brun Deux anges pleurant Le Brun Seminaire de Quebec Musee Amerique franc;aise 

D44 d'ap. G. Reni Adoration des bergers d'ap. G. Reni Cap St-Ignace disparu 

D45 J. Restaut Christ servi par les anges (fig. 1) Restaur Notre-Dame de Quebec detruit 1922 

D46 Educa. de la Vierge avec s. Joseph E. Vinius St-Denis sur Richelieu St-Denis sur Richelieu 
\j.) 
\j.) 



U> catalogue attribution attribution localisation localisation 
~ 

actuelle Desjardins ancienne actuelle 

D47 Vierge et s. Jean Baie-du-Febvre Musee du Quebec 

D48 A. Vouer S. Famille a Nazareth (fig. 2) A. Vouet St-Denis sur Richelieu St-Denis sur Richelieu 

D49 S. Famille en Egypte A. Vouet St-Antoine-de-Tilly Sr-Antoine-de-Tilly 

D50 A. Sacchi Mort de s. Fran,ois d'Assise Sacchi Chateau-Richer St-Michel de Sillery 

D51 Frere Luc Christ dicte la regIe a s. Fran,ois Poerson St-Antoine-de-Tilly St-Antoine-de-Tilly 

D52 G. Calandrucci Apotheose de s. Paul Maratta Notre-Dame de Quebec detruit 1922 

D53 S. Laurent Vignon Nicolet/Hop.Gen.(?) non localise 

D54 S. Gregoire (Thaumarurge) Levesque Nicolet disparu 

D55 Ecce homo Mellan Baie-dIJ.-Febvre Musee du Quebec 

D56 S. Fran,ois meditant sur la mort Laurry St-Fran,ois St-Fran,ois de Beauce 

D57 Pieta [Chrisr remis a sa mere} St-Denis sur Richelieu 

D58 Visitation Platremontagne Vercheres disparu 

D59 S. Vouet Apparition de la Vierge a l'enfant it s. Antoine Blanchard St-Roch de Quebec St-Roch de Quebec 

D60 Vision de s. Antoine de Padoue Parrocel Seminaire de Quebec Musee Amerique fran,aise 

D61 d'ap. B. Strozzi Incredulite de s. Thomas Stella Montreal (?) Ev. Sherbrooke 

D62 J. Oudry Visitation Oudry St-Antoine-de-Tilly St-Antoine-de-Tilly 

D63 M.A. Challes Resurrection Challes St-Roch de Quebec Musee du Quebec 

D64 S. Masse Recouvrement de Jesus Masse St-Antoine-de-Tilly St-Antoine-de-Tilly 

D65 Anges et bergers adorant I'E.-J esus A. Coypel St-Denis sur Richelieu St-Denis sur Richelieu 

D66 M. Dorigny Annonciation (fig. 3) Dorigny Chateau-Richer St-Michel de Sillery 

D67 d'ap. Rubens Erection de la croix ecole de Rubens N-D des Victoires N-D des Victoires 

D68 S. Famille en Egypte c. de Vermont St-Roch de Quebec St-Roch de Quebec 

D69 . Fuite en Egypte c. de Vermont St-Denis sur Richelieu St-Denis sur Richelieu 

D70 Adoration des mages Eyckens Chateau-Richer Sr -Michel de Sillery 



catalogue attribution attribution localisation localisation 
actuelle Desjardins ancienne actuelle 

D71/1.05 Visitation CoHin de Vermont NicoletlUrsulines Quebec Ursulines Quebec 

D72 S. Pierre delivre de prison Lafosse Seminaire de Quebec detmit 1888 

D73 Annonciation Marissal Chateau-Richer (?) disparu 

D74 d'ap. G. Huret La montee au calvaire Huret N-D des Victoires N-D des Victoires 

D75 Repas a Emmaiis Pourbus Chateau-Richer St-Michel de Sillery 

D76 Ange gardien Maratta Baie-du-Febvre Musee du Quebec 

D77 P. Dulin S. )erome entendant la trompette Dulin Seminaire de Quebec Musee Amerique fran,aise 

D78/1.02 d'ap. J. )ouvenet Peche miraculeuse A. Dieu Nicolet/Ursulines Quebec. U rsulines Quebec 

D79 J. Christophe S. Fran,ois recevant les stigmates Christophe Chateau-Richer St-Michel de Sillery 

D80/UO F. G. Menageot La Vierge pla,ant s. Therese sous Menageot Hotel-Dieu de Quebec Hotel-Dieu Quebec 

la protection de s. )oseph 

D81 Songe de s. )oseph )-B Champaigne Baie-du-Febvre Musee du Quebec 

D82 Vierge servie par les anges A.Dieu Seminaire de Quebec detmit 1888 

D83 Christ en croix Romanelli St-Michel de Bellechasse detmit 1872 

D84 ) esus a la colonne 1 Flagellation Challes St-Michel de Bellechasse detmit 1872 

D85 Annonciation Restout St-Roch de Quebec detmit 1820 

D86 S. Ambroise Girod St-Ambroise de Lorette disparu 

D87 d'ap. P. de Champ. Pentecote P. de Champaigne Seminaire de Quebec detmit 1888 

D88 Ascension P. de Champaigne Seminaire de Quebec detmit 1888 

D89/L32 S. Michel combattant les anges rebelles Vignon coil. Legare Musee Amerique franc;aise 

D90 S. Famille Dusaultchoy Cap-Sante disparu 

[D91J David et Achimelech Nicolet detmit 1906 

D92 Visitation Cignani coil. Legare(?) non localise(?) 

D93 Mort de s. Claire Murillo St-Michel de Bellechasse detmit 1872 
\j.J 

VI 



\JJ catalogue attribution attribution localisation localisation 
0\ 

actuelle Desjardins ancienne actuelle 

D94 S. Bruno J.B. Champaigne St-Michel de Bellechasse detmit 1872 

D95 Vierge aux c",urs Nicolet/Burlington detruit 1834 

D961L15 d' ap. J. J otdaens S. Famille avec Elizabeth, Zacharie et un ange Jordaens coil. Legare Ursulines Quebec 

D97 1. Guyot Ermites de la Thebaide Seminaire de Quebec Musee Amerique franpise 

D98 C. Vanloo Madeleine au desert Vanloo Urs./CadieuxlLeg. non localise 

D99 Jesus au sein de son pere ? Nicolet detrui t 1906 

D100 Christ mis au rombeau Stella Seminaire de Quebec detmit 1888 

c.01 Christ en croix Mignard Raby disparu 

c.02 Christ en croix avec Marie-Madeleine Turgeon Archeveche de Quebec 

c.03 d'ap. F. Trevisani Christ en croix avec Marie-Madeleine Viger Archeveche de Montreal 

c.04 Christ en croix Parant non localise 

c.05 Vierge Mignard Viger Archeveche de Montreal 

c.06 Vierge Mignard Papineau disparu 

c.07 Vierge [Annonciation] Orfroy non localise 

c.08 d'ap. Raphael Vierge I petite jardiniere ecole de Raphael Robert disparu 

c.09 Descente de croix d'ap. Le Brun Berthier (?) disparu 

c.lO d' ap. 1. Imola S. Jean a Patmos ecole de Raphael Raimbault Nicolet 

c.ll d'ap. F. Boucher Jacob obtenant la benediction d'Isaac Viger Archeveche de Montreal 

c.12 S. Charles Borromee Berthelot non localise 

c.13 Madeleine Boucher Viger disparu 

c.14 Madeleine Raby non localise 

c.15 d'ap. Wicar Pie VII Plessis/St-Roch Musee du Quebec 

c.16 d' ap. S. Fran~ois S. Vincent de Paul Nicolet Nicolet 

c.17 Flagellation Curhbert non localise 



catalogue attribution attribution localisation localisation 
actuelle Desjatdins ancienne actuelle 

c.1S S. Ignace de Loyola Orfroy non localise 

c.19 S. Fran,ois Xavier Orfray non localise 

c.20 Vierge/enfant/s. Fran,ois et une donarrice Ursulines Quebec Ursulines Quebec 

corr. C. Meynier Martyre de s. U rsule U rsulines Quebec Ursulines Quebec 

corr. Martyre de s. U rsuIe Ursulines Quebec Ursulines Quebec 

corr. Ecce homo H8p.-General Quebec H8p.-General Quebec 

1.01 J. Preudhomme Repas chez Simon Ursulines Quebec U rsulines Quebec 

1.03 Rachat des captifS par les religieuses HaHe Ursulines Quebec U rsulines Quebec 

de la Merci 

1.04 d'ap. T. Vincidor Vierges sages er vierges folies ecole de P. Cortone Ursulines Quebec Ursulines Quebec 

1.06 Christ prechant P. Champaigne Ursulines Quebec Ursulines Quebec 

1.07 J. Preudhomme I:eveque Nonnus recevant la penitente Pelagie Ursulines Quebec Ursulines Quebec 

LOS J. Preudhomme Anachorete implorant pour une penirente Ursulines Quebec Ursulines Quebec 

l' entree an monastere 

1.09 Christ app. a des religieuses eco'le de Le Brun U rsulines Quebec Ursulines Quebec 

101 P. Puget David contemplant la tete de Goliarh Puget coil. Legare Musee Amerique fran,aise 

102 Marryre de s. Catherine Chauveau coil. Legare Musee Amerique fran,aise 

103 d'ap. G. Seghers Reniement de s. Pierre coil. Ugare Musee Amerique fran,aise 

104 Christ couronne d' epines A. My tens coil. Legare Musee Amerique fran,aise 

105 Vierge (en buste) coil. Ugare non localise 

106 N. Coypel Nativite de Jesus N. Coypel coli. Legare Musee Amerique fran,aise 

107 MOlse et les tables de la loi Lanfranco coil. Ugare Musee Amerique fran,aise 

lOS Vue imaginaire d'un port J. Vemet coli. Legare disparu 

109 M. Stomer Elie jetant son manteau a Elysee Van Ouwarer coil. Legare Musee Amerique fran,aise 
IJ.J 
--J 



\J.) catalogue attribution attribution localisation localisation 00 
acmelle Desjardins ancienne acmelle 

110 Dieu entoure d' anges N. Poussin colI. Legare Musee Amerique fran,aise 

Lll Vue de mines - Antiquites romaines H. Roberc colI. Legare Musee Amerique fran,aise 

112 d'ap. Raphael Ecole d'Athenes R. de Sery coil. Legare Musee Amerique fran,aise 

113 Presentation de Jesus Feti coil. Legare Musee Amerique fran,aise 

114 Presentation de Marie Feti coil. Legare Musee Amerique fran,aise 

117 S. Barthelemy coil. Legare Musee Amerique fran,aise 

118 S. Pierre guerissant un malade Jouvenet coil. Legare dispam 

119 S. Pierre ressuscitant une femme Jouvenet coil. Legare dispam 

L20 MOIse et les filles de Jethro Romanelli coil. Legare Musee Amerique fran,aise 

L21 Enfant Jesus au berceau coil. Legare non localise 

L22 A. C. G.Lemonnier S. Marie-Madeleine L.A. David coil. Legare Musee Amerique fran,aise 

L23 Jesus au jardin des oliviers colI. Legare non localise 

L24 Adoration des bergers coil. Legare Musee Amerique fran,aise 

L25 L. Gramiccia S. Famillel Jean B.I Elizabethl Annel Zach. L. Ricci coil. Legare Musee Amerique fran,aise 

L26 S. Fran,ois d'Assise Le Sueur coil. Legare dispam 

L27 S. Ignace de Loyola P. Laurie coil. Legare/Seminaire de Qc dispam 

L29 ]. -B. Corneille Christ prechant les Beatitudes Le Bmn coil. Legare Musee Amerique fran,aise 

L28 d'ap. Van Dyck Fran,ois Langlois. le cornemuseur Molinaer coil. Legare Musee Amerique fran,aise 

1820 d'ap. P. Champaigne Christ en croixIVierge/Jeanl Nicolet 

Madeleine Champaigne 

1820 ]. -B. Corneille Resurrection St -Henri de Levis St~Henri de Levis 

1820 D. Halle App. Viergelenfant a ss. Fran,ois et Antoine St-Henri de Levis St-Henri de Levis 

1820 d'ap. Raphael Grande s. Famille de Fran,ois 1er Stella d' ap. Raphael Nicolet detmit 1906 

1820 d'ap. M. de Vos Paphnuce delivrant la penitence ThaIs Ursulines Quebec U rsulines Quebec 



catalogue attribution 
actuelle 

1820 S. Vouet 

1820 A. Wollforr 

1820 

1820 

1820 

1820 

D = inventaire Desjardins; 

c. = caisse; 

S. Fran~ois de Paule ressuscitant 

un enfant (fig. 4) 

Christ a la piscine de Bethesda 

Pieta 

Resurrection 

Diacre Philippel eunuque reine Candace 

Vision seraphique de s. Therese 

I. = listes annexes de l'inventaire Desjardins; 

con. = mentionne dans la correspondance; 

L = catalogue Ugare; 

1820, envoi de 1820. 

attribution localisation localisation 
Desjardins ancienne actuelle 

St-Henri de Levis St-Henri de Levis 

non localise 

Van Dyck Ursulines Quebec disparu 

disparu 

St-Hemi de Uvis 

Nicolet detmit 1906 

N.B.: Les sections laissees vides dans les categories attribution actuelle, attribution Desjardins et localisation ancienne indiquent que l'information n'est pas disponible. 



Notes 

1 Cet article reprend des elements de ia premiere section du chapitre 4 de ma these, Le fonds 
de tableaux Desjardim: nature et influence (Universite laval, departement d'histoire, 1998, 1169, lii p.). 
Pour une analyse du discours historiographique du fonds de tableaux Desjardins, voir: section 1.3, 
p.48-69 de ce meme texte. 

2 Les abbes Desjardins, deux freres, etaient originaires de Messas (pres de Beaugency) en France. 
Suite a la Revolution, ils quitterent leur pays en septembre 1792, en direction de l'Angleterre. Philippe
Jean-Louis Desjardins arrive a Quebec en mars 1793 en vue de faire un rapport sur l'immigration au 
Canada de pretres catholiques refugies en Angleterre. Son frere vim le rejoiridre en 1794. Alars que 
Philippe retourna en France en 1803, Louis-Joseph vecut a Quebec jusqu'a son deces. Entre 1803 et 
1810, Philippe acheta les tableaux qu'il envoya d'abord par l'intermediaire du rninistre plenipotentiaire 
de France aux Etats-Unis, Hyde de Neuville et, en 1820, par l'ev@que de Quebec, Mgr Joseph-Octave 
Plessis qui rentrait d'un voyage en Europe et en Angleterre. Voir sections 2.1, 2.3 et 2.4 de ma these. 

3 Les raisons de cette discretion sont inspires par des motifs pecuniaires. Philippe-Jean-Louis 
Desjardins a achete ces tableaux dans le but explicite de faire des profits et, d' autre part, les tableaux 
sont entres au Canada sous une fausse declaration, non pas comme des biens commerciaux, mais 
comme des oeuvres reservees au culte et dont la destination etait deja predeterminee. (Archives 
nationales du Canada, RG4 AI, serie S, vol. 155, no 66, lettre de Philippe-Jean-Louis Desjardins a 
Sir John Coape Sherbrooke, Paris, 16 octobre 1816). 

4 Ce sont les articles de Gerard Morisset parus dans Le Canada franfais de mai 1934 a octo
bre 1936 qui vont consacrer cette expression~ La constitution du my the de la «collection Desjardins» 
est presentee dans ma these, p.14-30. 

5 L'expression est calquee sur celle de fonds de commerce pour designer un inventaire des 
marchandises destinees a la vente. 

6 la section 2.3 de ma these propose des pistes pour reconstituer l'historique des achats de 
tableaux. A la decharge de Philippe Desjardins, il faut dire qu'il a perdu tous ses biens personnels lors 
des troubles qui ont marque la Revolution de juillet 1830. Mais Louis-Joseph Desjardins n'a pas con
serve la correspondance Oll auraient ete consignees plus precisement les sources d'approvisionnement 
des tableaux. 

7 Archives des Ursulines de Quebec, liB, 5, 3, 4 pieces. Cet inventaire fut 'publie par 
Hormisdas Magnan, avec certaines corrections et des ajouts, a deux reprises, d' abord sous le titre: «Les 
abbes Desjardins bienfaiteurs des arts au Canada» (UAction Sociale, 21 octobre 1909, p.1); puis 
comme: «Liste des tableaux envoyes de Paris au Canada de 1817 a 1820» (Bulletin des recherches his
toriques, vol. XXXII, no 2, fevrier 1926, p.93-103). 

8 Cette indication laisse entendre que non seulement l'abbe Philippe Desjardins fut respon-
sable des envois, mais que le frere alne, Jacques Desjardins, fut egalement mis a contribution. 

9 Archives de l'archeveche de Quebec, Y.G., VI-l64, Lettre de Jacques Desjardins et 
Philippe-Jean-Louis Desjardins a Mgr Joseph-Octave Plessis, Paris, 13 mai 1820. 

10 Chez les Ursulines de Quebec, il s'agit des oeuvres suivantes: Le Repas chez Simon, Le Rachat 
des captift par les religieux de la Merci, La P arabole des vierges sages et des vierges folles, Le Christ pr&hant, 
UEv€que Nonnus recevant la pbzitente Pilagie, Un Anachorete implorant pour une pbzitente l'admission dam un 
monastm et Le Christ apparaissant a des religieuses. 

11 Il s'agit de UAdoration des bergers d'apres Carle Vanloo. 

12 C'est surtout lorsqu'il s'agit de tableaux du meme sujet que Louis~Joseph Desjardins a ten-
dance a confondre la destination des oeuvres. 
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13 Catalogue 0/ the Quebec Gallery 0/ Painting, Engravings, Etc., The Property 0/ Jos. Ugare, 
Quebec, E.R. Frechette, 1852. 

14 Soit les numeros 1, 18, 37,41,89,96 de l'inventaire Desjardins (D), respectivement les 
numeros 33, 31, 30, 16,32 et 15 du catalogue Legare (1). 

15 Cette affirmation pourrait etre nuancee. L'historique peu defini de certaines toiles suggere 
plus de circonspection. ]' attire particulierement I' attention sur les 6 tableaux suivants qui pourraient 
etre parvenus a Quebec avec l'envoi de 1820: Vierge a I'en/ant (Immaculee Conception) au revers Sainte 
Agnes (Ursulines de Quebec); Le Christ tombant sous le poids de la croix (Ursulines de Quebec); Mariage 
mystique de sainte Catherine (Ursulines de Quebec); Martyre de saint Erasme (detruit); Mort de saintJoseph 
(Hotel-Dieu de Quebec) et Sainte Marguerite d'Antioche (Hopital-General de Quebec). 

16 Archives des Ursulines de Quebec, liB, 5, 3 - Il s'agit de factures pour la periode 1843-
1847 provenant des matchands ou vendeurs swvants: ]oseph Bailey, c.F. Hamel, ]oseph Legate et la 
veuve LeFran~ois. Seules les preuves d'achat tardives semblent avoir ete conservees, mais la corres
pondance temoigne abondamment d'achats comparables au cours des annees anterieures. 

17 Archives de l'Hotel-Dieu de Quebec, tiroir 2, carton 99, no 17, Inventaire apres deces et 
evaluation des tableaux et gravures de L.J.D., n.d.; tiroir 4, carton 600, no 13, Inventaire apres deces 
et evaluation des tableaux et gravures de L.J.D., n.d. Ces inventaires listent 8 tableaux et 10 gravures 
qui appartenaient a louis-]oseph Desjardins a son deces. 

18 Il ne faut pas oublier que les deux envois Desjardins, meme s'ils sont importants en nom
bre, s'integrent dans un marche developpe d'ceuvres d'att importees, y compris de tableaux a sujets 
religieux. Yves LACASSE, Antoine Plamondon. Le chemin de croix de Nglise Notre-Dame de Montreal, 
Montreal, Musee des beaux-arts de Montreal, 1983, p.93. 

19 Il s'agit d'un tableau qui serait venu a l'automne de 1816 dans les bagages de Malartic 
]ulien Besserer et qui fut donne a l'Hopital-General en 1817. Bibliotheque Saint-Sulpice de Paris, 
Carton Desjatdins, fol. 56, 2 pieces. Lettre de louis-]oseph Desjatdins a Philippe-]ean-louis 
Desjardins, 1er janvier 1818. 

20 Ces medaillons furent envoyes en mars 1821. Voir Le Grand Heritage L'Eglise catholique et 
les arts au Quebec (sous la direction de Jean Trudel), Quebec, Musee du Quebec, 1984, p.96-97, repr. 
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Summary 

SHIPMENTS OF EUROPEAN PAINTINGS 
SENT BY PHILIPPE-JEAN-LOUIS DESJARDINS 
TO QUEBEC IN 1817 AND 1820. ESTABLISHING 
THE CONTENTS 

"There will be 4 rolls and a crate. In the 4 rolls, 100 paintings of all sizes, 
and 20 small ones in the crate. Total 120. There will be enough to cover the 
walls of all the churches of New France." 

I n 1817 and 1820, 180 large religious paintings arrived in Quebec. These 
paintings occupy a relatively important place in Quebec art history and have 

become known inappropriately as the "Desjardins Collection." Although the 
principal protagonists, the abbes Philippe-Jean-Louis (1753-1833) and Louis
Joseph Desjardins (1766-1848), did everything possible to keep their actions 
from becoming public, around 1880 a discourse began celebrating the gesture of 
these two emigre priests who had found a refuge in the Diocese of Quebec. The 
emphasis on the French heritage of the Ancien Regime encouraged the concept of a 
"collection" in order to distinguish those paintings that had passed through the 
hands of the abbes Desjardins. It would seem more accurate to describe these two 
shipments as a fonds of paintings, as they were not a coherent group of works 
brought together to be appreciated as a whole. Instead, the paintings should be 
compared to lots of mixed, even mismatched paintings which were intended for 
commercial sale. 

One of the major difficulties posed in studying the Desjardins material is 
establishing the contents of the 1817 and 1820 shipments. Which works did 
Philippe-Jean-Louis Desjardins send to Quebec? The absence of a programme or 
plan is one of the main characteristics of the Desjardinsfonds. Certainly, Philippe 
Desjardins' intention to send religious paintings "to cover all the churches in New 
France" is the structuring element of the project but it did not determine how he 
made his choices. His energetic buying does not seem to have been accompanied 
by a rigorous selection process. 

Having researched the documentation, I can now see the extent of the lacu
nae in the Desjardins fonds. The absence of information on Philippe Desjardins' 
buying methods and the exact dates of his purchases prevents me from making a 
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satisfactory list of the paintings acquired and sent to Lower Canada. The docu
ment published and known as the Desjardins londs' inventory of paintings (D), 
which is kept at the Ursulines of Quebec, carries the heading, "Shipment of 
Paintings, from Paris, in 1817 & 1820 by my brothers & Placed by me in 
Canada." In fact, this text only provides the list of 120 paintings placed in the four 
rolls and the packing crate (C) mentioned by Philippe Desjardins and received on 
March 1817 in Quebec. However, two lists of paintings "placed" with the 
Ursulines and with the Augustines of the Hotel-Dieu in Quebec (I) are annexed 
to the document. These additional lists include titles of other works. This com
plicates the task of precisely determining the contents of the first shipment 
because certain paintings mentioned there were already in Quebec and had been 
sent to the two communities through the mediation of the abbes Desjardins. No 
other list has been found that enable me to establish the exact contents of the 
1820 shipment composed of 60 paintings, according to a letter from Philippe 
Desjardins, dated May 13, 1820. 

Thus, in addition to the list of the 120 paintings which arrived in 1817, it 
is necessary to add certain titles contained on one of the annexed sheets: a list of 
paintings "placed with the Ursulines de Quebec" and paintings "given to the 
Hotel-Dieu de Quebec." The contents of these two lists record the titles of seven 
paintings which do not appear on the 1817 shipment list, but when compared to 
other documents it can be proposed with certainty that they arrived in Canada 
through Philippe Desjardins. Did they all arrive in the 1820 shipment? This is 
plausible if the nature of the document is considered, since this Desjardins inven
tory is a copy of the original list. When Louis-Joseph Desjardins transcribed the 
original list of 1817 he added the tides of the works that he had supplied to the 
Ursulines and the Augustines of the Hotel-Dieu, which justifies the phrase 
"Placed by me in Canada" that is also found in this important document. Gerard 
Morisset's hypothesis concerning the late date of this transcription is confirmed 
by the fact that the title of a painting given to the Hotel-Dieu as late as 1841 is 
on these annexed lists. The fact that it is a copy of the original list could then 
explain, at least in part, the mistakes that were made regarding the location of cer
tain works. The Desjardins inventory provides the titles of the 120 paintings that 
arrived in 1817, as well as of the 7 paintings that should have been part of the 
1820 shipment and that are documented on the basis of the additional lists. This 
makes a total of 127 works. 

A secondary source is the catalogue of Joseph Legare's Gallery 01 painting, 
which appeared in English in 1852; page three contains invaluable information 
about part of the contents of the 1820 shipment (L). Following the description of 
David contemplant la tete de Goliath by Pierre Puget, Legare reviews the history of 
the Desjardinsfonds shipments and adds that "all the paintings included between 
nos 1 and 33 belonged to that rare collection." This secondary source appears 
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plausible and there is nothing to invalidate the accuracy of its assertion. Six titles 
must be subtracted from the 33 because they were already in the Desjardins 
inventory, supporting Legare's claim about the provenance of this part of his col
lection. The Legare catalogue, then, seems to provide the titles of 27 works that 
were part of the 1820 shipment. This addition brings the number of known 
paintings to 154, of the 180 sent to Quebec in the two shipments. 

In addition to these two main sources of information, Louis-]oseph 
Desjardins' correspondence abounds with numerous titles of works. Can these be 
regarded as paintings that were part of the fonds made by Philippe Desjardins? I 
do not believe so in view of the fact that he mentions certain copies that Louis
]oseph had made from originals he owned or had already sold. Moreover, the 
extant invoices show that Louis-]oseph Desjardins bought the works of art direct
ly from Quebec dealers in order to give them away or resell them. It was mainly 
a matter of selling engravings, but paintings are occasionally mentioned. The 
inventories made after his death are revealing because some of the paintings men
tion.ed do not appear on the list of the 154 previously established paintings. It is 
not certain that these paintings came from Philippe Desjardins. Therefore they 
cannot be considered part of the Desjardinsfonds that arrived in Quebec in 1817 
and 1820. Consequently, these purchase statements cannot be used to identifY the 
subjects of the 26 missing paintings from the second shipment. 

Eleven other titles can now be added to the list of 154 paintings already 
compiled (1820). Although these eleven paintings are not mentioned in the 
inventory or in the correspondence, I think that they should be included in the 
catalogue. The reasons for this decision include the subject of a work, its large for
mat, its location in a church or with other paintings bought by Louis-]oseph 
Desjardins, and historical references or the fact that these works were copied at the 
beginning of the 1820s. Added to these considerations is the fact that nothing else 
is known about the history of these paintings. Their inclusion is made with cau
tion, and the possibility that they originated from another source cannot be 
excluded. 

In their correspondence, the abbes Desjardins mention three other paintings 
that Philippe Desjardins sent to Canada: an Ecce homo au negre given to the H6pital 
general and two medallions representing the Martyre de sainte Ursule et de ses com
pagnes to decorate the front of an altar at the Ursulines of Quebec. These three 
works have been included because the authenticity of their origin is certain even 
if they did not travel with the two main shipments. The two medallions were not 
part of the groups of paintings purchased by Philippe Desjardins between 1803 
and 1810, but were a commission intended specifically for the religious order. Of 
the 183 paintings that can be considered to have come from Abbe Philippe 
Desjardins (120 in the first shipment, 60 in the second and three in two separate 
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shipments), I have been able to reconstruct 92% of the list by cataloguing or doc
umenting 168 works. However, 75 of them, or nearly 45%, have been destroyed 
or have not yet been located. This shows the incomplete state of our knowledge 
about the paintings that have been considered responsible for the revival of his
tory painting in Lower Canada and thus the emergence of the artistic careers of 
Jean-Baptiste Roy-Audy (1778-v.1848), Joseph Legare (1795-1855) and Antoine 
Plamondon (1804-1895). 

Translation: Janet Logan 
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fig·l Pormm photographique- de- Louis-Hippolyce LaFontllioe A la fin de sa 
vIe. tu"! de Hommage A l...aFontaine, MootJial: lL comjt~ du monu
ment LaFomaine. 1931, contre p. I. 
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/ / 

UNE RESIDENCE OUBLIEE 
La maison de Louis-Hippolite LaFontaine 

Le 25 avril 19991, on celebre sur la Place d'Youville le cent cinquantieme 
anniversaire des emeutes qui en 1849, ont marque l'adoption par Lord Elgin 

du «Bill a l'effet d'indemniser ceux qui ont subi des pertes durant les troubles 
politiques2». Les evenements sont bien connus. Suite a la promulgation de la loi, 
Elgin doit quitter le parlement du Canada-uni sous une pluie d'oeufs. Le par
lement se trouvait a cette epoque dans le marche Sainte-Anne sur la Place 
d'Youville3. Au cours de la soiree, alors que les parlementaires discutaient un pro
jet de loi de LaFontaine (fig.1) pour ameliorer l'administration de la justice, le 
marche Sainte-Anne est attaque par les emeutiers. Ces derniers envahissent le par
lement et y mettent le feu. En moins d'une heure le parlement est reduit a l'etat 

de ruines4• Sa celebre bibliotheque s'envole en fumee. Les emeutiers se dirigent 
ensuite vers le faubourg Saint-Antoine pour s'en prendre a la residence du premier 
ministre. 

Le cri «LaFontaine, LaFontaine» se fait ensuite entendre, et les furieux se diri
gent vers le faubourg Saint-Antoine, lancent des pierres dans les fenetres en 
passant a la maison de pension de MM. Baldwin et Cameron, brisent tout 
chez M. McMamee, puis se rendent enfin chez M. LaFontaine, non pas a sa 
demeure actuelle, mais a une jolie maison en pierres de taille, du cote de la 
montagne. Cette maison venait d'etre achevee, toute l'architecture et la 
menuiserie etaient d'un ouvrage tres precieux; elle etait richement meublee 
et ne manquait de rien pour en faire un sejour agreable; tous les objets de 

menage y etaient transportes et la famille de M. LaFontaine devait aller 
l'habiter dans quelques jours; sa bibliotheque meme y etait rendue. Eh bien, 
tout a ete detruit et a ete mis en morceaux; les sofas, les chaises, les tables et 
autres meubles d'acajou, les portes, les chassis, les volets, les cadres, rien n'a 
ete epargne; il ne resta pas un seul carreau de vitre intact, le plancher en etait 
couvert ainsi que d'eclats de mirroir les lits avaient ete dechires et toute la 

plume jetee au vent, les poeles renverses, les portes d'armoires enfoncees. Ces 
vandales sans pareils firent plusieurs tentatives pour mettre le feu, dans Ies 

bourrures des chaises et des sofas, dans la literie, dans des papiers et un cer
tain nombre de livres de la bibliotheque. Nous avons au moins la faible con
solation de voir gue toutes ces tentatives n'ont pas reussi, et gue la biblio
theque n'a pas ete considerablement endommagee. Pendant ce temps le feu 
avait reduit en cendres les ecuries et plusieurs belles voitures d'hiver et d'ete. 
Les flammes avaient decide un petit detachement de soldats, et les hommes 
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de la police a se rendre sur les lieux, et c'est probalement cette circonstance 

qui a pu prevenir la destruction totale de la maison5. 

Mais les ennuis de LaFontaine ne sont pas termines. Quatre mois plus tard, 
en aout, la maison sera a nouveau la cible des emeutiers. Apres un echange de 
coups de feu, les emeutiers vont devoir se retirer avec un mort dans leurs rangs6. 

Puis la maison disparatt de l'histoire. Dans leur celebre Histoire du Canada, les his
toriens Farley et Lamarche ne signalent que l'incendie du parlement en passant 
sous silence l'attaque de la maison7. Elle reapparatt indirectement dans une cita
tion tiree du journal de monsieur Seaver et publiee dans l' ouvrage des historiens 
Bouchard, Lacoursiere, Vaugeois et Provencher Canada-Quebec synthese historique8. 
Dans une publication recente de la Ville de Montreal sur son patrimoine, la mai
son n' est pas mentionnee. Toutefois, on signale la redecouverte des vestiges du 
marche Sainte-Anne par les archeologues Pierre Chenier et Christian Belanger9. 

Ainsi, 150 ans apres les evenements dramatiques d'avril et d'aout 1849, la maison 
LaFontaine semble avoir disparu de la memoire collective. Et pourtant, une serie 
d'evenements recents vont, de nouveau, mettre cette demeure historique au 
devant de 1'actualite. 

Au cours de l'ete 1987, deux promoteurs immobiliers, Douglas Cohen et 
Robert Landau, annoncent un important projet de redeveloppement urbain sur le 
quadrilatere borde par les rues Mackay, Overdale, Lucien-Lallier et Rene-Levesque 
(a 1'epoque Dorchester)lO. Pour realiser le projet, comprenant entre 700 et 800 
unites de logements incluant deux tours de 38 etages, il faut detruire tous les bati
ments se trouvant dans les limites du quadrilatere. Les residents du secteur s' or
ganisent pour contrer le projet. Les promoteurs des Jardins Dorchester (aussi 
connu comme Galleria Dorchester) offrent d'investir un million de dollars pour 
relocaliser les locatairesll . Ces derniers repliquent qu'ils n'ont pas les moyens de 
payer les loyers demandes. Les choses s' enveniment au point que la police doit 
intervenir. Puis le 6 juillet, les opposants au projet avancent un nouvel element. 
Le quadrilatere recele la maison qu'a habite Sir Louis-Hippolite LaFontaine de 
1849 jusqu'a son deces le 26 fevrier 186412. Tout le monde est pris par surprise. 
La Ville de Montreal et les promoteurs sont pris a contre-pied. Douglas Cohen 
explique «Right now, it's 14 ticky-tacky apartments [ ... } There's a stairwell like 
you'd see in any tourist rooms that's been there for 60 or 70 years. The brick at 
the back doesn't match. So I didn't believe it at first13 ». Cohen et son associe 
retombent rapidement sur leurs pieds et precisent a la journaliste de la Gazette 
Peggy Curran «Obviously it's a tremendous asset for the project14». La Ville de 
Montreal, de son cote, demande un avis a son Comite consultatif sur la protection 
des biens culturels. La recommandation du comite, no 87-13, se lit comme suit «
Le Comite recommande de citer monument historique la totalite de la maison 1.
H. LaFontaine, 1395, avenue Overdale; de ne pas citer monument historique le 
batiment adjacent portant les numeros civiques 1397-1401, avenue Overdale15 ». 
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fig.2 la maison laFontaine vue de la rue Lucien-L.allier. juin 1999. 
(phQ!o: Jean Btlisle) 

fig.3 la maison L.aFontaine au milieu des srudonnemems. juin 1999. 
(Photo: Jean B~lisle) 
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L'exterieur de la maison est dorenavent protege, mais pas ses amenagements 
interieurs. En juillet 1988, les equipes de demolition se presentent sur le quadri
latere avec leur equipement lourd16. La resistance se durcit. Arrestations, 
incendies d'origine suspectes se succedent17. Enfin en octobre 1989, les promo
teurs annoncent qu'ils arretent le projet18. 

Toutefois la saga LaFontaine ne. se termine pas pour autant. En septembre 
1990, l'entrepot frigorifique qui flanquait la maison sur son cote est, tombe sous 
le pic des demolisseurs19. La restauration de la maison LaFontaine s'engage 
presqu'aussitot sans qu'aucune etude serieuse sur le batiment n'ait ete realisee 
(fig.2). L'interieur est completement detruit. Cloisons, escaliers, planchers, pla
fonds, portes, fenetres, elements decoratifs, tout disparalt! Si on ne touche pas a la 
far,;ade principale, en revanche les murs est, nord et une partie du mur ouest sont 
completement refaits a neuf. 

De nos jours la maison LaFontaine est toujours a louer au beau milieu de sta
tionnements de plus en plus envahissants (fig. 3). Mais que nous reste-t-il reelle
ment de la maison qui a subi par deux foix les attaques des emeutiers en 1849 et 
l'attaque plus recente des «restaurateurs»? Recemment, la maison situee au 1397-
1407 Overdale, la voisine immediate du cote ouest de la maison LaFontaine, a ete 
demolie a son tour. Apres de nombreuses annees d'abandon, elle menar,;ait ruine. 
Un de ses murs s'etait deja partiellement ecroule au cours de l'hiver 1996-199720. 
La demolition de la voisine de la maison LaFontaine a degage son mur original 
ouest. Elle nous permet de dresser un portrait plus realiste de ce que fut ce bllti
ment historique. 

Jusqu'a maintenant, nous avons presume que la maison situee au 1395 
Overdale etait bien la maison de LaFontaine. La seule far,;on d'etablir avec certi
tude l'identite des proprietaires successifs de la propriete est de consulter les regis
tres des transactions conserves au bureau d' enregistrement de Montreal. Dans un 
premier temps, nous avons determine le numero de cadastre de la propriete. La 
maison se trouve sur le lot 1574 du quartier Saint-Antoine de la paroisse de 
Montrea121• Entre 1796 et 1915 pas moins de 14 proprietaires vont se succeder 
sur le lot 157422. 

Cadastre 1574 

Division d'enregistrement de Montreal 

1915,2 janvier L. P. Delisle a B.B. Lusher malson 

1912, 29 octobre B.B. Lusher a L.P. Delisle maison 

1905, 8 aout C. Cushing a B.B. Lusher malson 

1899, 21 avril W. Hood a c. Cushing malson 

1893, 25 aout T.O. Roddick a w. Hood maison 

1893, 13 juin Shaughnessy a T.G. Roddick mruson 
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1887,25 aout R.G. Reid a Shaughnessy maison 
1886, 12 octobre ]. Sheridan a R.G. Reid maison 
1870,6septembre ].P. Clarke a ]. Sheridan maison 
1864, 3 decembre Lady LaFontaine a ].P. Clarke maison 
1849, 3 fevrier G. & W. Bourne a L.H. LaFontaine maison 
1844, 23 janvier J .A. Cardinal a G. Bourne libre 
1841,3 mai Succ. Lusignan a ].A. Cardinal libre 
1796, 9 decembre ].-B. Leduc a c.A. Lusignan libre 

Le contrat de vente de ]oseph Augustin Cardinal a George Bourne passe le 
23 janvier 1844 precise dans sa description de la propriete « ... without any build
ings thereon erected ... planted with fruit tree ... 23 ». Donc la maison n'existe pas au 
moment ou Bourne prend possession du terrain. Cinq ans plus tard Bourne fait 
faillite et toutes ses proprietes incluant le lot 1574 SOnt mises en vente. Le 3 fevri
er 1849, l'honorable Louis-Hippolyte LaFontaine acquiert la propriete. Nous pou
vons lire au contrat que la propriete situee sur la rue de L'Aqueduc (de nos jours 
Lucien-Lallier) compte « ... a large cut stone front, two story house, facing towards 
the River St Lawrence, stables, sheds, coach house and other buildings thereon 
erected ... 24». Il est clair que la maison qui nous interesse n'a pas ete construite par 
LaFontaine mais bien par George Bourne. De plus, si 1'on se fie aux publicites 
annon~ant la vente, la maison etait neuve25 . Il y a fort a parier que les couts de 
construction ne sont probalement pas etrangers a la faillite de Bourne. 

A ce stade de notre expose, nous pouvons affirmer sans crainte que la resi
dence situee sur le lot 1574 a ete construite entre 1844 et 1849 pour un nomme 
George Bourne qui ne 1'a probablement jamais habitee. Louis-Hippolyte 
LaFontaine en fut son second proprietaire et selon toute vraisemblance son pre
mier resident. Cela dit, retournons dans le stationnement. La maison est la, cou
verte de cicatrices temoignant de plus de 150 annees d'evolution. Pour compren
dre la residence BournelLaFontaine (dorenavent maison LaFontaine), nous devons 
examiner chacun de ses murs en eliminant, tout en les datant, tous les ajouts faits 
au batiment apres 1849, de meme que ceux laisses par ses deux voisins immediats: 
1'entrepot frigorifique et le 1397-1401 Overdale. 

Le batiment (exterieur) 
Au debut des annees 1990, la residence, comme nous 1'avons deja souligne, a ete 
«restauree». Cette «restauration» va faire disparaltre nombre d'eh~ments origi
naux. Certains vont, comme le chalnage nord-ouest, etre refaits a 1'identique. Il 
n'en reste pas moins qu'a la suite de ces travaux, trois des quatre murs exterieurs 
vont etre considerablement modifies. Si le mur de la fa~ade principale (donnant 
sur le sud montrealais)26 demeure pratiquement intact, en revanche il ne reste 
qu'environ 10% du mur arriere (nord montrealais), 11,2% du mur donnant vers 
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figA MQ~onnerie?i ixJs$age contino en 
rabid angler. join 1999. 
(Photo: Jean ~lisle) 

fig·, M~onnerie 11 appareiJ Tt"gulier 
allongt". join 1999. (Phow: Jean 
Belisle) 

rest et cucieusemenr 87.9% du mue donnant vers I'ouest, Le toir a ere complete
menr remir, de meme que rous les amenagemenrs inrerieurs. 

Mur sud (fa~e principale) 
De tOuS les murs de la maison, le mur sud est celui qui a subi le moins de modi
fications lors de la campagne de 1990. La ~ade comme relle n'a pas ere [ouchec. 
Sa mll\onnerie en pierre de taiUe est restee inracte. Au niveau du souOOssemenr, la 
ma\onnerie est a bossage continu en table a angler (fig.4). Au rez-de-chau~, I'a
vant-corps presente une ma\onnerie a appareil regulier al10nge (fig.5). Au meme 
niveau, la ma\onnerie des deux ailes est, pour sa pan, a bossage cominu en cable 
a chanfrein (fig.6). L'erage presente un appareil reguJier allonge tant pour I'avant
corps que pour [es ailes (fig.5). Tomes ces pierces de taille sont bouchardees (fig.7). 
Malheureusement tOutes les fenerres Ont ere remplacees a cetre epoque. 

L'ecage de soubassement a ere modifi€ au debut de ce siecle selon tOure 
vraisemblance pour recevoir ['emree principale de la demeure de LaFontaine trans
formee en maison iI. appanements. Cette entree s'inscrit dans un espace rtcrangu
laife de 2,45 m. sur 3,50 m. Cet espace correspond probablemenr a i'emprise du 
peeren menrionn€ en 184927 • Ce pecron a disparu selon rouce vraisembJance au 
debut des ann€es 1.870 lorsque James Sheridan fir consrruire les quatre premi~res 
maisons en rangee de la future rue Ovecdale. Sheridan due demolir le perron pour 
mire place a un nouvel acces plus resrreim pour cal&ne devanr la maison28, 
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Mac;on~rI{, i bonagt' conllnu 
t'n tablt' i chanfrt'm, lum 1999. 
(Photo: Jean &!hsld 

fiK·7 Plt'rrt' dt' talilt' bouchardk.lum 
1999_ (Photo: Jean &!llslt') 

L'ouverture du nouveau portique, au debut du XX( si~cle, l. l'emplacement de 
I'ancien perron, va obliger le proprietaire d'alors a excaver le devant de la maison 
de pres d'un metre. La fondation en moellons (fig. B) vu ainsi etre exposee puis par 
la suite recouverte d'un enduit a plein, La pnncipale consequence de ce reame
nagement sera la destruction de la [erras5e qui supportait le permn a I'origine. l.es 
points de vue vers la maison VOnt s'en tmuver considerablement modifies, Au 
mveau du rez-de-chausstt, les modifioltlons ne som pas aussi specraculaJteS, MalS 
la porte d'entlee onglOale va disparaitre pour etrt rtmplactt par une fenitrt, Le 
travail de mar;onnerie qu'a exige cene transformation a ete tin bien execute, La 
transition entre le mur ancien et le nouveau demeure presque Imperceptible. Au 
niveau de retage, on ne retfOUve aucune modIfication majeure, On a simplement 
a/oute un bakon en fer forge devant les trois fenerres ci nuees de I'avant-corps. 
L'6:age des (ombles original a compleremem disparu pour efre remplace par un 
toit plat avec une fausse mansarde dont le brisis est recouvert d'ardoises grises, Ce 
brisis est perce de cinq lucarnes, trois correspondam aux fenerres de i'avanr-corps 
er deux pour les ades, Ceue modification ma/eurt doit dater de la periode de con
struction du 1397-1401 Overdale, soit le debut du siec1e, Somme toute,la favlde 
n'a peur tue pas ete _resrauree,. dans 1es annen 1990. mais die I'a ere au debut 
du si«le quand on a relocali~ I'emree principaJe, Ajou(Ons que ceue «restaUfa
tion .. a ere. malgre (Out, plus respectueuse du ooument que celle que nous avons 
connue en 1990. 



Mur est 

fig.8 M~onnerie de moellons, juin 1999. 
(Phofo: Jean B.!lisJe) 

Le mur est a eee presque incegraiement reconseruir au debut de 1990. Selon nos 
calculs cle surface, seulemene 11,2% de ses elements temoignent de '·etat anterieur 

a 1990. Ee ce 11,2% ne correspond en gras qu'aux fondations. CeUes-<i se presen
rent en deux parries hien discinctes. la panie inferieure, qui, a l'origine, devair 
cue enterree, est constiruee d'une ma~onnerie de moeUoos. EUe affecre la forme 

d'un escalier correspondant a la peme originale du terrain. la parrie superieure est, 

pour sa parr, conseiruee d'une ma~onnerje en pierces cle taiUe a bossage continu en 
table iI. anglet. La premiere assise, rout comme le chrunage de l'angle nord-est, a 
ere retaite a neuE a l'identique dans les annees 1990. Le rem.' du mUf, soie pres de 
90% de sa surface, a ece completement refait a neuE en brique. La disposition des 
ouverture'S qui le percent, rout en s'inspirant de I'erae anrerieur, eS( moderne. 

Mur nord 

Comme le mur est, la fa~ade arriere nord a eee pmriquement complecement 
reconsrruiee dans les annees 1990. I1 ne resre de relativement intact, que les fon
clarions. Les deux premieres assises en pierces de taille devaient ctre visibles et 
ceUes de moeUons, enterrees. Ceta revient 11 dire que le niveau d'occupation du sol, 
a l'cJXKIue de LaFontaine, Ctait superieur au niveau aceuel d'environ un metre. Les 
fondations comptenc quatre soupiraux reparris egalemem de chaque cote d'un 
espace nu qui, selon coute vraisemblance, se rrQuvait sous une galerie. Des traces 
de peincure grise rerrQuvCes sur la premiere assise en pierres de taille viennent con
firmer cerre hypothese. Le resee de la ~ade nord a ere refair a J'ideneique pour les 
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fig. 9 Vue isometrique du mur ouest presentant le releve technique et une 
hypo these de reconstitution. (Dessin: Jean Belisle) 

chal'nages d'angle et en brique contemporaine pour le mur. On semble avoir 
respecte la disposition des ouvertures. EOOn, le sommet original du mur a ete 
souligne par une assise de briques posees verticalement. 

Mur ouest 
Le mur ouest est de tous les murs de la residence de LaFontaine, celui qui nous 
parle le plus. Lorsque, entre 1890 et 1907, on a accole le 1397-1401 a son mur 
ouest, on a tout simplement scelle le mur original. On l' a encapsule. 11 nous suf
fit donc pour retrouver 1'apparence du mur original d'eliminer les malheureuses 
modifications leguees par la «restauration» des annees 1990 ainsi que les cicatri
ces laissees par le 1397-1401 au debut du siecle. 

L'impact de 1990 ne se retrouve qu'a l'angle nord-ouest du mur, seul endroit 
qui se trouvait a 1'exterieur du carre du 1397-1401. La remede applique a ete iden
tique a celui subi par les murs nord et est. Et comme si ce n'etait pas suffisant, on 
a perce trois nouvelles fenetres dans ce petit bout de mur, une a chacun des etages. 

Les traces du 1397-1401 Overdale 
Entre 1890 et 1907, le 1397-1401 est construit pour s'inserer entre deux bati
ments deja existants, la maison LaFontaine et le 1403-1419 Overdale29. Les traces 
retrouvees sur le mur ouest nous indiquent que le 1395 comptait quatre etages: 
un etage de soubassement par Oll on accedait au batiment, un rez-de-chaussee et 
deux etages superieurs. Sur le plan horizontal, l' edifice se divise en trois sections: 
l'avant avec ses pieces de sejour, le centre occupe par la cage d'escalier et l'arriere 
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egalement occupe par des pieces de sejour. La lecture attentive des cicatrices revele 
que le mur arriere du 1397-1401 ne faisait que s'appuyer sur le mur LaFontaine. 
Sa fa~ade avant etait, pour sa part, legerement a 1'exterieur de 1'alignement de la 
fa~ade LaFontaine d' environ 40 centimetres. 

Penetrons dans ce 1397-1401 virtuel (fig.9). On y accede au niveau de 1'e
tage de soubassement. La porte d'entree passee, nous nous retrouvons dans un por
tique d'environ 1,70 metre de profondeur. De la, nous accedons a la maison pro
prement dite. Face a nous, sur notre gauche, nous trouvons un passage conduisant 
a 1'arriere du batiment et, sur notre droite, une volee d'escalier s'appuyant directe
ment sur le mur LaFontaine. Ce dernierest pHitre et comporte une moulure ser
vant de support a une main courante. Nous empruntons 1'escalier. Au niveau du 
premier palier, nous nous retrouvons dans un corridor sur lequel s' ouvrent les 
portes donnant acces aux appartements. Nous suivons ce corridor vers 1'avant, vers 
la rue Overdale, pour rejoindre un espace a aire ouverte donnant sur la fa~ade. De 
la, nous nous engageons sur la seconde volee droite de l'escalier toujours appuyee 
contre le mur LaFontaine. A l' etage, nous nous trouvons sur un palier qui, comme 
precedemment, donne acCes au corridor. Ce corridor est cependant plus court, car 
l' avant du biitiment est a ce niveau occupe par une piece fermee. l' escalier menant 
au second etage tourne autour d'un noyau, avant de longer le mur LaFontaine. 
1'espace de degagement au-dessus de cette troisieme volee va jusqu'au toit. Un 
dernier palier et nous nous retrouvons dans un dernier corridor donnant acces aux 
appartements. Les revetements de la cage d' escalier sont differents seion les etages. 
De 1'etage de sousbassement au rez-de-chaussee, 1'enduit de platre est pose directe
ment sur la maconnerie du mur LaFontaine. Entre le rez-de-chaussee et le premier 
etage en raison de la presence d'un bandeau en pierre de taille sur le mur 
LaFontaine, on a ete oblige de souffler le mur. Des fourrures ont ete douees sur le 
mur LaFontaine. Sur ces fourrures on a par la suite doue des lattes puis le tout a 
ete platre et peint. Ce revetement a completement disparu. 11 ne reste que les 
traces laissees par les fourrures et leurs dous. Entre le premier et le second etage, 
on a platre directement sur le mur LaFontaine. Les pieces situees a 1'arriere du 
batiment ont egalement ete platrees directement sur le mur LaFontaine. On a, de 
plus, pose une moulure decorative servant d'appui-chaise. 11 ne reste pratiquement 
rien des pieces avant car le mur mitoyen a disparu lors des travaux effectues au 
debut des annees 1990. 

Les traces de la maison LaFontaine 
Ceia dit, que nous reste-t-il de la maison LaFontaine sur ce mur ouest? Au niveau 
de l' etage de soubassement tous les elements originaux sont encore presents: la 
pierre de taille a anglet et les trois soupiraux. Comme pour le mur est, nous cons
tatons que la pente du terrain, a l' epoque de LaFontaine, etait plus prononcee. Au 
niveau du rez-de-chaussee, le mur LaFontaine revele sa vraie nature. La ma~on-
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nerie n'est plus de pierre, mais bien de brique. Le mur est constitue de trois epais
seurs de briques reliees par des boutisses. Les briques sont de format standard (21 
cm x 10 cm x 6 cm). Mais comme la brique rouge se derriarque trop de la texture 
et de la couleur de la pierre de taille de la fa~ade, on a recouvert ce mur de briques 
d'un enduit a plein teinte en gris imitant le calcaire. De faux joints tires a la pointe 
ont ete ajoutes pour renforcer 1'illusion (fig. 10). Curieusement, ces fausses pierres 
de taille sont plus regulieres que les vraies. Les chal'nages d'angles en pierre de 
taille se marient avec l' enduit gris du mur et leurs joints se prolongent avec ceux 
tires a la pointe. Les trois fenetres sont disposees de fa~on asymetrique. Les deux 
donnant sur l'avant semblent flanquer une cheminee dont la souche est visible a 
l'etage des combles. La fenetre arriere, plus etroite, doit donner sur une autre 
piece. Toures les fenetres possedent des linteaux en plate-bande. La fenetre avant 
a conserve un fragment de son chambranle d'origine. Cette moulure d'assemblage 
en bois mesure 12,5 cm de largeur et est clouee directement sur la ma~onnerie 
(fig.ll). Selon nos observations, l'enduit gris a ete pose apres la mise en place des 
chambranles. Le passage du rez-de-chaussee a 1'etage est souligne par un bandeau 
en pierre de taille. L'etage reprend en gros la meme disposition que celle retrou
vee au rez-de-chaussee. La seule difference reside dans le fait que la fenetre arriere 
est aveugle. Sa fonction est essentiellement esthetique. 

Une partie de l'etage des combles existe toujours. A quatre metres de l'an
gle sud-ouest, nous retrouvons une souche de cheminee (fig.12). Celle-ci compte 
deux assises en pierres de taille surmontees d'un conduit en brique recouvert de 
1'enduit gris. Un bris dans la ma<;onnerie permet de constater la presence de l'en
duit sur le cote de la souche. Ce fait nous permet d'affirmer que la toiture origi
nale etait a croupes. La bande de ma~onnerie de brique surmontant le mur, et qui 
a l'origine se trouvait a l'interieur des combles, presente deux series de pieces de 
bois superposees. La serie inferieure constituee de blochets sert de support a la se
conde constituee pour sa part de chevrons. Ceci, tenant compte d'une pente de toit 
de 300, signifie que la toiture debordait du mur d'environ 70 cm. 

Le mur ouest, mis en relation avec la fa~ade, nous permet une reconstitution 
tres vraisemblable de 1'apparence exterieure de la residence de Louis-Hippolyte 
LaFontaine (fig .13 ). 

Le batiment (amenagements interieurs) 
Les amenagements interieurs, comme nous 1'avons deja souligne, ont ete com
pletement detruits. Il n'en reste absolument rien. Cependant, a 1'aide du proces
verbal dresse apres les deux attaques subies par la maison en 1849, il devient pos
sible de se faire une idee generale de ce que fut 1'interieur de la maison30. La lec
ture de ce document capital, donne a penser que les evaluateurs31 ont commence 
leur visite du biitiment par les combles pour passer a 1'etage puis au rez-de
chaussee et enfin a la cave. Selon ce document les combles ne semblent pas 
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5. 

fig. /0 Pausse pierre de taille av!'C faUll: 
ioints tires il la pointC', juin 1999. 
(Photo: )c:an Bl:lisle) 

fig.12 Sauehe de ehl.'miner du mue ouest, 
juin 1999. (Photo: )c:an Belislr) 

fig.! / Fragmrnt du ehambranll.', juin 
1999. (Photo: )l.'IIn Belisle) 

fig. / j VUI.' isomerrlque reconstituant 
l'apparencr exterieure de la malson 
LaFonrnme en 1849. (Dessin: Jnn 
8tlisle) 



occupes. L'etage compte pour sa patt deux chambres, dont une situee a l'angle 
nord-est, une chambre de bain et la bibliotheque. Au rez-de-chaussee, on trouve 
comme il se doit pour une maison de cette importance, les pieces d'apparat; le 
salon, la salle a manger, la chambre des maltres, une chambre de toilette ainsi 
qu'une chambre de bain. Le hall d'entree est peint en imitation de marbre comme 
le veut le gout de l'epoque. Le soubassement est pour sa part, occupe par la cui
sine, probablement situee sous la salle a manger. Il est evident que cette descrip
tion ne peut qu'etre vague, compte tenu du manque de points de repere. Toutefois 
cela nous donne une idee generale de l' agencement interieur. Le document nous 
donne egalement le nombre et les dimensions des carreaux de vitre detruits lors 
des emeutes d'avril et aout. Ceci nous permet d'affirmer que les fenetres etaient a 
guillotine et comportaient douze carreaux de verre de 20 pouces sur 12 (50,8 cm 
x 30 cm). 

1:environnement 
L'amenagement paysager ainsi que les batiments secondaires ont disparu. Il ne 
reste des ecuries qu'un petit bout de mur a l' art'iere de la propriete pres de la rue 
Lucien-Lallier (fig. 14). Heureusement, le proces-verbal de decembre 1849 donne 
les dimensions des materiaux necessaires a sa reconstruction. Nous pouvons, par 
deduction, reconstituer l'apparence generale du batiment. Ce dernier s'adosse a la 
limite nord de la propriete. Son pignon longe la rue Lucien-Lallier. Le carre de 
l'ecurie est en bois sur une fondation de pierres. Il mesure 61 pieds de longueur 
(18,5 m) sur 16 pieds de profondeur (4,8 m). Son toit en appentis est surmonte 
d'un fronton classique perce d'un reil de boeuf. 

L'examen des plans et des comptes rendus des emeutes de 1849, nous per
met de nous faire aussi une idee generale de l' environnement de la maison. On 
accedait a la propriete par la rue de I'Aqueduc, en passant par un portail compor
tant un passage pour les vehicules et un pour les pietons32. De la un chemin nous 
amenait a travers un verger devant la maison (fig. 1 5). A l'epoque de sa construc
tion, en raison de sa position au sommet de la pente reliant Saint-Antoine a 
Dorchester, la maison avait une vue completement degagee vers le fleuve. Les 
maisons situees sur la rue Saint-Antoine etaient trop basses pour obstruer la vue 
de LaFontaine. Le verger de la propriete accentuait l'isolement de la maison. 

1: architecture 
Jusqu'a maintenant, nous avons surtout pade de la maison LaFontaine, mais, dans 
les faits, il s'agit de la residence montrealaise de George Bourne, un brasseur de 
Laprairie33 . Comme le contrat de construction n'a pu, jusqu'a maintenant, etre 
retrace, nous ne connaissons ni le nom de l'architecte, ni la date de sa construc
tion. Mais, comme Bourne acquiert la propriete en janvier 184434 et que la mai
son apparalt sur la carte publiee par James Cane en 184635, la maison a du etre 
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fig, 14 Ve:ltige:l au mur arri~re de J'&urie 
de LaFonfBine, juin 1999. 

(Pho[Q: Jean Belisle) 

consrruire entre 1844 et 1846. Au mil.ieu du XlXc siecle, Montreal compte 
plusieurs archieectes actifs; George Browne36, Hacker & McFadane}7, William 
Foorner}8, James Springle39 et John OsteU pour n'en menrionner que quelques
uns. Ce dernier, comme nOllS ravons deja vu, est un des evaluareurs des dommages 
en 1849. Est-i! I"archirene? Nous ne pouvons I'affirmer. 

Le batimem de roure eviclence se veut imposanr. 11 a du style! Son architecte 
inconnu s'ese probablemenr inspire des recueils cl'architecture qui circulaienr a 
I'epoque dans le milieu de la construaion: James Gibbs, Asher Benjamin et 
Minard Lafever'lo. Le batimenr presente des elements de vocabulaire neo-c1assique 
mais egalement des reminiscences du style paUadien. 

La composi[Jon de la £a~ade ptincipale s'articule autour d'un module de dix 
pieds (3,03 m), L'ensemble de la fa~ade mesure 50 piecls (12,15 m); elle se clivise 
en ciog modules venicaux (fig.16).Les murs lareraux, avec leurs 40 pieds (12,15 
m), ne comptent que quatre modules. Curieusement, I'avanr-corps central ne 
mesure que 28 pieds (8,54 m). On s'atrenclrait a 30 pieds, pour respecter la mathe
marique du ootiment. Pourrant, en observant la ~ade actueJle, force est de cons
cater que certe derniere se rient. Il est possible que la position clu visireur en con
tre-has cree une forme cl'illusion cl'optique. Quoi qu'il en sait, il semble a peu pres 
certain que l'architecre comptait consrruire un avant-corps de 30 pieds. Mais iJ 
semble avoir change cl'iclee en cours cl'execution. La preuve cle ce repentir se 
retrouve dans la fonclation qui, a l'epcKjUe, emit invisible. l'avant-corps au niveau 
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fig. 15 Vue isometrique de la propriete de 
Louis-Hippolyte LaFontaine en 
1849. (Dessin: Jean Belisle) 

de la fondation mesure 9,55 metres, soit plus d'un metre que l'avant-corps hors 
terre. L'architecte avait donc bien prevu un avant-corps de 30 pieds mais, pour des 
raisons esthetiques, il a modifie la composition de sa fa<;;ade. Ceci montre bien 
qu'entre la conception sur papier et la realisation en dur, il y a un monde. 

Nous convenons tous que la maison LaFontaine est un excellent exemple 
d'architecture neo-classique a Montreal. Mais peut-on y trouver d'autres signifi
cations? Au debut du XIXe siecle, la vieille ville de Montreal est etranglee par son 
corset de fortifications. Avec la disparition de celles-ci, a partir de 1801, la ville 
commence a s'etendre selon trois axes principaux, vers le nord le long de la rue 
Saint-Laurent, vers l'est le long de Notre-Dame et vers l'ouest sur Notre-Dame et 
sur Saint-Antoine. A l'est, au faubourg Sainte-Marie, Sir John Johnson se fait con
struire en 1817 une superbe residence en brique tour a cote de la brasserie de John 
Molson41 . A l'ouest du «Vieux Montreal», John Torrance erige en 1823 sa resi
dence sur Saint-Antoine pres de la rue de la Montagne42 . Dans les annees 1840, 
plusieurs biitiments importants sont eriges dans ce secteur a la mode. Le Canada 
Baptist College s'eleve a partir de 1846 sur la rue Guy43. Le secteur est populaire 
parce qu'il est a la fois la campagne et la ville. Lorsque Bourne fait construire sa 
residence montrealaise, il ne fait que suivre le mouvement, mais avec un peu de 
retard! A la meme epoque, Charles Phillips, son voisin, se fait biitir une residence 
donnant vers la montagne sur la rue Dorchester44. Le seigneur Masson de 
Terrebonne fait de meme pour sa villa «Mon bonheuf» en 185045 . Graduellement 
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le developpement s'ecarte de la rue Saint-Antoine pour se tourner vers la mon
tagne. Le resultat de ce changement sera la constitution du fameux Golden Square 
Mile. La maison de Bourne devient ainsi une des dernieres grandes residences a 
s'orienter en fonction de la rue Saint-Antoine. Il en va de meme pour son style. 
Elle est une des dernieres grandes realisatioQ.s de style neo-classique domestique a 
Montreal. La maison construite pour George Bourne entre 1844 et 1846 devient, 
en quelque sorte, un pivot autour duquelle quartier aise de Montreal va pivoter a 
90° vers la montagne. 

De nos jours la maison BournelLaFontaine n'est que l'ombre d'elle-meme. 
Souhaitons qu'elle retrouve son apparence grace a une vraie restauration. Il n'est 
pas trop tard. 11 n'est que minuit moins cinq! 

JEAN BELISLE 
Departement d'histoire de l'art 
Universite Concordia 
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Summary 

A FORGOTIEN RESIDENCE 
The Louis-Hippolyte LaFontaine House 

One hundred and fifty years ago, on April 25th, 1849, the Parliament of 
United Canada was destroyed by a fire started by rioters protesting the 

indemnification law intended to compensate people who had suffered losses dur
ing the 1837 and 1838 rebellions. Not satisfied with the destruction of the 
Parliament, the protesters decided to take over Louis-Hippolyte LaFontaine's 
house in the Faubourg Saint-Antoine. The house was sacked and the outbuildings 
burned by rioters. Then, strangely, the LaFontaine house disappeared from our 
collective memory until 1987 when two entrepreneurs, Douglas Cohen and 
Martin Landau, decided to develop the property where the house is situated. This 
was met with ferocious opposition when it was discovered that the building, 
where LaFontaine died on February 26, 1864, was located in the area. The house 
was then named an historic monument by the City of Montreal. In September 
1990 the refrigerated warehouse next to its east wall was demolished and the 
"restoration" of the house began. This was, however, a disaster. All the interior 
walls were destroyed, and the east, north and west facades were almost completely 
reworked. When the work was finished, very little remained of the original house 
which had now been vandalized twice. 

During the winter of 1996-97, one of the walls of a building flanking the 
west side of the house collapsed. To avoid a serious accident, the decision was 
made to tear that building down. As a result the LaFontaine house was left com
pletely free from the constructions overshadowing it. The west wall, which had 
been enclosed at the turn of the century during the construction of the neigh
bouring house, had thereby been protected from the "restorers" of 1990. Through 
careful examination of this west wall, it is possible to formulate a fairly accurate 
portrait of the 1849 exterior appearance of the entire LaFontaine house. To do this 
involves eliminating all the parasitic constructions and then reconstructing the 
house based on the traces and scars remaining on the west wall and south facade. 
For the interior arrangements it is necessary to consult archival documents con
cerning of the 1990 "restoration." The most important document is unquestion
ably the statement of damage drawn up by Joseph Grenier, Olivier Frechette and 
John Ostell on December 24th, 1849. Here we learn that the upstairs housed 
LaFontaine's library as well as the bedrooms. The reception rooms, the sitting 
room, the dining room and also the master bedroom, bathroom and dressing room 
were on the ground floor. As was the fashion of the day, the hallway was painted 
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in imitation marble. The kitchen was in the basement, beneath the dining room. 
It had long been accepted that the house had been built by LaFontaine, but 

this has recently been proven to be incorrect. A title-search reveals that the insti
gator of the project was George Bourne, a brewer from La Prairie. Shortly after 
being built, the house was put up for sale as Bourne had declared bankruptcy. The 
high costs of the house's construction probably contributed to the brewer's finan
cial collapse. Actually, we do not know who the architects were or precisely when 
the house was constructed. Ostell's name appeared in the file, so could he be the 
mysterious architect? Perhaps, but we cannot be certain. The date of the con
struction is easier to establish. Bourne acquired the property on January 23rd, 
1844, without a building on it. Two years later the house appeared on a map by 
James Cane. Therefore, the BournelLaFontaine house was built between January 
1844 and 1846. 

What were the architectural models in the mid-nineteenth century? We 
know that the "pattern book" of James Gibbs, Asher Benjamin and Minard 
Lafever circulated in United Canada. The LaFontaine house architect was probably 
inspired by it because the facade of the house has several points in common with 
those popularized by Gibbs, Benjamin and Lafever. Its facade is staunchly neo
classical in its design and is composed up of five units: the three in the centre pro
ject slightly and may have been topped by a pediment. The three central upstairs 
windows are arched. The masonry work was very carefully done and interestingly, 
although the side and back walls are of brick, they are covered with a facing to 
imitate cut stone. Did Bourne not have adequate financial resoutces to use stone? 
Whatever the reason, the BournelLaFontaine house is one of the finest examples 
of neoclassical domestic architecture in Montreal. It also very eloquently depicts 
the era when Saint-Antoine Street was a focal point for urban development. 
Situated below today's Boulevard Rene-Levesque, the house looks toward the 
St. Lawrence River and thus towards Saint-Antoine Street. The Bournel 
LaFontaine house was one of the last great residences to have been constructed 
along the Saint-Antoine axis. During the following decade development was 
directed north, towards Mount Royal and the "Golden Square Mile." 

It is to be hoped is the BournelLaFontaine house, which is so important 
both for its architecture and for the historic events that happened there, will 
someday be restored to its original 1849 appearance. 

Translation: Janet Logan 
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fig. I lawren Harril. Decoracive Landscape. 1917. oil on canvas, 123 x 132 cm, 
National GaileJy of Canada. (PhNO: Nadonal Gallery of Canada) 
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"SYNCHROMISM" IN CANADA 
Lawren Harris, Decorative Landscape, 
and Willard Huntington Wright, 1916-1917 

On 10 March 1917 the (Toronto) Mail and Empire published a review of the 
annual exhibition of the Ontario Society of Artists. The unidentified critic 

observed that, because Lawren Harris was serving in the Army, he had opted to 
exhibit only one picture: his aptly-titled Decorative Landscape (fig. 1). This paint
ing, the critic noted, "is an experiment in color. He has painted a bright yellow 
sky, a sky so yellow that it seems to give off light, and against it are outlined stiff, 
brittle fir trees with rocks in the foreground. It suggests a little of the technique 
of a stained glass window and is not Mr. Harris at his best."l 

This is one of the four known published references to Decorative Landscape prior 
to the early 1990s when, after more than eight decades our of the public view, it was 
purchased by the National Gallery ofCanada.2 Also reviewing the 1917 OSA exhi
bition, Estelle Kerr referred to Harris' entry only in passing, Eric Brown character
ized it briefly as "curious and arresting" and as "decorative in the extreme," while 
Hector Charlesworth considered the trees well-drawn but judged that "one cannot 
speak highly" of the picture overal1.3 Thus, cursory though it was, the Mail and 
Empire review provided the most detailed description of the painting. However, it 
failed almost completely to prepare readers for its striking appearance. 

Decorative Landscape has a bold and imposing composition in which sever
al severely delineated spruce trees, sharply silhouetted from behind by an 
intense light, rise powerfully and spikily skyward behind thickly-painted fore
ground rocks. The composition is highly dramatic and hieratic, and this - as 
well as the pronounced implication of spirituality expressed through the 
upward thrust of trees and the intense light - may indicate Harris' recollec
tion of at least some of the thirty Caspar David Friedrich paintings exhibited in 
Ausstellung Deutscher Kunst aus der Zeit von 1775-1875, which he had seen while 
living as an art student in Berlin in 1906.4 However, what distinguishes the 
painting from the rest of Harris' oeuvre, and what clearly impressed the Mail and 
Empire critic most forcefully, is its sharply unnatural colour. The spruce trees are 
a rich blue with green highlights, while the foreground rocks in particular are 
built up of clearly visible strokes of blue and purple. Most startling is the sky, 
which ranges from a deep egg-yolk yellow in the lower half of the canvas to a 
lighter but still intense yellow with light turquoise highlights. The intensity 
and omnipresence of the colours (the yellow, for example, permeates not just the 
horizon but the entire sky) transcend the objective visual facts and imbue the 
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fig.2 uwtm Hum, Sno ... 11, 191), od 00 canvas, 120 l 127 cm, National 
Galkry of Canada. (Pbom; National GaIkry cL Canada) 

Image WIth a depth and Intensity of emotional subjectivIty unseen in Harris' 
work prior to this dare. 

Hams was no srranger to rhe decorative manIpulation of colour during the 
years 1914.18. )eremy Adamson has noted that his juxtaposirioning of thickly. 
painted strokes of complementary colours in LalMnfltUl Lanmrapt of 1913·14 (pd· 
vate collection) can be traced to his knowledge of the "Segantim stitch" in paint
Ings by the Swiss ImprfiSlonist Giovanni Segantim.) Mo~ genemlly, these paint· 
lOgs have been related to works seen by Harris at the Exh,h,tion of Contemporary 
Srandmat't(Zn Art (Albflght An Gallery, 1913), and rspecially to what ).E.H. 
MacDonald termed Gustav Fjaestad's ~6nely harmonized pinks and purples and 
blues and cream yellows, "6 Harris' decorative winter landscapes of 1914.18 fre
quendy feature such thlOgs as mauve snow, green skies and pink {fees. In Snow II 
(68.2), for example, his use of broad brushsuokes of turquoise and yellow in (he 

70 



sky, and mauve shadows around the foreground trees, complements the patterning 
of the trees to create an overall decorative effect. This is in keeping both with the 
paintings seen in the 1913 Buffalo exhibition and with contemporary Swedish 
tapestries reproduced in The Studio.7 Purple, yellow and white paint also consti
tute the sky and the foreground snow in, among other paintings, Spruce and Snow, 
Northern Ontario (1916; AGO) and Snow VI (now Winter Landscape With Pink House, 
1917; Toronto-Dominion Bank). Although its colours are significantly less dom
inant than those Harris used in Decorative Landscape, Snow VI was considered suf
ficiently disturbing when it was exhibited at the 1919 Ontario Society of Artists' 
exhibition to be criticized for its "exaggerated" yellow snow, green sky, and dec
orative mauve trees.8 

As in Snow II, the colours that dominate Decorative Landscape enhance the 
surface-oriented, decorative effect which characterizes Harris' landscapes at this 
time. This effect is further supported by the generally thick paint application in 
the rocks, the high key of most of the colours, the strong imposition of pattern 
through the spiky branches and ttunks of the trees, the nearly square shape of the 
canvas, and the very title of the painting. Even the distant hills help to collapse 
the pictorial space, as they are painted in the same tones as the foreground rocks. 
The small open area in front of them accomplishes the equivalent end through 
being the same yellow as the sky, from which it is separated by the hills. However, 
the combination of intensity and artificiality in the colour scheme of Decorative 
Landscape makes this painting unique in Harris' oeuvre, and calls for further expla
nation. 

It is in this regard that Harris' hitherto unexplored interest in Synchromism 
(from the Greek for "with colours") lends itself to examination. Although the art 
of the various members of the Group of Seven has often been discussed in relation 
to its supposedly isolationist Canadian chauvinism and its European roots, it has 
only rarely been situated within a North American aesthetic context.9 Yet Harris, 
in particular, was unusually well-read, and had a number of friends and profes
sional contacts in the United States long before he moved to New Mexico in 
1934. (Among other things he visited New York - including Alfred Stieglitz's 
Gallery 291.10) Examination of Harris' degree of attraction to Synchromism as 
manifested in Decorative Landscape offers an opportunity to consider a neglected 
aspect of Canadian-American artistic interaction. 

The earliest indication that Harris was aware of Synchromism occurs in a 
letter written by].E.H. MacDonald to Arthur Lismer in December 1916. Lismer 
had moved from Toronto to Halifax in the late summer to accept a teaching posi
tion at the Victoria School of Art and Design, and MacDonald wrote to acquaint 
him with an ongoing debate at the Arts and Letters Club. According to 
MacDonald: 
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fil.J Thomas tun Benron. SketCh ofWillard liuntington Wrigtu. (.191~. 

now ioR. 0011. SS. Van Dint Scrapbook 42, MmlUUipu DivlSlOIl, 
Depanmefll of Rare- Books and $p«ia1 Collm:lI)ru, Pnnmoo UOlvm,t)' 
Library. (Photo. Pnl'KttOll UJl'~ry library) 
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There was one very interesting evening discussion in connection with the 

French paintings purchased by the CN.E. last fall, and put on exhibition at 

the Club. Your old friend Langton [W.A. Langton, architect, Arts and Crafts 

enthusiast and first President of the Club} was the presiding[?} spirit, & 

though there were only a score or so present, & the time too short for con

clusions, the talk was lively, good-natured and stimulating. It began a con

troversy which still flares up, at the lunch tables, with Lawren strong & 

extreme on the Wright wing, & [George Agnew} Reid & Langton in oppo

sition. Of course, we haven't got anywhere, but we are enjoying the jour
ney.ll 

As will become evident below, "Wright" in this quote refers to the 
American art writer and critic Willard Huntington Wright (1888-1939), 
Synchromism's most active promoter (fig. 3). His position as an enthusiastic advo
cate of the movement was expedited by the fact that his brother was Stanton 
Macdonald-Wright (1890-1973) who, with Morgan Russell (1886-1953), founded 
Synchromism in 1912-13. Willard Wright was the art critic of Forum magazine, 
a contributing critic with International Studio and the author of a book, Modern 
Painting: Its Tendency and Meaning, published in 1915.12 Thus, by December 1916 
he had published extensively on American and French painting. All of these texts 
deal with aspects of modern and contemporary art, several concerning themselves 
entirely or in large part with the pre-history and theoretical underpinnings of 
Synchromism. It was through Wright's publications that Harris most likely 
gained familiarity with the movement. In any case, the fact that in his 1916 
letter J.E.H. MacDonald clearly expected Lismer to know who Wright was, indi
cates that the American writer's work had been discussed by the members of 
Harris' circle or, at the very least, had been raised in correspondence. 

Eleven months after his letter to Lismer, MacDonald mentioned the subject 
again, though more obliquely, in an article in The Rebel on Tom Thomson. 
Thomson had drowned four months earlier, and MacDonald's article constituted 
an appreciation of his colleague and a description of the commemorative cairn 
erected at Canoe Lake. It opened with an attempt to locate Thomson's art within 
a broad historical context: 

A remote and simple Ruskin of ancient China, surveying nature and the 

Modern Painters of his own Celestial day, wrote as follows: "With the breath 

of the Four Seasons in one's breast, one will be able to create on paper. The 

Five Colours, well applied, enlighten the World". 

Some of our most potent, learned and rebellious Mentors could, doubtless, 

identifY and describe the old Chinese author. They would discover his sub

tleties of meaning .... They might digress into Post-Impressionism, Cubism, 

Vorticism, Synchromism, lining up as rebels or retrogrades according to their 

ages and the source of their degrees. 13 
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Jil.4 Motpn RlIIK'il. Cosmic Synchromy, (.191}, oil on c.nYllS, 41 l 33 cm, 
Munson-Willwns·Proctor i1lSl1CUte, Museum ~ An, Uuca, New York. 
(P\loro: Munson-Willwns-Pnxror il1$llCUte) 

This does not specificaJly IlOk Harris with Synchromism, but MacDonald must have 
intended the rek~nce ro apply at least 10 pan ro his fnend who, a year earlier, he 
had identified as M strong & extrt~" in support ofWillard Wright's ideu. 

MacDonald's article was published almost four years after RusseU Morgan 
and Stanton Macdonald-Wright first exhibited examples ofSynchromism at Der 
Neue Kunstsalon in Munich (June 1913). Lacer thar year chey held a second show, 
at Bemheim-Jeune & Cie., Paris. In March 1914 they opened a third joint exhi
bition, their first in the Unhed Stares, at che Carroll Galleries in New York. The 
exhibited paintings employed non-local colour ("color-forms") ro define mass, vol
ume and "pure rhythmic composition," The artists declared their intention was 
"to fathom che mysteriOus rdatioru between color and form, berween the coloes 
and the characters of form: itS organic rhythm. spatiality, density, transparency, 
luminosity. etc.," and In so doing "co express the emotion of their discoveries 
through [he language of color ~14 An exceUent example of marurt Synchromism 
as thus described was Russell's COJmic Synchromy (IIg.4) which was, appropriately, 
one of the few reproductions featured in Willard Wright's 191:5 book on the 
development of modem art. Here a panoply of "color rhythms~ eliminate refer-
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ences to optical reality in "a spiralic plunge into space, [that is} excited and quick
ened by appropriate color contrasts."15 

In his various publications Wright explained at length the derivation, ambi
tions and importance of paintings like Cosmic Synchromy. Impressionism, accor
ding to him, employed colour-as-light as "the one element that welded the forms 
of landscape into one indivisible whole." Wright regarded Gauguin's subsequent 
use of colour as mere decoration, whereas Cezanne - his greatest hero among 
recent artists - went beyond the Impressionists' recreation of transient condi
tions of light and atmosphere. Cezanne instead handled colour so as to organize 
volumes and create form, both on the surface of his paintings and in depth. The 
result was for Wright "an aesthetic ensemble which would give pleasure intrinsi
cally, and which did not depend for charm on its resemblance to natural 
objects."16 He believed that Cubism's contribution to this progress-driven view 
of art history lay in its insistence upon painting reality as it was subconsciously 
conceived rather than in its external aspects. Orphism, though similar to 
Synchromism insofar as it emphasized colour, was, according to Wright's dismissive 
characterization, merely tinted Cubism. 

For Wright it was Synchromism that marked the radical culmination of 
nineteenth- and early-twentieth-century colour experiments - experiments 
which, over a century-long span, had seen colour exploited, successively, for its 
verity, its ornamental qualities, its drama, and its beauty as light.17 Synchromism 
both unified and purified what he believed to have been, before its own advent, 
the highest development in the use of colour (Cezanne) with both the greatest 
intensity of composition (Rubens; Wright held that composition had been lost in 
recent art - a victim of "the feverish search for new methods"18), and the most 
profound freedom from objective form (Cubism). In his writings, therefore, 
Synchromism is championed as the apogee of art, driving to new heights the 
greatest achievements of past art by freeing painted colour from fidelity to "true" 
local colour in order to give it an intrinsically organic and inherently subjective 
function: 

Synchromism raised color to the emotional significance of a generating func
tion, and eschewed the infantile delight of using color merely as a dramatic 
or decorative medium. Furthermore, the Synchromists brought to modern 
art an original conception for the creation of composition. They were the first 
to abrogate illustration. They completely divorced from their art the preoc
cupation of imitating nature to be found in the varying degrees of 
Impressionism, Cezanne, Matisse, Picasso and the Futurists. Instead, they 
treated painting as an organized series of plastic emotions expressed entirely 
by color and line . 
... Synchromism has sensed the meaning of color in its tactile relation to form 
and light; and by rationalizing the palette into gamuts, it has given to color 
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a far more significant function than that of its former role, which was the dra
matic reinforcement of drawing. The emotion of plastic volume one feels in 
Synchromist pictures is obtained, not by the old methods of disappearing 
lines (perspective) and the gradation of light and shade, but by the perfect 
coalition of color with form.19 
Lawren Harris' initial exposure to Wright's work may have been through 

the latter's 1915 book, Modern Art: Its Tendency and Meaning. This was available at 
an early date from the prominent Toronto bookseller Wm. Tyrrell & Co., though 
it is unknown whether Harris owned a copy.20 Harris may also have read one or 
more of the several journal articles Wright published between December 1914 
and March 1916, the last of which appeared nine months before MacDonald's let
ter to Lismer. Of particular interest among these is Wright's contribution to the 
October 1915 issue of International Studio. This periodical was published in New 
York City, and was available in Canada by the second decade of the century.21 
Each issue consisted of the articles from the corresponding issue of The Studio 
(London), together with appended pages numbered with Roman numerals. The 
October 1915 issue should have bee~ of particular interest to Harris, as it reprinted 
from The Studio a survey by Harold Mortimer-Lamb of recently-exhibited 
Canadian painting and included a full-page reproduction of Harris' Corner Store 
(1912; AGO).22 In that same issue was Willard Wright's article entitled 
"Synchromism," in which the author surveyed the precursors of the movement, 
from Delacroix to Cezanne, and expounded on its merits.23 

Although it cannot be confirmed that Harris was aware of Wright's book or 
any of his articles, he is known to have owned a copy of the exhibition catalogue 
that accompanied The Forum Exhibition of Modern American Painters. This exhibi
tion was conceived by Wright and was held at the Anderson Galleries (East 40th 
Street, New York) on 13-25 March 1916. Wright was not only - with the assis
tance of Alfred Stieglitz and John Weichsel - the principal organizer of the 
show,24 but also the editor of the catalogue and the author of two of its texts, 
including the main essay, "What is Modern Painting?," which had first been pub
lished five months earlier in The Forum under the title "The Truth About 
Painting." It is even possible that Harris saw the show, which was on display three 
months before he entered the Canadian Army in June 1916. He is known to have 
kept up-to-date with contemporary exhibitions and to have travelled to New York 
to visit galleries during much or all of a precious one-week leave beginning 30 
December 1916,25 though there is no record of him having been in the city the 
previous March. In any case, his annotated copy of the catalogue (now in the 
National Gallery of Canada Archives) bears a stamp indicating that it was 
acquired from Wm. Tyrrell & Co. Speculation that he obtained it while he was 
working on Decorative Landscape (which was completed in time to be shown at the 
OSA exhibition in March 1917)26 is supported by the fact - indicated in 
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MacDonald's letter to Lismer - that by December 1916 he knew enough about 
the tenets of Synchromism to engage in forceful debate about them. 

The Forum Exhibition, now recognized as a landmark event in the history of 
American art,27 was first conceived as a showcase for the recently-developed 
Synchromist movement. It was subsequently expanded to include the work of 
other contemporary artists such as Arthur Dove, Marsden Hardey, John Marin 
and Man Ray.28 When it finally opened it featured 193 works by seventeen con
tributors, including Russell's Cosmic Synchromy, and was accompanied by a sub
stantial catalogue. Although the artists' aesthetic approaches ranged from 
Synchromism to derivations of Impressionism, Fauvism and Analytic Cubism, 
their brief "Explanatory Notes" united their various approaches with 
Synchromism through shared emphasis on formal qualities - most frequently 
colour, and the reduction or simplification of form at the expense of naturalism.29 

The organizers of, and participants in The Forum Exhibition hoped that by dis
playing recent work by some of America's most avant-garde artists they would 
counter the European-dominated International Exhibition of Modern Art (the Armory 
Show), held three years earlier.3o Although sales ultimately proved disappointing, 
the show attracted much attention, vindicating Macdonald-Wright's prediction 
that "after the Armory Show it will be the most talked of exhibition ever given" in 
New York.31 Publicity was enhanced by the reputation of the Anderson Galleries 
as, in Macdonald-Wright's words, "the biggest selling gallery in the world, and by 
the way, the most sumptuous and whose patrons are the Rockefellers, the Yerkes, 
Harrimans, the Morgans and the rest of the rich ones."32 Indeed, the Anderson 
Galleries were a central fixture of art in New York and a venue for some of the most 
interesting exhibitions seen in that city. Among other events, in 1913 they had 
hosted the Exhibition of Contemporary Scandinavian Art prior to its showing in 
Buffalo. In 1927 they became the second institution, after the Brooklyn Museum, 
to display the Societe Anonyme's touring International Exhibition of Modern Art
the same exhibition that Lawren Harris was instrumental in bringing to the Art 
Gallery of Toronto later that year. Anderson Galleries activities were thus suffi
ciently important to attract the attention of those with more than a passing inter
est in modern and contemporary art, and Harris' acquisition of The Forum 
Exhibition catalogue is therefore not especially surprising. 

Willard Wright's twelve-page catalogue essay tided "What is Modern 
Painting?," like his earlier book and his periodical articles, offers in part an ardent 
defence of late-nineteenth- and early-twentieth-century painting, culminating in 
Synchromism. Harris used his pencil to highlight Wright's insistence that the 
most important means employed by modern painters is colour: "Color is capable of 
producing all the effects possible to black and white, and in addition of exciting an 
emotion more acute. The old static system of copying trees in green, shadows in 
black and skies in blue did not, as was commonly believed, produce realism."33 

77 



This claim was of course not new, especially by 1916, as Wright fully knew. 
Nor was it a novel idea to Harris, who had a good knowledge of recent art history 
and whose winter and urban landscapes had already made use of imaginative 
colour choices. Instead, Harris may have highlighted Wright's statement because 
the author provided an intellectual and historical context by systematically tra
cing the development of colour in modern art, thus linking Synchromism with 
questions of form, composition, and what Wright conceived as the almost evolu
tionary development of painting's formal tools. In addition Wright's essay 
engaged in a somewhat more complex elaboration of Synchromist colour practice, 
expanding on the passage quoted above, and reiterating points that he had already 
detailed at greater length in other writings, including his article in the October 
1915 issue of International Studio. 

Wright's essays in International Studio and other publications are particularly 
interesting because they discuss Synchromist use of colours in terms that are 
directly applicable to the choice of hues in Decorative Landscape, just as the bright
ness of colour in the painting recalls Synchromist painting more generally. In the 
October 1915 International Studio article, for example, Wright analyzed how 
Morgan Russell and Stanton Macdonald-Wright had come to similar conclusions 
about the use of colour to generate form, though they had originally appr~ached 
the problem from different perspectives)4 Russell, he explained, developed 
Synchromism by "extending and completing" Impressionist observations that 
sunlight is yellow and that shadows contain violet: 

Russell went further, and discovered that quarter and half tones also possess 

colours by which they can be interpreted. He thus arrived at a complete chro

matic interpretation of the degrees of light forces or tones. By modulating from 

light to dark (from yellow to violet) not only was light conceived forcibly, but 

form resulted naturally and inevitably. This was the principle by which Cezanne 

achieved his eternal light which brought form into being; but the principle with 

him was subjugated to the influences of local colour, varying milieu, reflections, 

ete. Russell stated the principle frankly and applied it purely. 

In contrast, Macdonald-Wright's starting point had been to study pure colours 
more from the standpoint of form than from that of light: 
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He recorded their inherent tendencies to express degrees of material consis

tency. Thus with him a yellow, instead of meaning an intense light, represent

ed an advancing plane; and a blue, while having all the sensation of shadow 

about it, receded to an infinity of subjective depth. The relative spacial {sic] 
extension of all the other colours was then determined, and a series of colour 

scales was drawn up, which gave not only the sensation of light and dark, but 

also the sensation of perspective. Thus it was possible to obtain any degree of 

depth by the use of colour alone, for all the intermediat~ steps from extreme 

projection to extreme recession were expressible by certain tones or pure hues.35 



Thus, though Russell and Macdonald-Wright had approached 
Synchromism through analyzing colour from different starting points, Wright 
linked their differing trajectories by describing their aesthetic development in 
terms of a polarity between yellow and blue/violet. This was a polarity that both 
artists discussed in their own writings.36 The fact that Decorative Landscape is con
structed almost entirely through the juxtaposition of large areas dominated either 
by yellow or by blue and violet thus seems to acknowledge the importance 
Wright attached in the exhibition catalogue, the International Studio article and 
elsewhere to these colours as cornerstones of Synchromist theory. It further raises 
the possibility that Harris may have wished to initiate experiments in 
Synchromist painting by relying at first upon the very colours most frequently 
discussed in texts sympathetic to the movement, thus starting with basic consid
erations and later working towards greater complexity. In any case, Decorative 
Landscape was painted at a time when - as ].E.H. MacDonald's 1916 letter indi
cates - Harris was ardent in his support of Wright's ideas. It is therefore entirely 
conceivable that the painting owes its striking colouration in large part to Harris' 
1916-17 reading ofWright, even though its colouration was grounded in Harris' 
earlier and less adventurous alterations oflocal hues. It is likewise intriguing that, 
just as no references linking Harris with an interest in Synchromism after 1917 
have been found, so Decorative Landscape has no comparably colourful successor. 
What might have been the first step in a series of colour experiments is instead 
Harris' only painting for which Synchromism can be understand as a noteworthy 
source. 

In addition to the structuring of the image as a dynamic relationship 
between yellow, blue and violet, other aspects of Decorative Landscape also accord 
closely with Synchromist colour theory and use. Synchromist artists' belief in the 
rejection of local colours as an inadequate basis for the organization of pictorial 
form and coherence was resolutely defended by Wright and is visually present in 
Decorative Landscape. Synchromist colours also tended toward richness and, often, 
to high saturation, and those in Decorative Landscape are, indeed, rich and highly 
saturated compared with the colours in Harris' other decorative landscapes of 
1914-18. Harris' close fusing of colour with form is also more complete in this 
painting than in any of his other winter landscapes, and may thus be associated 
with Wright's persistent avowals that colour creates form, and that colour, form 
and composition are therefore firmly inter-related and interdependent. Further, 
the intensity and unnaturalness of the colours, combined with the upward-thrus
ting motif of the spruce trees, suffuses the painting with a sense of spiritual year
ning. This yearning, much more pronounced in Decorative Landscape than in Harris' 
other paintings of these years, is in sympathy with Wright's many references to 
how Synchromist colour strives for the evocation of subjective emotion through 
colour-defined forms. Harris' insistence upon this matter was, if not identical to, 
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at least in harmony with Wright's explanations, and was repeatedly articulated in 
his statements that Canadian landscape painting should convey the subjective 
qualities of "mood," "character" and "spirit."37 

The impact on Decorative Landscape of the theories explained by Wright thus 
seems evident. However, the reasons for Harris' attraction to Synchromism at this 
point in his career are less clear. Attempts to identifY and address the nature of his 
involvement with the movement could begin with a letter written by his wife, 
Bess, to J. Russell Harper in 1962: 

You will have a difficult time to pinpoint the influence of this or that writer 
or painter to particular canvases. I do not think Lawren works that way. A 

few months after he has read a book he might be unable to recall its contents 
- but he would be acutely aware of what he had gleaned from it.38 

When viewed in this context at least some of the reasons for Harris' interest 
in Wright's work can be situated within relatively tangential aspects of 
Synchromism. Tentative efforts can be made to elucidate them by, for example, 
identifYing points of potential overlap between Wright's ideas and Harris' later 
obsession with Theosophy, the movement with which he became increasingly 
engaged between c.1918 and the beginning of the 1920s following his earlier 
exposure to spiritualist concerns.39 It would be misleading to posit a simple rela
tionship between his interest in the two phenomena; his involvement with 
Synchromism was a flirtation compared to the longevity and profundity with 
which he embraced Theosophy asa philosophy and as a basis for his artmaking. 
There are, however, suggestive parallels between Synchromism and Harris' devel
oping spiritualist ideas and ideals. In particular, his exposition of Theosophical 
principles of universal rhythm was foreshadowed in Willard Wright's introduc
tory essay in the catalogue for The Forum Exhibition. "The forces of all art are the 
forces of life, coordinated and organized," wrote Wright. "No plastic form can 
exist without .. , the rhythm which underlies the great fluctuating and equalizing 
forces of material existence. Such rhythm is symmetry in movement. On it all 
form, both in art and life, is founded."40 Similarly, the insistence ofWright and 
the principal Synchromist artists upon the primacy of subjectivity in art clearly 
struck a chord in Harris, and may be seen to have anticipated his later 
Theosophical championing of artists as humanity's prophets - creators who 
earned their place at the apex of the Theosophical triangle of spiritual evolution 
through their personal access to transcendental truths. Even the dominant colours 
in Decorative Landscape were of particular importance to Theosophists; yellow rep
resented intelligence, blue represented religious feeling, and the occult signifi
cance of the yellow-blue polarity was explored by Rudolf Steiner, Kandinsky and 
others.41 While it may be premature to propose that the colours in Decorative 
Landscape are unprecedentedly early evidence of Harris' interest in Theosophy, the 
leading role they play in this painting does at least raise the possibility. 
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Bess Harris' letter to Harper is also a useful basis for considering other evi
dence that Harris' attraction to Wright's ideas was at least partly grounded in 
aspects of Synchromism outside its central concerns with colour and form. These 
are aspects that, while not unique to Synchromist theory, reinforced or validated 
his own views. Here it is instructive to consider the sections that Harris high
lighted in his copy of The Forum Exhibition catalogue. For example, his highligh
ting of text often suggests that he was interested not only in Wright's explana
tions of colour, but equally in his argument that modern painting is on a contin
uum with the great art of the past, with which it shares "the inherent aesthetic 
qualities of order, rhythm, composition and form" but upon which it advances by 
incorporating new techniques.42 Harris himself would reiterate exactly these 
ideas in print several times in the following years, as for example in an essay pub
lished in 1925: "Though creative activity is ever the same in its gift of under
standing, its results are not the same in any two ages or in any two nations, and 
thus the creative individual has creative freedom only within the limits of the pos
sible vision, first of his people, then of his day."43 In a related vein Harris' pencil 
notations in The Forum Exhibition catalogue indicate that he approved of Wright's 
declaration that modernism "is not a fad ... [or} a transient aspect of art."44 Ideas 
such as these about aesthetic continuity, technical innovation and the legitimacy 
of contemporary art were of course not inherently or uniquely Synchromist, but 
they were of obvious importance and support to Harris as he worked towards a 
modern art for Canada. In the end, however, they were not sufficiently novel or 
specific to Synchromism to lead to a full or long-lasting endorsement of 
Synchromist practice. 

Whatever the reasons for Harris' 1916-17 interest in Synchromist theory, 
they were clearly too diffuse to extend that interest much beyond the painting of 
Decorative Landscape. As the preceding paragraphs propose, one reason was prob
ably that his interest in the movement was to some extent predicated upon ideas 
that it endorsed but that were not particular to it. A second factor relates more 
directly to the technical aspects of Synchromism, and can be traced to the ques
tion mark he wrote beside the claim, in Willard Wright's catalogue essay, that 
colour must be employed to give "the sensation of rhythmically balanced form in 
three dimensions."45 This was of course a central aspect of Synchromist art, but 
one that was out of keeping with the broad, flat decorativeness that Harris had 
been pursuing in his 1914-18 series of winter landscapes. His use of relatively 
broad areas of two dominant colours is an essential component in achieving this 
effect in Decorative Landscape. He seems to have been interested in using colour not 
to explore Synchromist ideals, but to enhance the unnatural colour he had already 
used to imbue his other landscapes of the period with the same decorative qual
ities he had admired at the 1913 exhibition of Scandinavian art. This quality is 
pushed to its furthest extent in Decorative Landscape (as the painting's title sug-
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gests), but has very little in common with Synchromism's approach to, and goals 
regarding, the use of colour. 

A third possible explanation for the brevity of Harris' involvement with 
Synchromism is rooted in the issue of rules versus subjectivity, especially as he 
understood it in texts by Willard Wright, Stanton Macdonald-Wright and 
Morgan Russell. His reaction to Macdonald-Wright's "Explanatory Note" in The 
Forum Exhibition catalogue is singularly relevant. In his brief statement 
Macdonald-Wright reflected on how he had "determined, by years of color exper
imentation, the relative spatial relation of the entire color gamut."46 Harris' 
response was laconic and to-the-point: "scientific divorced from life meaning." In 
Decorative Landscape he in fact transgressed Wright's prescriptive recommend
ations regarding the use of blue and violet. "Yellow," according to Wright, is "tan
gible" and "advances toward the spectator's eye," whereas violet "is limpid" and 
expresses "not solidity but a quality of space, something intangible and translu
cent." He warned that ignoring these considerations would result in paintings in 
which there would be "a continuous warring between linear composition and 
color values. "47 Yet Harris made extensive use of blue and violet in the foreground 
rocks in Decorative Landscape, thus violating Synchromist desiderata as explained 
by Wright. It is therefore unsurprising that, though his later adherence to 
Theosophy was adamant and profound, colours in his Theosophy-based paintings 
are not necessarily consistent with the codes of symbolism expounded in Annie 
Besant and C.W Leadbeater's Thought Forms, an important Theosophical primer 
with which he was almost certainly familiar.48 Instead, the hues in Harris' abstract 
paintings - though strongly influenced by Theosophical doctrine - are not 
restricted to a specific set of guidelines detailing colour symbolism. 

Indeed, throughout his career Harris remained critical of any artmaking 
based on sets of rules rather than on "living attitude" and subjective content.49 It 
is critically relevant that Decorative Landscape's colours, exaggerated though they 
are, help structure an image of concentrated emotion and diffuse spirituality. They 
accomplish this in large part through their emphasis on the presence or absence 
of light: the painting shows an exaggeratedly intense dawn or sunset blazing 
behind the foreground trees and casting them into unnaturally blue shadow.50 

The implied spiritual ramifications of this - exemplified by the subtle but 
unmistakable rays of light emanating in lines from the unseen sun - oppose what 
Harris inaccurately interpreted as the drive for excessive codification of regula
tions in Stanton Macdonald-Wright's and Willard Wright'S catalogue texts. It is 
telling that Harris approvingly highlighted Morgan Russell's "Explanatory Note" 
in The Forum Exhibition catalogue. Russell- t~e Synchromist who, as Wright had 
explained in International Studio in 1915, had begun his colour experiments from 
the Impressionist equation of colour with light - makes an uncompromising 
assertion of the importance of subjectivity in art. "I infuse my own vitality into 
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my work," wrote Russell. "The difference between a picture produced by precise 
formulas and one which is the result of sensibilite, is the difference between a 
mechanical invention and a living organism. "51 

Finally, analysis of why Harris' interest in Synchromism did not endure 
beyond Decorative Landscape must take into account his concern to create an art of 
recognizable content encompassing nationalist dimensions. Intriguingly, his mar
ginalia indicate that he seems to have been particularly interested in the 
"Explanatory Notes" of the artists whose reproductions in The Forum Exhibition 
catalogue showed figurative works, most notably Ben Benn, Thomas Hart 
Benton, Oscar Bluemner, Alfred Maurer and George Of. His desire to create a 
specifically Canadian art, using the northern landscape as its lodestone, encour
aged him at this early date to be wary of abstraction beyond the level of styliza
tion. "Pure" Synchromism, by contrast, logically implied complete abstraction. In 
The Forum Exhibition this was exemplified by the work of Macdonald-Wright and 
Russell, and was vociferously defended by Willard Wright. The "real importance" 
of the Synchromists, the latter repeatedly insisted, "lies in the fact that they have 
emancipated painting from the primitive demands of illustration, and have 
purged it of its dependence for effect on scenes, portraits and genre subjects. "52 For 
Hatris, adequate justification for abandoning figuration in favour of abstraction 
would not come until the late 1920s, when his Theosophical beliefs made the 
faithful transcription of optical reality increasingly irrelevant to him. 

Whatever Harris' degree of, and grounds for, interest in Synchromism in 
1916-17, he moved on from it fairly quickly. No mention of the movement has 
been found in his extant published and extensive unpublished writings. As for 
Decorative Landscape, it seems to have been exhibited only once during his lifetime: 
at the Ontario Society of Artists' Forty-fifth Annual Exhibition in March 1917.53 

Reviews were generally polite, if not particularly enthusiastic, though Hector 
Charlesworth - no friend of the members of the future Group of Seven -
described its general effect as "merely that of a garish poster."54 It was not included 
in any subsequent group show or in either of Harris' solo exhibitions that featured 
figurative work and for which he assisted in the selection of pictures (1948, 
1963).55 Nor is it illustrated in Bess Harris's 1969 book about his art, the images 
of which were selected with Lawren Harris' assistance.56 Unusually for such an 
ambitious work, it remained in his studio until the mid-1960s, unknown to most 
of Harris' friends and critics. 57 It entered a public collection and public visibility 
only in 1992, twenty-two years after Harris' death. 

Nor was the short-lived character of Harris' interest in Synchromism unusual. 
The same was true even for artists with a broader knowledge of, and a deeper sym
pathy for, the movement. By the date of The Forum Exhibition Morgan Russell's 
growing religious and philosophical concerns were leading him away from his 
previous adherence to abstract Synchromist compositions and toward a more clas-
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sical approach to figure painting. (The composltlon of even his 1915 Cosmic 
Synchromy was based on a series of drawings showing a human figure, although 
these are completely obscured in the finished work,58) Wright's editing of 
RusseU's "Explanatory Note" .in the exhibition catalogue - editing so severe that 
it caused a rift between the two men - minimized this impression. 59 Stanton 
Macdonald-Wright painted his final Synchromy in 1920. The movement exercised 
a significant influence on such artists as Thomas Hart Benton and Andrew 
Dasburg but, despite the milestone status of The Forum Exhibition, it was not a 
force in American art after 1921.60 In Canada, in the short term, it became a fac
tor in the singing colour of Decorative Landscape. On a more subterranean and 
ephemeral level WiUard Wright's championing of an art of radical formal inno
vation, underlying rhythm, structural and emotional synthesis, and subjective 
profundity shadowed many of Harris' established and emerging convictions. 
Those convictions - though not their manifestation in Synchromist theory -
shaped and informed his subsequent work, first as he staked out a new art for a 
new country and later as he moved into abstraction, transcending the surface of 
the world to plumb its underlying order. 
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Resume 

LE «SYNCHROMISME» AV CANADA 
Lawren Harris, Decorative Landscape et 
Willard Huntington Wright, 1916-1917 

En 1992, le Musee des beaux-arts du Canada achetait Decorative Landscape 
(1917), une grande (122.5 x 131.7 cm) et visuellement impressionnante huile 

sur toile de Lawren Harris. Le tableau avait ete presente a l'exposition de mars 1917 
de l'Ontario Society of Artists, puis ne fut plus expose par la suite. Pendant les cinq 
decennies qui suivirent, la toile fut releguee dans le studio de Harris et ne fut jamais 
presentee dans une exposition personnelle ou collective. Lorsque le Musee en fit l'ac-
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quisition, elle etait pratiquement inconnue des historiens de l'art canadien. 
Decorative Landscape est une composition hardie empreinte d'une intense spir

itualite. Cette derniere s'exprime vigoureusement par les silhouettes des arbres et par 
le soleil, bas sur l'horizon et irradiant des rayons de lumiere subtils, mais cependant 
tres perceptibles. Toutefois son principal interet, dans le contexte de l'reuvre de 
Harris, reside dans son coloris intense et nettement artificiel. Les epinettes sont d'un 
bleu profond avec des rehauts verts, les rochers au premier plan sont d'epaisses 
couches de bleu et de violet et le ciel est d'un jaune qui va du jaune d'reuf profond 
jusqu'a un jaune plus leger, mais tres intense, avec de legeres taches turquoise. Bien 
que plusieurs des paysages que Harris a peints a cette epoque (p. ex., Snow II, 1915) 
aient ete des essais de manipulation decorative de la couleur, l'intensite et l'artifi
cialite de la couleur dans Decorative Landscape impregnent l'image d'une profondeur 
et d'une intensite de subjectivite emotive qu' on ne retrouve pas dans ses autres 
reuvres de la meme epoque. 

Le present essai veut demontrer que Decorative Landscape doit beaucoup a l'in
teret, jusqu'a present non documente, de Harris pour le synchromisme, mouvement 
americain contemporain dont Stanton Macdonald-Wright et Morgan Russell furent 
les pionniers et que le frere de Stanton Macdonald-Wright, Willard Huntington 
Wright (1888-1939), fit connai'tre au public dans une serie de textes enthousiastes. 
La peinture synchromiste utilisait la couleur pour definir la masse, le volume et ce 
que Macdonald-Wright, Russell et Willard Wright appelaient «la composition ryth
mique pure». Dans des tableaux presque entierement abstraits, les artistes tentaient 
«de sonder les rapports mysterieux entre la couleur et la forme, entre les couleurs et 
les caracteres de la forme: rythme organique, spatialite, densite, transparence, lumi
nosite, etc.». Harris etait bien place pour connai'tre l'art et la tbeorie synchromistes. 
11 avait des relations aux Etats-Unis et s'y rendait souvent, y compris a New York OU 
Macdonald-Wright et Russell avaient expose des reuvres synchromistes en 1914. On 
sait aussi qu'il s'interessait aux idees publiees par Willard Wright, commeen fait foi 
une lettre de 1916 de J.E.H. MacDonald a Arthur Lismer (Collection McMichael 
d'art canadien). Entre autres sources venant de Wright, son livre de 1915, Modern 
Painting: Its Tendency and Meaning, qui comportait un chapitre important sur le syn
chromisme, etait disponible a Toronto peu apres sa publication. Lopinion de Wright, 
que le synchromisme constituait l'etape ultime dans une histoire evolutive de l'art, 
etait aussi exposee dans des articles publies entre decembre 1914 et mars 1916 dans 
divers journaux, dont International Studio, publie a New York et disponible au Canada 
jusqu'a la fin des annees vingt. Le numero d'octobre 1915, dans lequel Wright a pu
blie un article sur le synchtomisme, a dfi etre d'un interet particulier pour Harris, car 
on y retrouvait aussi une etude par Harold Mortimer-Lamb sur des expositions 
recentes de peintres canadiens, illustree par une reproduction pleine page du tableau 
de Harris Corner Store (1912, Art Gallery of Ontario). 

Le plus revelateur toutefois, c'est que nous savons que Harris possedait un 
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exemplaire du catalogue de l'exposition The Forum Exhibition of Modern American 
Painters, tenue aux prestigieuses Anderson Galleries de New York en mats 1916, un 
an avant qu'il a peigne Decorative Landscape. Wright avait dirige la publication du 
catalogue dont il avait aussi ecrit ou revise plusieurs des textes. L'exposition, con
sideree aujourd'hui comme un evenement marquant dans l'histoire de l'art ameri
cain, avait ete con<;;ue comme une vitrine du mouvement synchromiste et, bien 
qu'elle y ait subsequemment ajoute les reuvres d'autres artistes contemporains, tels 
Arthur Dove, Marsden Hardey, John Marin et Man Ray, elle gardait un parti pris 
en faveur du synchromisme. La copie annotee de Harris, achetee a Toronto, est main
tenant conservee aux atchives du Musee des beaux-arts du Canada. 

Ainsi, bien que nous ne sachions pas dans quelle mesure Harris connaissait la 
theorie synchromiste, en 1917, il ne fait aucun doute qu'il en avait une certaine idee, 
grace aux ecrits de Willatd Wright, et cela est evident dans Decorative Landscape. 
Tout comme l'eclat general du tableau rappelle la methode synchromiste, les 
couleurs dominantes - le bleu, le violet et le jaune - sont celles que Wright, 
Macdonald-Wright et Russell nommaient constamment dans leurs nombreux ecrits 
sur la theorie et le developpement du synchromisme. De plus, bien que fortement 
figuratif, Decorative Landscape se catacterise par le rejet synchromiste de la couleur 
«reelle» du sujet. D'autre patt, la fusion de la couleur et de la forme est plus poussee 
dans ce tableau de Harris que dans tous ses paysages d'hiver de la meme epoque. On 
peut donc l'associer aux affirmations de Wright que la couleur cree la forme, et que 
la couleur, la forme et la composition sont intimement interreliees et interdepen
dantes. Meme le sentiment diffus de quete spirituelle que degage le tableau - sen
timent qui va bien au-dela de ce qu'on trouve dans les autres tableaux de Harris de 
la meme epoque - s'accorde avec l'idee de Wright que la couleur synchromiste tend 
a evoquer l'emotion subjective au moyen de formes definies pat la couleur. 

Toutefois l'interet evident que Harris portait au synchromisme, au moment 
ou il peignait Decorative Landscape, peut fort bien avoir ete fonde en grande partie 
sur des aspects du mouvement relativement secondaires par rapport a l'importance 
primordiale de la couleur. Ainsi, alors que Hatris adoptait de plus en plus des 
principes spiritualistes, l'article d'introduction de Willard Wright dans le cata
logue de The Forum Exhibition annon<;;ait les ideaux spiritualistes - tels le concept 
de rythme universel- qui allaient plus tard dominer son art et sa vie. De meme, 
l'insistance de Wright et des principaux artistes synchromistes sur l'importance de 
la subjectivite dans l'art touchait clairement une corde sensible chez Harris. On 
peut deja y voir comment il allait eventuellement devenir, en tant que theosophe, 
le champion des artistes comme chefs de file de l'evolution spirituelle de l'human
ite. Par COIncidence, meme les couleurs de Decorative Landscape avaient une impor
tance particuliere pour les theosophes: le jaune representait l'intelligence, le bleu le 
sentiment religieux, et le sens occulte de la polarite jaune-bleu - telle qu'on peut 
la voir dans Decorative Landscape - a ete exploree par Rudolf Steiner, Kandinsky et 
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autres. Dans un autre ordre d'idees, les annotations de Harris dans son exemplaire 
du catalogue The Forum Exhibition suggerent qu'il trouvait interessant l'argument 
de Wright que la peinture moderne est dans la droite ligne du grand art du passe, 
dont elle partage les qualites esthetiques inherentes d'ordre, de rythme, de compo
sition et de forme, mais qu'elle depasse en lui incorporant des techniques nouvelles. 
Ces annotations indiquent aussi qu'il approuvait les declarations de Wright que le 
modernisme n'est pas 1'objet d'un engouement passager, mais plutot une extension 
naturelle d'idees deveioppees dans le passe. 

En derniere analyse toutefois, ces elements n' etaient pas suffisamment nou
veaux ou particuliers au synchromisme pour qu' on puisse affirmer que Harris 

. souscrivait encore a la methode synchromiste apres 1916-1917. Le synchromisme 
lui permettait d' aller plus loin dans l' experimentation avec la couleur qu'il avait deja 
entreprise dans ses paysages d'hiver, mais il n'etait pas pret, a ce moment-la, a sui
vre le mouvement dans son insistance sur l' abstraction. Ses annotations suggerent 
aussi qu'il se mefiait de ce qu'il semble avoir interprete a tort comme 1'importance 
exageree accordee par le synchromisme aux «regles», aux depens de la veritable sub
jectivite. En realite, 1'usage qu'il fait du bleu et du jaune, dans Decorative Landscape, 
viole certaines directives du synchromisme quant au role que doivent jouer ces 
couleurs dans la composition. L'hostilite a l'egard d'un art fabrique selon un ensem
ble de principes plutot que d'apres une «attitude vivante» et un contenu subjectif 
allait devenir un aspect dominant de la carriere de Harris et pourrait avoir, des cette 
epoque, contribue a lui faire perdre tout interet pour le synchromisme. Ainsi, bien 
que Decorative Landscape ait ete fortement influence par ce mouvement, il n'a pas eu 
de suite dans 1'reuvre de Harris. 

Il est interessant de noter que si 1'interet de Harris pour le synchromisme aura 
ete de courte duree, ce fut aussi le cas d'autres artistes qui s'interessaient de plus pres 
au mouvement: de fait, deja a 1'epoque de The Forum Exhibition, 1'interet croissant de 
Morgan Russell pour les questions religieuses et philosophiques avait commence a 
1'eloigner de son adhesion anterieure aux compositions synchromistes abstraites et a 
le conduire a une approche plus classique de la peinture figurative. Pour sa part, 
Stanton Macdonald-Wright a peint sa derniere «synchromie» en 1920. Le mouve
ment a fortement marque certains artistes comme Thomas Hart Benton et Andrew 
Dasburg, mais, en depit de 1'importance de The Forum Exhibition, il a cesse d'in
fluencer l'art americain apres 1921. Ses manifestations au Canada ont ete encore plus 
ephemeres, ce qui fait de Decorative Landscape une piece cle dans la documentation 
d'un aspect jusqu'a maintenant inexplore des contacts entre artistes americains et 
canadiens. 

Traduction: Elise Bonnette 
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fig. 1 Autoportrait, 1946, Musee du Quebec. (Photo: Musee du Quebec, 97.27) 
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LES CARNETS DE DES SINS DE 
MARIAN DALE SCOTT 

A u moment Oll la redactrice en chef des Annales d'histoire de Fart canadien nous 
faisait part de son desir de celebrer le 25e anniversaire de la revue par un 

numero special compose de textes rediges par les membres du comite de redac
tion, j'etais plongee dans l'ecriture de l'ouvrage devant accompagner l'exposition 
retrospective l de l'artiste montrealaise Marian Dale Scott (1906-1993) (fig. 1). Ce 
travail ne me laissait aucun repit et je m'appretais a devoir refuser l'invitation de 
Sandra Paikowsky, faure de temps pour effectuer la recherche necessaire a la redac
tion d'un texte nouveau. Jetais alors a travailler sur les deux carnets de dessins au 
trait realises par Marian Dale Scott dans les annees 1940, carnets qu'elle a legues 
apres son deces, avec, entre autres, son journal, sa correspondance et ses papiers 
personnels, aux Archives nationales du Canada. Les dessins de ces carnets traitent 
largement de sujets intimistes et presentent une approche plus spontanee du sujet 
que les ~uvres a l'huile des decennies 1930 et 1940. Au niveau technique, ils 
s'inscrivent le plus souvent dans la lignee des dessins de Picasso et de Matisse. 
L'ecart entre ces dessins, essentiellement figuratifs, et la production peinte s'ac
croit a partir de 1941, puisque c' est durant cette annee que Marian Dale Scott 
commence a travailler a la realisation de la murale Endocrinology commandee par 
Hans Selye pour le departement d'histologie du Medical Building de l'Universite 
McGill. A partir de ce moment, l'~uvre peinte de la majeure partie des annees 
1940 adoptera un caractere semi-abstrait inspire largement de formes cellulaires, 
cristallines et autres. Enfin, ces carnets de dessins, outre leur interet esthetique 
evident, notamment au niveau du caractere expressif que l'artiste donne au trait, 
presentent aussi, a travers les themes abordes -'- portraits de la famille, d'amis, 
scenes de la vie quotidienne, loisirs et manifestations culturelles et politiques 
diverses - un interet d' ordre biographique et sociologique. 

Alors que j'en etais a deplorer de ne pouvoir montrer, dans le cadre de l'ex
position, plus qu'une page de chaque carnet, donc deux dessins seulement, et de 
ne pouvoir en rendre largement compte dans l'ouvrage que j'etais a rediger, je 
realisais que j'avais trouve matiere a la redaction d'un texte pour les Annales. 

Le dessin dans la demarche de Marian Dale Scott 
Meme s'il nous reste relativement peu de temoignages de l'~uvre dessine2 de 
Marian Dale Scott avant la realisation des dessins reunis dans ces carnets deposes 
aux Archives nationales, le dessin a occupe une place tres importante dans son 
processus de creation. 
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Le dessin (dessin a partir de platres, dessin anatomique et a partir de mode
les vivants) constitue la base de la formation academique qui etait donnee a 1'13-
cole de 1'Art Association of Montreal - devenue le Musee des beaux-arts de 
Montreal - Oll la jeune Marian Dale etudie de 1917 a 1920, et a 1'13cole des 
beaux-arts de Montreal qu'elle frequente de 1923, annee d'ouverture de 1'ecole, 
jusqu'en 1926. Il en va de meme des cours du soir, sans doute de dessin a main 
levee, d'Edmond Dyonnet qu'elle suit aussi au Monument national. Enfin l'en
seignement de Henri Tonks, qui sera son professeur a la Slade School of Art de 
Londres a l' automne 1926 et a 1'hiver 1927, repose aussi sur la maitrise du dessin. 
Dans une lettre du 1er octobre 1926, a son fiance Francis Reginal Scott, elle se 
rejouit du fait que Tonks 1'a fait passer de 1'atelier des platres (cast) a celui des mo
deles vivants. Le travail a la Slade, ajoute-t-elle, est dur mais interessant. A pro
pas des differences de techniques du dessin qu' elle experimente dans son appren
tissage a la Slade, elle ecrit, le 18 octobre, toujours dans une lettre a Frank Scott: 
«[. .. } at first I found it very difficult as I have always worked with a charcoal on a 
large sheet of paper. I used to like to get effect by a few lines and smudging shadows 
- but here [a la Slade} they make you work with a hard pencil and make you 
draw your figures quite smalI3». Elle realise aussi regulierement des dessins et des 
esquisses en plein air, aussi bien a Londres, a Cacouna, Oll elle sejourne rete avec 
sa famille, que partout ailleurs. 

Marian Dale Scott est une artiste qui dessine constamment. Elle dessine 
comme le pianiste fait des gammes, ecrit-elle dans son journal, le 14 juin 19364. 

C'est par 1'entremise de ce journal qu'on realise 1'importance du dessin dans son 
processus createur, notamment durant la decennie 1930 Oll la jeune artiste est a 
developper sa propre conception de 1'art et a elaborer une approche originale. La 
pratique du dessin repond alors a plusieurs fonctions. D'abord une fonction d'ap
prentissage, qui se demarque toutefois de 1'apprentissage academique qui fut celui 
de ses annees de formation. Elle lit beaucoup, en particulier sur les artistes inter
nationaux modernes et contemporains et realise aussi de nombreux dessins a par
tir de leurs ~uvres, ce qui lui petmet de comprendre leur travail. Ainsi, le 29 avril 
1935, elle ecrit: «Went to the library, still trying to comprehend others works by 
quick spontaneous drawings». "Cet apprentissage du dessin, non a partir de la 
nature mais a partir du travail des artistes auxquels je reagis», ecrit-elle dans son 
journal, le 18 fevrier de la meme annee, «est des plus amusant et des plus exitant. 
Jai l'impression de faire de telles decouvertes, d'acquerir des moyens d'expres
siofi». Mais elle doit, precise t-elle, continuer son propre travail. Il faut dire que 
Scott est alors dans une periode de transition. Elle a decide, 1'annee d'avant, d'a
bandonner le paysage, de cesser temporairement d' exposer, pour redefinir ses 
themes et son approche formelle. C'est sans doute pourquoi elle ajoute a son com
mentaire du 29 avril, que lorsqu'elle effectue ses dessins rapides: «[l} feel so much 
more alive than most of the time I am doing my own paintings - perhaps 
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because when I am painting I feel how terribly unskilled I am - when I do my 
new way of drawing I feel I am acquiring that skill». Si cette aisance d'une nou
velle approche se concretise alors dans le dessin, celle-ci va se traduire eventuelle
ment dans sa peinture et les annees 1936-1940 seront particulierement riches a 
cet egard. Mais le plaisir de dessiner s' exprime regulierement dans les pages du 
journal et semble parfois 1'emporter sur celui de peindre. Ainsi, pour ne citer que 
ce seul exemple, le 9 janvier 1939, elle note dans son journal qu'au retour d'une 
reunion a 1'ecole (de son fils) elle a fait quelques dessins. «What fun drawing is, 
ecrit-elle, an end in itself. How different from my long years at art school». 

ies artistes a partir desquels Scott dessine sont nombreux. Si, helas, elle ne 
les mentionne pas tous nommement dans son journal, on se doute que Van Gogh 
lui a inspire des etudes de fleurs de meme que Georgia O'Keeffe a laquelle elle fait 
reference dans son journal des 1934. On sait aussi qu'elle copie des dessins de John 
Austen (illustrateur britannique) et de differents autres artistes britanniques. ies 
reflexions qu' elle fait a propos de leurs reuvres permettent de croire qu' elles tirent, 
en partie, leur source de ce processus de comprehension qui, pour Scott, se degage 
de la copie. Ainsi elle dira de John Nash qu'il est plaisant mais qu'elle ne sent pas 
1'urgence de le copierS. En 1938, elle dessine en s'inspirant des cubistes: Juan Gris, 
Leger, Braque, Picasso, Duffy, Wyndham iewis6 et Modigliani parmi d'autres7. 

En 1939, le 11 octobre, elle note avoir dessine d'apres Rivera. On mesure bien que 
ce travail de «copie» en est un aussi de reflexion en vue de definir sa propre pra
tique quand, dans son journal, a la date du 11 mars 1940, on trouve des passages 
comme celui-ci: 

Have been drawing from Archipenko. He excites me so far. After I have been 

studying him for a time I become dissatisfied. The inner logic is only the 

logic of pattern, the pleasure of sharp line and curve. What I want to get at 

is something nearer Franz Marc. His abstraction was to express an attitude 

toward life simplification and rhythm the unity of animal and nature. I 

would like to express the creative rhythmic unity of man and his world. 

ee commentaire est interessant a double titre. D'une part parce qu'il traduit 
bien les preoccupations esthetiques de Scott a cette periode. En effet, sa produc
tion de 1936 a 1941 repose a la fois sur une exploration de la forme et de la com
position qui va dans le sens d'une certaine «abstraction» mais qui, par les themes 
abordes, s'inscrit egalement dans le cadre d'une reflexion sur le sens (significance), 
l' ordre inherent au monde du vivant, les liens de 1'homme au social mais aussi a 
1'ordre naturel8. D'autre part, son commentaire confirme 1'importance du dessin 
dans son processus d'elaboration d'une approche moderne de l'art. 

Le dessin occupe aussi une autre fonction importante: celle d'etape prepara
toire dans la realisation des tableaux. ies nombreux dessins lui permettent de 
cristalliser 1'image avant de la traduire en peinture, ecrit-elle dans son journal le 
19 octobre 1935. Dans les annees 1930 et debut 1940, la reduction geometrique 
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fig. 2 Norman 
Bethune, Sick in Bed, 
Oct. 8, 1935, aquarelle, 
Archives narionales du 
Canada (ANC), 
N° de neg., C 142 809. 

des formes a leurs elements structuraux et leur organisation rigoureuse sur la sur
face de la toile, elements caracteristiques de la peinture de Scott, presupposent une 
maltrise du travaillineaire et du travail de composition qui ne saurait etre l'effet 
d'un premier jet spontane. La lecture du journal conftrme que de tres nombreux 
dessins preparatoires, de nombreuses esquisses - parfois a l'aquarelle ou a l'huile 
sur papier, ete. - et meme plusieurs tableaux explorant diverses compositions et 
gammes chromatiques, tous realises sur des periodes assez longues pouvant attein
dre plusieurs mois, ont ete necessaires a la realisation des tableaux que nous con
naissons aujourd'hui sous les titres de Sumac (1937), Tourist in Montreal (1938), 
Fire Escape (1939), Cement (1939), Crocus (1939), Harbour (1939), Park (1940), 
Stairway (1940), Tenants (1940), pour ne citer que ceux-Ia. 

Le dessin sert aussi chez Marian Dale Scott de support a une pratique dont 
on n'a pas, pour l'instant, trouve beaucoup de traces: la realisation d'affiches 
(posters) et de dessins humoristiques ou satiriques (cartoons) a caractere politique. 
On sait que Marian Dale Scott fut toute sa vie une femme de gauche. On sait aussi 
que dans les annees 1930, elle s'implique dans les activites des mouvements poli
tiques de gauche, que ce soit celles de la Ligue pour la reconstruction sociale (LRS) 
et de la Cooperative Commonwealth Federation (CCF) ou dans les diverses acti
vites du Front Dni antifasciste inspirees souvent par le mouvement communiste 
dont Norman Bethune (fig.2), ami intime de Marian Dale Scott, represente une 
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figure eminente. Si je ne peux aborder dans le cadre de cet article la complexe 
question du rapport art et societe, art et politique et ses effets dans la production 
de Scott, je rappeIlerai que ceIle-ci refusait de soumettre l'art a la propagande et 
revendiquait, comme plusieurs artistes de son temps et de son milieu, une certaine 
autonomie de l'experimentation artistique a l'egard du politique. Cela dit, comme 
un certain nombre de ses confreres, elle a realise durant les annees 1930 une pro
duction d'ceuvres sur papier qui repondait a une fonction plus politique. Ainsi par 
exemple, elle realise un projet pour la page couverture d'un ouvrage collectif pu
blie par la LRS, Social Planning for Canada, dans lequel on trouve des textes de 
Eugene Forsey, J. King Gordon, Leonard Marsh, J.F. Parkinson, F.R. Scott, 
Graham Spry et Frank H. Underhill. La premiere edition paralt en septembre 
1935 et l'artiste mentionne dans son journal personnel du meme mois etre tres 
de~ue par l'impression de la couverture. Le 10 mai 1936, alors qu'elle etablit une 
liste des ceuvres veut faire, elle ecrit: «Propagande for CCF». En juin 1936, elle 
mentionne qu'eIle doit travailler a des affiches (posters). Certaines de ces affiches 
ont pu etre realisees pour les differentes causes de Norman Bethune, notamment 
ceIle de l'aide a la Republique espagnole. Le 14 janvier 1937, Marian Dale Scott 
note dans son journal: «painting during daylight, posters in evening» et le 19 du 
meme mois: «just drawing but got request for ideas for posters - must get to 
it». En novembre 1937, elle mentionne encore cette production d'affiches qui tan
tot la deprime, tantot la rejouit9. Il est clair cependant que cette production se dif
ferencie,ne serait-ce qu'au strict niveau du dessin, de sa pratique artistique plus 
personnelle. Ainsi, le 22 novembre 1937, elle ecrit: ~~[. .. } sent off my last poster 
yesterday [. .. } got back to quick drawing again today». Malheureusement elle ne 
precise pas a qui elle fait parvenir ses affiches, mais on sait qu'eIle en a realise pour 
le CCF et diverses activites politiques10. Souvent, quand elle mentionne son tra
vail de production d'affiches, elle note vouloir aussi faire des «cartoons». Sur la 
nature de ce type de dessins, elle est parfois un peu plus explicite. Ainsi, il peut 
parfois s'agir de caricatures pour le CCF mais encore, comme l'idee lui vient a la 
fin de janvier 1937, de cartoons pour enfants: «[ ... } thought in my bath if my 
posters come out, I might try my hand at movie cartoons - on a child movie 
making(?) first ll». De meme au debut de l'annee 1941, alors qu'elle etablit une 
liste d'activites (possibilities) susceptibles sans doute de lui permettre de tirer des 
revenus de sa formation artistique, l'ecriture et l'iIlustration de livres sur le 
socialisme ou pour les enfants se retrouvent aux cotes de «1' enseignement», de 
«l'illustration», de la «murale» et du «commercial». A propos de cet autre type 
de pratique du dessin, ce1ui qui preside a la realisation du travail commercial, on 
apprend, toujours a travers les pages du journal personnel de l'artiste, que, dans 
les annees 1940, elle aura quelques contrats de ce type12 . 

Enfin la pratique du dessin donne lieu a une production independante aussi 
bien de l' ceuvre peint que des ceuvres de «commande», production de caractere 
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plus intimiste, parfois humoristique. Ce type de dessin accompagne en quelque 
sorte 1'artiste dans ses activites familiales mais aussi sociales et constitue, semble
t-il, une activite privilegiee au cours de ses deplacements. Ainsi, par exemple, en 
1936, elle note avoir fait des etudes rapides partout OU elle allait lors d'un sejour 
a New York, cette ville qui, souligne-t-elle, est pour elle «plus que du brandy» et 
OU elle se rendait regulierement. Sans doute etait-elle seule lors de ce voyage de 
1936, puisque 1'annee suivante, le 7 octobre 1937, son journal nous apprend 
qu'elle se rend a nouveau dans cette ville. Toutefois, apres avoir evalue la produc
tion realisee lors du voyage precedent, elle note que cette fois-ci illui sera difficile 
de ne pas etre seule mais qu'elle pourra toujours realiser des dessins amusants pour 
les autres. 

C'est dans ce cadre d'une pratique reguliere et intime du dessin que s'in
scrivent les dessins des deux carnets - dont 1'un fut offert a son mari Frank Scott 
- qui sont maintenant deposes aux Archives nationales du Canada13. Leur genese 
semble remonter au printemps 1940. A une periode OU, selon le journal, Scott 
dessine a partir de Picasso, 1'artiste ecrit aussi, le 14 avril, qu'elle pense faire, avec 
son nouveau stylo a l'encre noire, un «journal illustre». Or, les dessins qui seront 
ulterieurement regroupes dans les earners qui nous interessent aujourd'hui cons
tituent en effet, sauf quelques exceptions, une maniere de journal illustre des 
activires de la famille Scott et des environnements dans lesquels elle va vivre et 
evoluer au cours des annees 194014. 

Je presenterai ici une selection de ces dessins, pris dans l'un ou 1'autre car
net, regroupes sous differents themes: le sejour a Boston, les lieux de residence, les 
loisirs et la vie quotidienne de la famille Scott, l' exploration des formes naturelles 
et les dessins a references sociales. Evidemment cette selection n'epuise pas la 
richesse des sujets rraites par 1'artiste dans ces carnets, qui presentent, par la volon
te qu'a eue l'artiste de constituer un «journal illustre», par le travail de selection 
qu'elle a effectue pour les regrouper, mais aussi par le fait qu'elle les a legues aux 
Archives, le statur d' ceuvre a part entiere. 

Le sejour a Boston 
Le fils de l'artiste, Peter Dale Scott, nous confirme que sa mere entreprend la reali
sation d'un nouveau carnet de dessins au trait peu avant le depart de la famille 
pour Boston, a l'ete 1940. Frank Scott a alors obtenu le Guggenheim Fellowship 
Award pour aller travailler a Harvard a la redaction d'un ouvrage sur l'Acte de 
l'Amerique du Nord britannique - encore que le contexte de la guerre l'amenera 
surtout a travailler au projet d'ecriture de The Democratic Manifesto 15• Marian Scott 
n'est pas, au depart, ravie de ce demenagenient. «l didn't want to go to Boston 
[ ... } A man has his work first his familly follows. But it seems it must be upside 
down for a woman» ecrit-elle dans son journal le 5 juin 1940. On comprend son 
amertume quand on realise qu'en tant qu'artiste Marian Dale Scott jouit alors a 

98 



Montreal d'un contexte qui lui est particulierement favorable. Elle a defini claire
ment les enjeux de sa demarche artistique et vient de realiser, dans les quatre ou 
cinq dernieres annees, des ceuvres marquantes qui lui assurent une reconnaissance 
grandissante. Cette production de la fin des annees 1930 l'a ancree dans le milieu 
des artistes modernes de Montreal qui fondent, en 1939, sous l'impulsion de John 
Lyman, la Societe d' art contemporain (SAC) de Montreal dont Marian Scott est, 
tout au moins en 1939, la presidente du membership committee16. Pour Scott, la crea
tion de la SAC signifie plus que la stricte mise sur pied d'une organisation de pro
motion des tendances artistiques qu' elle defend. La SAC represente aussi la con
solidation d'un reseau professionnel qui est le sien, et le renforcement de liens pro
fessionnels et amicaux en dehors des reseaux qui ,sont ceux de son mad 17. Alors 
que le milieu artistique montrealais auquel elle appartient est devenu pour elle 
plus stimulant et plus excitant, elle doit s'exiler pour un an a Boston. Mais Marian 
Dale Scott est une femme qui a toujours su faire, avec grace, contre mauvaise for
tune bon cceur. Aussi tirera-t-elle un certain profit de son sejour force a Boston, 
notamment en visitant les musees d'Harvard, en rencontrant des gens associes au 
Works Progress Administration (WPA). 

Durant cette periode, elle garde contact avec le milieu artistique canadien. 
Elle envoie des ceuvres a l'exposition Art of Our Day in Canada, organisee par la 
SAC et qui se tient a l'Art Association of Montreal du 22 novembre au 15 decem
bre 1940; elle participe, en octobre, a l'Exhibition and Sale of Paintings in Aid of the 
Canadian National Commitee on Refugees, qui a lieu a Ottawa a la Galerie nationale 
du Canada - maintenant Musee des beaux-arts du Canada. Elle expose egale
ment, avec Mabel Lockerby, Pegi Nicol MacLeod et Katleen Mortis, une douzaine 
d'ceuvres realisees dans les trois dernieres annees - entre 1938 et 1940 - dans 
le cadre d'une exposition titree Four Canadian Painters, presentee a l'Art Gallery 
of Toronto en janvier 1941 et reprise en mars a la Hart House de l'Universite de 
Toronto. Enfin, juste avant son retour au Canada, elle exposera a Boston, aux 
Grace Horne Galleries, en duo avec la sculpteure Lydia Rotch, du 26 mai au 14 
juin 1941. 

Cambridge 
Un certain nombre de dessins presentes dans les carnets sont realises aux Etats
Unis et meme un peu avant leur depart, notamment autour des formalites neces
saires a l'obtention du droit de residence dans ce pays. Ainsi la figure 3 represente, 
selon Peter Dale Scott18, la queue au Consulat americain pour obtenir le visa d'un 
an pour une residence en tant que non immigrant et la figure 4, Being Finger 
Printed in V.S. 1940, illustre la prise des empreintes digitales d'individus qui, 
selon toute vraisemblance, constituent les membres de la famille Scott: Peter, 
Frank et Marian. Quant a la figure 5, elle represente, toujours selon le fils de 
l'artiste, un pique-nique a cote de leur «1937 Chevy», pique-nique qui a sans 
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fig. 4 

fig. 3 ANC, C 142 852 
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Being fingerprinted in V.S. 
1940, ANC, C 142 856. 

• • • 

fig. 5 ANC, C 142945. 



fig. 6 ANC, C 142888. 

fig. 8 16 Kirkland Road, Camb. Mass., 
ANC, C 142 891. 

fig.7 Kirland Rd 1<)40, ANC, C 142889. 
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fig· 9 J. Harvard, ANC, C 142 892. 

fig·11 J. Harvard, ANC, C 142 885. 
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fig·lO J. Harvard, ANC, C 142 899. 

fig. 12 ANC, C 142 887. 



fig.13 ANC, C 142866. 

fig. 14 ANC, C 142 865. 
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doute marque une etape au cours du voyage vers Boston - ou peut-etre au retour? 
Les Scott s'installent a Cambridge au 16 Kirkland Road. Plusieurs dessins 

representent diverses vues de Kirkland Road, sans doute realisees, pour la plupart, 
depuis les fenetres de la maison (figs.6 et 7). Le dessin titre 16 Kirkland Road, 
Camb., Mass., (fig.B) est le portrait de cette maison que les Scott avaient louee a 
Wassily et Estelle Leontief. Wassily Leontief, qui obtiendra plus tard le 'prix 
Nobel en economie, avait, comme Frank Scott, obtenu le Guggenheim 
Fellowship, dont une des regles etait que son detenteur aille sejourner dans un 
autre pays 1 9. Les deux couples se rencontrent a cette occasion et resteront amis 
durant toute leur vie. 

L'artiste trouve dans differents aspects de sa vie aux Etats-Unis des sources 
d'inspiration pour ses dessins: l'orchestre et la salle de concert du Boston 
Symphonic Orchestra, la statue de John Harvard (figs.9 et 10), des meetings poli
tiques, Frank Scott en train d'enregistrer des poemes dans le Harvard Library 
Poetry Room (figs.ll et 12), des coquillages ramasses sur les plages au nord de 
Boston, des portraits de Frank, de Peter, ete. 

En 1940, Peter a 11 ans. Sa mere a fait (fig. 13) un croquis de lui alors qu'il 
est au lit a lire, vraisemblablement Clue of the Broke Lock, une histoire dont il se 
souvient qu'elle etait celle d'une fille detective. Le dessin suivant (fig.14) 
represente un homme au piano, dans la salle de sejour du 16 Kirkland Road. 11 
s'agit probablement de Frank Scott, qui, comme son fils Peter, jouait de cet 
instrument. La musique est un art important pour Marian Dale Scott. Elle fait 
mention dans son journal des compositeurs dont elle apprecie la musique, notam
ment Bach et Beethoven, et aussi de soirees passees a ecouter jouer son mad. 

Les lieux de residence, les loisirs et la vie quotidienne 

North Har.tley 
A partir de 1941, les Scott sejourneront l'ete a North Hardey. Apres y avoir loue 
des residences secondaires, ils acheteront, a la fin des annees 1940, leur part de la 
maison d'ete de leur ami, le journaliste Brian Fraser, avec qui ils partageront par 
la suite cette residence de North Hadey. Ce lieu de villegiarure des Cantons de 
rEst, au bord du lac Massawippi, regroupera pendant plusieurs decennies, durant 
les mois d'ete, nombre de figures eminentes des milieux litteraires et intellectuels 
canadiens anglais mais aussi americains: 

104 

The summer community was a yeasty mixture of professional and creative 

people from Westmount, Boston, Philadelphia, as well as the South. 

Conversation was stimulating when people of such diverse backgrounds 

assembled people such as Frank and Marian Scatt; Raleigh Parkin, historian; 

George Homans, Harvard sociologist; Craig Wylie, editor, later editor-in-



fig.15 Treetops N.H., ANC, C 142 895. 

fig. I 7 ANC, C 142918. 

fig. I 6 Breakfast at Treetops, H.H., 
ANC, C 142900. 

fig. IS At The Ark, North Hatley, 1940, 
ANC, C 142 92l. 
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fig. 19 ANC, C 142949. 

fig. 21 ANC, C 142 919. 
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jig. 20 M. Scott, July, 1946, ANC, 
C 142 957. 

fig. 22 Treetops, North Hatley, 1941, 
ANC, C 142 898. 



• • • 

fig.23 ANC, C 142 960. 

fig. 25 ANC, C 142 962. 

• • 
fig. 24 ANC, C 142961. 
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fig. 26 Decembre 25 1947, ANC, C 142 
994. 
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chief of Houghton Mifflin Press; Eloise Bergland, poet; Isabel Dobell, author, 
later curator of the McCord Museum in Montreal; Frank Keppel of Time 
magazine; William Bender, dean of admissions, Harvard University; the 
Ogilvys of Montreal; Mason Wade, Bernard de Voto, Dorothy {MacLennan'sJ 
former English professor at Northwestern; {et bien sur Hugh MacLennan] 
Gregory Armstrong, editor of Foreign Affairs; Ogden Nash, president of 
Bishop's University in Lennoxville. { ... ] Night after night, at informal din
ner parties, cocktail parties, and at the local beach club, they engaged in dis
cussions about art, politics, history, publishing, social happenings, and 
sports. [ ... ]20. 

La premiere maison que les Scott vont louer a North Hatley, a l'ete 1941, 
au moment de leur retour de Boston, est Treetops. Durant cet ete, Marian Scott 
realise de nombreux croquis qui documentent visuellement ce sejour (figs.15 et 
16). La seconde maison qu'ils louent, de l'ete 1942 jusqu'a environ 1944, selon 
Peter Dale Scott, est The Ark (fig. 17), maison qui donnait directement sur le lac 
Massawippi (fig.18). L'artiste a laisse de nombreux temoignages des activites 
estivales: la pratique du canoe et l'entretien des embarcations (figs.19 et 20), 
mais aussi les pique-niques ou les fetes entre amis. Les Scott avaient un large 
reseau d'amis et Frank Scott etait un homme qui appreciait une vie sociale 
active. Certains de leurs amis parlent encore aujourd'hui de sa grande hospita
lite. Si le journal personnel de Marian Dale Scott, de meme que le temoignage 
de certaines de ses amies intimes, comme Estelle Leontief, que j'ai rencontree a 
New York en 1995, permettent de croire que l'artiste aurait parfois prefere con
sacrer le temps requis pour la preparation des receptions et des dIners a la pein
ture, elle n'en etait pas moins une hotesse appreciee de tous qui a su, de surcrolt, 
tirer de ces activites des sources d'inspiration souvent humoristique pour ses 
dessins (figs.21 et 22). 

Le pique-nique pres d'un etang etait, selon Peter Dale Scatt, une tradition 
familiale qui, si 1'on cansidere le nombre de croquis que fait l'artiste de cette acti
vite, etait aussi partagee avec leurs amis. Deux exemples (figs.23 et 24), dont un 
qui semble celebrer un etat d'ivresse joyeuse. 11 canstituerait peur-etre, selon Peter 
Dale Scott, une maniere d'hommage a une biere tres populaire alors la Dow's Black 
Horse Ale. On trouve egalement dans les earnets des temoignages des activites 
illustrant d'autres joyeuses scenes entre amis ou en famille: des scenes d'escalade, 
de baignade, y compris la degustation du Milk Shake au Soda Counter du village 
(fig.25). 

Meme s'il ne s'agit pas explicitement d'une scene de baigneurs, j'aimerais 
egalement presenter un dessin qui date du mois de decembre 1947 (fig.26). Un 
peu different des autres, il a retenu mon attention, car il s'inscrit formellement 
dans la lignee de la serie des plongeurs de Fernand Leger, plongeurs dont il expose 
quelques exemples a la Galerie Dominion lors de son premier sejour a Montreal 
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en 1943, et dont plusieurs exemples sont reproduits dans l'ouvrage Fernand Leger. 
La forme humaine dans l'espace que publient, a Montreal en 1945, les Editions de 
l'Arbre21 • 

Le 451 C larke avenue, Westmount 
La maison de Westmount, sise au 451 Clarke Avenue, que les Scott loueront a leur 
retour de Boston en 1941, qu'ils acheteront plus tard et qui sera la leur jusqu'a la 
fin de leur vie, est aussi representee dans les carnets (fig.27). Dans cette maison, 
l'artiste va aussi croquer le poele a gaz original de la cuisine, un invite ass is devant 
le foyer du salon (fig.28), le plateau de boissons qui a toujours «vecu», dira Peter 
Dale Scott, dans 1'office (pantry) pres de la salle a manger (fig.29), des plantes mais 
aussi une fantaisiste interpretation du buste de Frank Scott realise par la sculp
teure australienne Gertrude Hermes, buste qui etait dans le hall d'entree de la 
maison (fig.30) etc .. 

Enfin les carnets comportent aussi nombre d' autres dessins qui semblent 
avoir ete effectues a l' exterieur de l' espace domestique, prive: des scenes de cirque 
(fig.31), de bars, de cafes, de salles d'attente peut-etre (fig.32) et de salles de spec
tacle comme c' est le cas sans doute pour la dizaine de dessins representant des 
danseurs de ballet. Certaines de ces scenes, notamment celles de parcs ou de trans
ports en commun, SOnt en rapport avec des reuvres a l'huile realisees a la meme 
periode, mais il s'agit d'exceptions. Enfin, on trouve aussi des portraits, vraisem
blablement d'amis ou de connaissances, portraits traces d'un trait aussi sur qu'ex
pressif(figs.33, 34 et 35). Si ces portraits ne comportent aucune indication sur 1'i
dentite des sujets, d'autres dessins evoquent de maniere inusitee l'identite de 
ceux-ci et les liens d'amitie qui les unissent aux Scott. Ainsi, par exemple, le 
dessin reproduit a la figure 36 avec ses quatre mains et ses lettres tourbillonnantes 
autour d'une bouteille de cognac est, comme nous 1'indiquait le fils de 1'artiste, 
une reference a une des festivites que partagerent les couples Scott et Parkin. Les 
lettres reconstituent, notamment, les noms et initiales de ER. Scott, de M.D.S. 
(Marian Dale Scott) et ceux de Louise et Raleigh Parkin, de tres grands amis du 
couple. Us se connaissaient depuis leur jeunesse, se frequentaient beaucoup et 
avaient loue ensemble durant quelques annees, autour de 1936-1939, une resi
dence secondaire a Lachute. Il est possible que les deux couples representes a la fi

gure 37 soient ceux des Scott et des Parkin, puisque ce dessin illustrerait, toujours 
selon Peter Dale Scott: «another party, around bottle of Groot Con[stantia}, the 
South Mrican sherry which (like Paarl), Scotts and Parkins drank for years». 

Les formes naturelles 
Durant les annees 1930 et, dans une moindre mesure, durant les annees 1940, 
Scott, parallelement a ses tableaux aux thematiques urbaine, industrielle et 
sociale, peint un certain nombre d'reuvres sur des motifs floraux ou vegetaux. La 
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fig. 27 ANC, C 142 901. 

fig. 29 Xmas Party 1945, ANC, C 142 
927. 

llO 

fig. 28 ANC, C 142 905. 

fig.30 Feb. 28 1950, ANC, C 143 004. 



fig.31 Lizas' Circus, ANC, C 142 884. 

r 

fig. 32 ANC, C 142 906. 
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fig.34 ANC. C 142 978 

fig.3} ANC. C 142 997. 
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fig. 36 ANC, C 142 979. 

fig.37 ANC, C 142 998. 
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lecture du journal, particulierement entre 1933 et 1940, nollS indique que cette 
exploration du monde vegetal est importante. Si l'artiste expose au Salon du 
Printemps de 1931 Flowers, un bouquet dont la composition reste assez conven
tionnelle, tres vite elle sort de la convention du genre (un bouquet sur une table 
ete.) pour adopter une vision tres rapprochee du motif vegetal, Oll elle se concen
tre sur la structure de la plante ou de la fleur. Des 1933, son journal nous indique 
qu'elle entreprend dans cet esprit une serie de Primrose (en fait des Evening 
Primrose). En 1934 elle ecrit, le 24 septembre, que Georgia O'Keeffe deviendra 
desormais sa «deesse-mere». Ace propos, il est evident qu'il y a dans l'approche 
qu'a Scott de l'univers vegetal une parente avec celle d'O'Keeffe. Le journal de 
l'artiste nollS apprend, encore en 1934, qu'elle travaille aussi a des Water Lilies et, 
en 1936, qu'elle explore une serie ayant pour objet la tulipe - fleur dont elle con
tinue de travailler les formes pendant de nombreuses annees, comme c' est le cas 
aussi pour le sumac dont elle peint les branches en 1937 mais aussi dans les annees 
1940 et 1950. D'autres plantes encore inspireront des series, parfois nommement 
identifiees comme Milkweed (1936-1937), Hyacinth ou encore Amaryllis, Crocus, 
Bud (1939), Cye/amen, Anthurium (dans les annees 1940) et autres. On sait que 
Scott a declare, citant des notes personnelles a l'occasion d'une table ronde qui reu
nissait Charles C. Hill, Louis Mulhstock, Leo Kennedy et elle-meme22, que si elle 
se permettait de peindre des plantes, «it was with the knowing that they could 
split the rock». On peut donc voir cette production comme l'exploration d'un 
theme qui s'oppose, en quelque sorte, a celui de la thematique industrielle. Le 
vegetal, malgre une apparente fragilite, peut fissurer l'univers de beton. Mais l'u
nivers vegetal c'est aussi, comme nous l'apprend son journal, le 24 mars 1939, 
l'exploration d'un univers feminin, maternel. En effet, l'artiste definit ces ceuvres 
comme «maternelles» parce qu'elles expriment l'espoir de la croissance, de la vie, 
comme une mere espere la croissance de son enfant. De plus, les plantes se 
referent, ajoute-t-elle, a une croissance, a un rythme, a une symetrie qui se retrou
vent, selon Scott, en route chose. D'ailleurs, cette passion pour la vie, pour la crois
sance, Scott l'exprime aussi, et son ceuvre ulterieure en temoigne, dans son interet 
pour toutes les formes que prend celle-ci: cellules, fossiles, cristaux, ete. 

Dans sa vie quotidienne, Marian Dale Scott vivait entouree de plantes et de 
fleurs. Quelques dessins des carnets ont ete realises a partir de plantes en pot qui 
faisaient partie de la maisonnee. Des violettes africaines et surtout ce lys chinois 
que les Scott ont eu durant plusieurs annees. Le dessin reproduit a la figure 38 a 
peut-etre ete offert par l'artiste a son epoux lors de son 45e anniversaire puisqu'elle 
y a inscrit «FRS Aug. 1st 1944 [date de l'anniversaire de F. Scott} from MMS 
[Mildred est le deuxieme prenom de Marian Scott}». On trouve aussi dans les car
nets quelques massifs de fleurs, dont des cyclamens, fleurs qu'elle travaillera a 
l'huile egalement. Elle expose notamment un tableau titre Cye/amen aux Grace 
Horne Galleries a Boston. 
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fig. 38 FRS Aug 1st 1944 from MMS, 
ANC, C 142,902. 

fig· 39 ANC, C 142 858. fig.40 Aug 1st 1945, ANC, C 142 915. 
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Elle explore aussi, a travers quelques dessins, des formes naturelles comme 
les carapaces de crabes (fig.39) - collectionnees et ramassees, selon Peter Dale 
Scott, sur les plages au nord de Boston -, des coquillages divers et des concre
tions (fig.40), dont le fils de l'artiste nous explique la provenance: «Concretions, 
clay fossil-like formations from organic decay, which we collected from the banks 
of the Tomifobia river near Hatley». Ces concretions, particulierement celles qui 
avaient des formes anthropomorphiques, interessaient beaucoup Frank Scott et 
l'artiste Harold Spence-Sales. Ils leur trouvaient un aspect erotique, m'a confie cet 
artiste lorsque je l'ai rencontre a Vancouver en 1997. Spence-Sales en faisait aussi 
collection et realisait des sculptures avec ces concretions, polies au cirage a chaus
sure puis integrees a des morceaux de bois. Une de ses sculptures a fait l'objet d'un 
echange, au debut des annees 1950, entre lui et Marian Dale Scott qui lui donna 
en retour un tableau, Apostles #5 (Figures). 

Les dessins a reference socio-politique 
Ils sont bien evidemment en minorite dans ce «journal illustre» que constituent 
les carnets. Cependant, comme l'implication sociale et politique est inherente a la 
vie de Frank mais aussi de Marian Scott, on y trouve quelques references a cette· 
dimension de leur vie, notamment dans une serie de dessins realises au· cours de 
meetings du CCF, en 1944 et en 1945, si on en croit le date indiquee au bas des 
images. La plume de Marian Dale Scott s'attarde sur la figure de divers orateurs 
(figs.41 et 42). L'un deux est tres certainement Frank Scott, qui, apres avoir ete en 
1932 un des membres fondateurs de ce parti social-democrate, en fut le National 
Chairman de 1942 a 1950. Bien qu'elle ait participe, dans les annees 1930, a des 
groupes d' etudes du CCF - elle ecrira d' ailleurs a cette epoque un texte subs
tantiel sur le materialisme dialectique (The Validity of Dialectical Materialism) -
et qu'elle ait produit diverses illustrations pour ce parti, Marian Dale Scott avait 
des opinions politiques sensiblement differentes de celles de son mari. Elle etait, 
dira-t-elle plus tard, plus «anarchiste». Frank, precisera-t-elle, croyait plus dans la 
centralisation, alors qu' elle etait en faveur de la decentralisation «which could 
allow for growing need more individual freedom23 ». Cette position, jointe a sa 
sympathie pour le milieu artistique et culturel quebecois francophone, expli
querait peut-etre aussi des divergences de vue qu'il y avait entre elle et son mari 
sur la question du nationalisme quebecois. Enfin, son ami tie avec Norman 
Bethune l' amene a participer a des activites generees par le parti communiste et 
mises sur pied dans l'esprit de constituer un front uni antifasciste. Si les hommes 
politiques de la gauche sociale democrate et de la gauche communiste s'op
poserent souvent, si le Canada a connu lui aussi ces querelles de factions qui ont 
marque I'histoire de la gauche en Occident, plusieurs artistes, dont Marian Dale 
Scott, se sentaient moins concernes par ces debats de ligne politique et 
partageaient une vision progressiste large qui les amenait a participer a des expo-
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fig.41 Nov 1st 1944 AN . , C, C 142 909. 

fig.42 ANC, C 142 910 
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fig.44 Cambridge, 1940, ANC, C 142 
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sltlOns, encans et autres activites en faveur du Comite d'aide a la Republique 
espagnole, de la Ligue canadienne contre la guerre et le fascisme, des refugies et 
autres victimes de la guerre, a ecrire ou a publier dessins et caricatures aussi bien 
dans The Canadian Forum, periodique du CCF, que dans New Frontier, periodique 
du P.c. alors que des divisions importantes caracterisaient les lignes editoriales de 
ces publications24. 

Resolument pacifiste et antimilitariste, Marian Dale Scott maintiendra 
meme durant la Seconde Guerre mondiale cette position qui lui vaudra de se faire 
traiter par le critique d'art et ami Graham C. McInnes de «dear ennemy». Elle 
appuieia toute sa vie les mouvements en faveur de la paix et du desarmement. Un 
de ses dessins renvoie d' ailleurs a la menace nucleaire qui est croissante dans les 
annees d'apres-guerre (fig.43): celui qui represente des adultes, assis autour d'un 
poste de radio d'ou les ondes emergent un peu comme les rayons d'un noyau cen
tral. A l'angle gauche, on lit: «Bikini, July 1946». Or, c'est en 1946 que les Etats
Unis entreprennent, apres avoir relocalise ailleurs ses 200 habitants, la premiere 
des 23 explosions nucleaires qu'ils realiseront jusqu'en 1958 sur nle Bikini, un 
atoll des lles Marshall, dans l'Ocean Pacifique25 . 

Enfin je terminerai, bien que cela nous fasse revenir chronologiquement en 
arriere, avec la presentation des deux «frises» d'ouvriers reuvrant pour le WPA, 
realisees a Cambridge en 1940 (figs.44 et 45). On sait que le WPA, sans son volet 
FAP (Federal Art Projects, 1935-1943), s'inscrit dans le cadre du New Deal de 
Roosevelt pour remettre au travail, notamment par des projets de constructions 
publiques, les ouvriers que la crise avait mis au chomage. On sait aussi que le 
WPA et autres projets americains d'integration des arts mis sur pied dans ce con
texte, au meme titre que le mouvement muraliste mexicain et la vaste reflexion 
que ces mouvements suscitent a propos de la fonction sociale de l'art, constituent 
des modeles importants pour plusieurs artistes canadiens a la fin des annees 1930 
et au debut des annees 1940. Marian Dale Scott etait au fait de ces mouvements, 
d'autant plus que la SAC avait invite, au printemps 1940, Edward Rowan, 
directeur adjoint de la Section des beaux-arts du Gouvernement federal americain, 
a faire une conference sur la peinture murale. On trouve d'ailleurs dans le journal 
de Scott quelques notes, non datees, indiquant en haut de page «Edward Rowan» 
qui sont peut-etre inspirees de sa communication. Son sejour a Boston la met plus 
etroitement en contact avec les realisations du WPA et des gens qui y ceuvrent, 
ce qui renforce son desir de realiser des murales. Ce desir, qu' elle exprime deja 
dans les annees 1930, se realisera a sort retour a Montreal avec la production de la 
murale Endocrinology. 11 m'apparaissait donc interessant de montrer ces petits 
dessins d'ouvriers du WPA qui sone au nombre de deux dans les carnets car, outre 
leur interet esthetique (composition en frise, rythme de l'alignement des dos dans 
l'un, des hommes et des pelles dans l'autre), ces dessins peuvent nous donner une 
idee d'une des ceuvres que Scott va presenter en decembre 1941 a l'exposition de 
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la SAC «Dessins, Estampes, Sculptures26». En effet, elle y expose alars une lino
gravure (le no 62 au catalogue) et trois dessins, dont un represente deux ouvriers 
assis (no 60), les deux autres etant un autoportrait (no 59) et un jeune homme 
fumant une cigarette (no 61), theme traite aussi dans un carnet (fig.46). 

Ces dessins, exposes a la SAC et qui s' apparentent sans doute a ceux des car
nets, vont beneficier, sauf exception27 , de commentaires critiques favorables. 
«Picasso had something to do with Marian Scott's succinct pen drawings. The 
lines are few and firm and vital» ecrit Robert Ayre dans sa chronique «Art News 
and Reviews» du Montreal Standard du 6 decembre 1941. Julien Hebert, dans Le 
Quartier latin du 12 decembre, souligne que «Marian Scott s'illustre avec des 
lignes au mecanisme adroit et leger» alars qu'il declare par ailleurs que la plupart 
des exposants sont sans imagination, purement graphiques. Quant a Pierre Daniel 
(alias Robert Elie), dans un article titre «Une exposition du plus grand interet» 
publie dans La Presse du 6 decembre 1941, il note: 

Trois dessins a la plume de Marian Scott retiennent aussi 1'attention. Illui 
suffit d'un seul trait pour degager avec force la forme et donner tout son sens 
a la composition. On ne pourrait rien ajouter au portrait qu'elle nous donne, 
ni demander plus d'expression au dessin qui nous montre deux ouvriers assis 
ou a cet autre OU 1'on voit un jeune homme qui reve en grillant une cigarette. 
Maurice Gagnon, dans une breve presentation au catalogue de l'exposition, 

- catalogue dont Marian Dale Scott ornemente sa copie de personnages qui sont 
vraisemblablement des visiteurs de l'exposition (fig.47) - cerne bien l'interet 
d'un medium tel que le dessin: «Dessins, estampes et sculptures ont une affinite 
marquee, celle de la ligne qui engendre le volume. L'interet de cette expression 
sensible, peut-etre plus sensible que nulle autre, reside dans le fait que les arts 
graphiques revelent davantage la spontaneite et l'instinct, plus libres, de l'artiste». 
Cette affirmation est particulierement valable dans le cas de Scott et 1'exposition 
de la SAC sera une des rares occasions Oll 1'artiste presentera cette production plus 
«intime», mais non moins interessante par la mal'trise du caractere expressif de la 
ligne qu'elle denote, qui est celle de ses dessins. Quant aux deux carnets deposes 
aux Archives nationales du Canada, ils constituent a notre connaissance le 
regroupement le plus substantiel d' ceuvres temoignant de la richesse de cette pro
duction particuliere de Marian Dale Scott. 

ESTHER TREPANIER 
Departement d'histoire de l' art 
Universite du Quebec a Montreal 
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Notes 

L'exposition retrospective Marian Dale Scott est organisee par le Musee du Quebec et sera 
presentee des mois d'avril 11 septembre 2000 dans cette institution pour etre ensuite presentee 11 1'au
romne 2000 11 la Galerie de 1'UQAM et, par la suite, 11 travers le Canada. 

2 Il faut bien sill nuancer cette affirmation. Sauf exception, il ne reste pas d'exemple des 
dessins realises lors de sa formation dans les diverses ecoles d'art qu'elle a frequentees. Si 1'0n excepte 
les tres nombreux dessins, notarnment ceux de cellules, preparatoires 11 la realisation de la murale 
Endocrinology, dont cettains sont deposes avec le journal aux Archives nationales du Canada, il semble 
y avoir peu de traces de dessins preparatoires 11 la realisation des tableaux. Dans les carnets deposes aux 
Archives que je presente aujourd'hui, moins d'une dizaine de dessins sur pres de 200 peuvent etre 
directement mis en rapport avec des ceuvres peintes. Par ailleurs, un certain nombre de dessins se 
retrouvent dans la famille de l'artiste ou chez divers collectionneurs et amis. Si quelques institutions 
museales en possedent aussi, il faut dire que dans la categorie des ceuvres sur papier elles ont suttout 
acquis des aquarelles, des lithographies, des monotypes, etc. Ainsi, par exemple, 1'Att Gallery of 
Ontario possede quatre monorypes de la Field Series de 1949, la Galerie d' art d'Ottawa possede un cer
tain nombre de dessins et d'aquarelles, dont 1'etude pour le tableau Park, le Musee des beaux-arts du 
Canada possede une aquarelle sur le theme du parc public, la Robert McLaughlin Gallery a une etude 
du Montreal Harbour et le Musee du Quebec a acquis, notamment apres le deces de 1'attiste, un nom
bre important - une douzaine - de dessins et ceuvres sur papier, dont cettains d'entre eux sont 
posterieurs aux annees 1960. Enfin on trouve aussi, 11 l'interieur meme du journal personnel de 
l'artiste, un certain nombre de dessins. 

3 Les lettres qu'echangent Francis Reginald Scott et Marian Dale durant le sejour de celle
ci en Angleterre se trouvent au Fonds Frank R. Scott, Archives nationales du Canada: MG 30, D211, 
vol.88, dossiers 2-10 et 28-30 et vol.89, dossier 1-2. 

4 Le journal de 1'attiste se trouve dans le Fonds Marian Scott, Archives nationales du Canada, 
MG 30, D 399, yoU, dossiers 1 11 37 et vol.2, dossiers 1 11 11. Marian Scott etait une amie tres chere. 
Apres son deces, j'ai appris qu'elle avait indique dans son testament qu'elle souhaitait que j'organise 
la retrospective de ses ceuvres. A ce titre, elle avait fait savoir 11 Anne Scotton, une autre de ses amies 
et executrice testamentaire, qu'elle souhaitait que j'aie acces 11 son journal personnel pour realiser mon 
travail. rai donc pu faire une copie de ce journal qui etait classe dans des enveloppes, par annees. C'est 
done 11 partir de cette copie que j'ai travaille. C'est pourquoi je n'indique que les dates pettinentes et 
non les nuroeros de classement aux Archives nationales du Canada (ANC). 

5 Cette reference 11 John Nash se trouve 11 la date du «13 fevrier». Classe par 1'artiste dans 
1'enveloppe «1935», ce classement pose probleme. En effet, dans les pages qui vont de janvier 11 la fin 
fevrier «1935», on trouve des references 11 des expositions qui en fait ont lieu en 1936, ce qui me potte 
11 croire que c'est par erreur que1'attiste a ecrit «1935» sur certaines d'entre elles - erreur que 1'on 
fait souvent 11 1'occasion du changement d'annee. 

6 Le 18 mai 1938. Dans le Fonds Marian Scott ce feuillet est classe dans une enveloppe titree 
«Excerpts for Reference from Journal" 1937 -38» (voU, dossier 16). 

7 Cependant, 11 travers ce processus d' apprentissage par la copie, elle realise aussi des dessins 
qui lui sont personnels. Le 6 mai 1935, elle ecrit dans son journal vouloir utiliser davantage le pou
voir des images mentales et ajoute «to me a drawing a day keeps the doctor away». Au debut de 1'an
nee 1936, elle se donne comme directive de croire plus en son «subconscient» et de laisser le crayon 
travailler. «I will do at least one drawing from memory or imagination a day». 

8 Plusieurs aspects de la demarche de Marian Dale Scott - ses conceptions de l'att, la ques-
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tion du rapport art et politique, art et societe, le corpus des reuvres peintes, ete. - SOnt evoques mais 
non developpes dans le cadre de cet article. Ces aspects seront cependant abordes de maniere plus 
approfondie dans 1'0uvrage qui accompagnera l'exposition retrospective. 

9 . Dans une entrevue accordee a Cathy Hobart, Marian Dale Scott disait, a propos de ces 
affiches realisees dans les annees 1930, qu'elle etaient «probably pretty awfull». Ces affiches (dont cer
taines furent realisees par Scott et d'autres artistes pour le Committee to Aid Spanish Democray) Ont 
ete produites sur du papier de mauvaise qualite et ont sans doute disparu aujourd'hui. Voir: Cathy 
HOBART, «Art Tranformed», Branching Out, voUCH, no 1, 1980, p.12-13. 

10 A propos de la realisation de posters mentionnons l'affiche This is Our Strength-Electric Power 
(lithographie couleurs, 91 x 60,2 cm, Musee canadien de la guerre). Cette affiche, produite par 1'0ffice 
national du film et le Wartime Information Board, lui aurait ete commandee, si on en croit son jour
nal personnel, par l'artiste Harry Mayerovitch, qui etait alors directeur artistique du Wartime 
Information et qui a aussi produit de nombreuses affiches pour [,Office national du film. En fevrier 
1944, elle travaille - comme en temoigne son journal- a la realisation d'une affiche sur le «pou
voir electrique» (electric power). On trouve aussi dans l' enveloppe «1943» des reflexions (non datees 
mais ecrites vraisemblablement en 1944) sur l'energie electrique, son histoire, ete. Bref des notes qui 
sone represeneatives de la faqon done travaille ['artiste quand elle a une commande: elle se documenee 
sur le sujet. L'affiche represenee, dans un style realiste qui n'est pas celui que Scott emploie dans sa 
peineure de chevalet, une main qui retiene une chute d'eau. Des pylones electriques traversene le bas 
de ['image. En petits caracteres, a la gauche au bas de !'image, on peut lire «designed by Marian 
Scow>. L'affiche a vraisemblablemene fait partie d'une exposition d'affiches titn~e This is Our Strength, 
preseneee a la Galerie nationale du Canada du 21 mars au 5 avril avant de circuler a travers le Canada. 

11 En mars 1940 - c' est en tout cas a cette date qu' est classe le feuillet non date - Marian 
Dale Scott cranscrit dans son journalles reglemenes d'un concours que lance le Museum of Modern 
Art de New York en collaboration avec P.M. «<New York's Forthcoming Evening Newspapen». Le 
concours comporte des prix en argene et l'exposition des reuvres retenues. Le jury etait compose de 
John Sloan, Wallace Morgan, William Gropper, Fioger Cahill, directeur du concours pour le musee 
et Ralph McIngersoll, editeur de P.M. Bien que Scott ne precise pas la nature du concours, sans doute 
s'agit-il de ce concours ou 1'0n recherchait des artistes «as reporters» comme le mentionne Robert 
Ayre dans sa chronique «Art News and Reviews» du Montreal Standard, du 11 mai 1940. Dans cet 
article, Ayre rapporte la participation de Louis Muhlstock a cette exposition avec un dessin titre The 
Last Supper (The Last Mealticket) qui represente des sans-abri dans une «soupe populaire». Marian Dale 
Scott travaille sur quelques dessins en vue de ce concours mais rien n'indique qu'elle y ait envoye une 
reuvre. 

12 Ainsi, au cours du mois d'avril 1944, elle fait reference a des «design», un travail com-
mercial qu'elle est a realiser. Elle ecrit le 12 avril 1944: «Doing this commercial work pleases me in 
one way" it makes me feel self supporting and is a means to more of my own work in the near furure 
[ ... ]». En 1947, elle fait reference a un «Frank Homer» avec qui elle travaille a la realisation d'une 
publicite pour ce qui semble etre la compagnie pharmaceutique Squibbs. <<1 would like to have peri
od of research perhaps it could be arrange for me to go out to do drawing and observe at the Squibbs 
research department of factory. Then I will make cartoons to scale. Work with Frank Homer, wished 
it was a mural instead of a trademark», note-t-elle sur des feuillets non dates, de l'annee 1947, con
sacres a ses reflexions preparatoires a la realisation de ce conerat. 

13 Les deux carnets, deposes aux Archives nationales du Canada (Visual and Sound Archives 
Division), et quelques aucres dessins sont numerotes de 1995-115-1 a 191. Le premier carnet a dfi 
etre offert par ['artiste a son epoux puisque 1'0n trouve, ecrit au crayon, sur le premier dessin (1995-
115-1) ['inscription suivante: «This book really belongs to ER. Scott». Les dessins ne sont pas tou
jours dates. Quand ils le sone, les dates s'echelonnene de 1940 a 1950. Le 12 aout 1946, Marian Dale 
Scott note dans son journal personnel qu'elle a execute 10 dessins pour le «livre de Fnink» «<Es 
book») ce qui permet de croire que la realisation de ce carnet pour son mari etait un projet planifie. 
Par ailleurs, !'idee de constituer un «sketch book» d'artiste est deja presenee dans les pages de ce jour-
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nal. Elle fait partie des «resolutions» que 1'on trouve Sut un feuillet non date classe en 1937. Le pro
jet de realiser des dessins «for sketch book of an artist» figure aux cotes de deux autres «resolutions», 
celle d'effectuer des dessins pour le «Forum» (The Canadian Fwum) et celle de realiser quelques 
travaux experimentaux. 

14 Ace propos, il faut aussi mentionner qu'on trouve, dans les pages du journal personnel 
des annees 1940 et 1941, plusieurs dessins a la plume semblables a ceux des carnets, mais plus sche
matiques, moins «finis» que ces derniers 

15 Voir Sandra DJWA, The Politics of the Imagination: A Life ofF.R. Scott, Toronto, McClelland 
and Stewart, 1987, p.194 et VIII. 

16 Dans les pages du journal de 1'annee 1939, on trouve un feuillet non date qui semble etre 
le brouillon d'une lettre que Marian Scott redige pour un artiste non identifie et qui commence par 
ces mots: «As chairman of the membership committee I have been asked to answer your letter to Fritz 
Brandtner and tell you how pleased we are to have you become a member of the Contemporary Art 
(sic) Society». 

17 <<1 never thought I'd like meetings but with the CAS [Contemporary Arts Society] I do. I 
look forward to them. C .. ] they are part of my directions while the others aren't. At them I stand as 
myself not as F's [Frank] wife C .. ]» ecrit-elle sur un feuillet non date, place juste avant celui du 10 
mars dans le journal de 1'annee 1940. 

18 Peter Dale Scott m'a fourni, dans un courriel date du 22 decembre 1998, de nombreuses 
informations sur les dessins de ces carnets. C' est a ce courriel que je me refererai a chaque fois que je 
le citerai ace propos. Je tiens d'ailleurs a le remercier chaleureusement pour 1'aide precieuse qu'il a 
apportee a mes recherches. 

19 Informations transmises par Peter Dale Scott, courrie! du 22 decembre 1998. 

20 Elspeth CAMERON, Hugh MacLennan, A Writer's Life, Toronto, Buffalo, London, 
University of Toronto Press, 1981, p.194. En fait, 1'editeur du Fweign Affairs etait Hamilton 
Armstrong. 

21 Fernand Uger fera deux sejours au Quebec dans les annees 1940. Un en 1943, Oll le 28 
mai il fait, a 1'Ermitage a Montreal, une conference sur «Les origines de la peinture moderne», sous 
les auspices de 1'ACFAS et de la SAC. Il expose alors a la Galerie Dominion du 29 mai au 9 juin. Le 
second sejour date de 1945. Il y vient en tant que membre du jury du Prix de la peinture de la 
province de Quebec et pour prononcer, souS les auspices de 1'ACFAS, de la SAC et de la Faculte des 
lettres de 1'Universite de Montreal une conference au Jardin botanique de Montreal le 10 mai. 
Rappelons aussi que c'est le 6 avril1945 qu'est acheve d'imprimer 1'ouvrage ecrit en collaboration et 
publie aux Editions de 1'Arbre (Montreal, 1945) Fernand Leger. La fwme humaine dans l'espace, Oll sont 
reproduites plusieurs ~uvres sur le theme des plongeurs. Scott connaissait le travail de Uger de 
longue date. Dans les annees 1930, elle le mentionne a 1'occasion dans les pages de son journal. Sur 
Leger a Montreal, voir: France DESMARAIS, La presence de Fernand Uger sur la scene artistique mont
realaise des annees quarante, memoire de maltrise en etudes des arts, UQAM, aout 1993. 

, 22 Voir: Nwman Bethune, His Time and His Legacy, D.C.A. Sheppard et A. Uvesque, dir., 
Ottawa, Canadian Public Health Association, 1982, p.121. 

23 Reponse a la question no 28 dans les «Notes personnelles» tltrees «Answers to 79 
Questions by Ellis Broch (Fonds Marian Scott, ANC: MG 30, D399, vol.lO, dossier 41-42). Ellison 
M. Brock est auteur du memoire de maltrise Symbols of Order and Harmony in the Wwk of Marian Scott 
1931-1949, Institute of Canadian Studies, Carleton University, Ottawa, 1985. 

24 Ace propos, il est interessant de mentionner que la grande amie de Marian Dale Scottavait 
ete nommee au comite editorial de The Canadian Fwum en 1935. Dans une lettre a Marian Scott, non 
datee mais dont le cachet postal sur l' enveloppe indique le 17 octobre 1935, Pegi Nicollui demande 
si elle ne s'occuperait pas de lui trouver du materiel pour la revue: «Black and white? Your own? 
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Others? Muhlstock for instance ?» (MG 30, D 399, vol.8, dossier 21). Plus tard (lettre non datee 
mais qui ne peur avoir ete ecrite avant 1936 puisque c'est cette annee-Ia. qu'est fonde le periodique 
The New Frontier) elle lui demande encore de ses dessins pour The Canadian Forum et ajoute, non sans 
humour: «In fact I expect something from you before you're all signed up with The New Frontier» 
(vol.8, dossier 22). Scorr n'enverra vraisemblablement pas de dessins pour The Canadian Forum mais 
cette «concurrence» entre les deux periodiques progressistes devait preoccuper Pegi Nicol car, dans 
une lettre a. Marian Scorr (aurour d'avril 1936), elle lui fait part de sa colere (<<I'm ready to resign») 
face au fait que The Canadian Forum a en sa possession depuis des mois des dessins de Fritz Brandtner 
mais ne les a toujours pas publies alors que The New Frontier vient d'en faire paraltre un (vol.8, dossier 
23). 

25 «Bikini's Micronesian inhabitants, who then numbered nearly 200, were relocated to Kili 
island in 1946 [ ... ]. In 1968 the United States declared Bikini habitable and starred bringing the 
Bikinians back to their homes, but the islanders were removed again in 1978 when strontium 90 in 
their bodies reached dangerous levels. In 1985 the United States agreed to decontaminate Bikini over 
a 10-15 years period but tests in 1994 indicated that radiation remained at dangerous levels on most 
of the islets». 1996 Grolier Multimedia Encyclopedia, Grolier Electronic Publishing. 

26 L'exposition de la SAC s'est tenue du le, au 31 decembre 1941 chez Henry Morgan and 
Co. Ltd, a. Montreal, puis en mars 1942 au Palais Montcalm, a. Quebec. 

27 M[arcel} P[ARIZEAU}, «L'exposition Pellan», Le Canada, 18 decembre 1941. Apropos 
des dessins de Scott il ecrit qu'ils sont d'une «meticulosite proprement cypographique; on attend 
d'elle pour etre seduit qu'elle soit tout a. fait sure, non du trait, mais des emplacements, c'est-a.-dire 
de la pensee [. .. }» . 
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Summary 

MARIAN DALE SCOTT'S SKETCHBOOKS 

T his article discusses the two sketchbooks that Marian Dale Scott bequeathed 
to the National Archives of Canada upon her death in 1993. These sketch

books contain almost 190 drawings made over a period of ten years from 1940 to 
1950. Technically, the images are most often influenced by the drawings of 
Picasso and Matisse. They deal with a wide range of intimate subjects and present 
a more spontaneous approach to a subject than her works in oil. As well as being 
of aesthetic importance, the sketchbooks present themes of biographical and social 
interest - portraits of family and friends, scenes of everyday life, leisure, and cul
tural and political events. 

Drawing occupied a very important place in Marian Dale Scott's creative 
process, although relatively few examples still exist that predate those in the 
National Archives sketchbooks. Drawing was the core of her training. Indeed, 
drawing was the basis of the academic education at the Montreal Art Association 
School where the young Marian Dale studied from 1917 to 1920, at the Montreal 
School of Fine Arts which she attended from 1923 to 1926, and at the Monument 
National where she took evening courses with Edmond Dyonnet. Mastery of 
drawing was also the basis of Henri Tonks' teaching at the Slade School of Art in 
London when she was a student there in the autumn of 1926 and winter of 1927. 
During this period she regularly drew and sketched outside whether in London, 
or in Cacouna where she spent the summer with her family or elsewhere. 

Marian Dale Scott drew constantly. Her diary reveals the importance of 
drawing in her creative process, especially during the 1930s when, as a young 
artist, she was developing and workIng out her own ideas about art. Drawing had 
several functions for her: initially it was an apprenticeship that differed from the 
academic approach of her school years. She read a great deal, especially about mod
ern and contemporary artists and made many drawings based on their work. She 
wrote that this helped her to understand their work. The comments from the 
artist's diary which are quoted in this article, show that the work of "copying" was 
also a reflection of how to define her own work. 

Drawing also had another important function: as a preliminary step in the 
process of painting. In the 1930s and the beginning of the 1940s, the geometric 
reduction of forms to their structural elements and their organization on the can
vas are characteristic of Scott's paintings. This implies a mastery of linear and 
compositional work that is not the spontaneous result of a first sketch. Reading 
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her diary confirms that many preparatory drawings and sketches, and even several 
canvases exploring different compositions and colour ranges, were essential to pro
ducing the paintings we know today. 

Scott also drew posters, humorous drawings and political cartoons, but to 
date little trace has been found of those. Throughout her life, Marian Dale Scott 
was known to bea woman of the Left. During the 1930s, she was active in leftist 
political movements such as the League for Social Reconstruction (LSR), the 
Cooperative Commonwealth Federation (CCF) and various activities of the 
antifacist United Front often inspired by the Communist movement in which her 
good friend Norman Bethune was an eminent figure. Although Marian Dale Scott 
refused to make art as propaganda ~nd, like many artists of her time and milieu, 
claimed a certain autonomy of artistic experimentation concerning politics. 
However she, like some of her colleagues, did make works on paper that were 
political. 

In the 1940s she also used drawing in her commercial work. Pages in the 
artist's diary tell us that Marian Dale Scott had a few contracts of this nature, par
ticularly between 1944 and 1947. But mainly her drawings were conceived of as 
independent works as were her paintings and "commissioned" works, but they are 
more intimate and at times humorous. They are the type of images she produced 
during family and social activities and she also preferred to draw when she trav
elled~ 

The drawings in the two sketchbooks which are now in the National 
Archives were made in the context of a regular, intimate practice of drawing. 
Their genesis seems to go back to the spring of 1940, which according to her 
diary, was a period when Scott drew from Picasso. On April 14, she wrote that she 
planned to make an "illustrated diary" with her new fountain pen and black ink. 
Most of the drawings that were later collected in the sketchbooks form an illus
trated diary of Scott family activities and of places where she lived and developed 
during the 1940s. This article also presents a selection of drawings from those 
sketchbooks which have been regrouped according to various themes: a stay in 
Boston, places where she lived, family outings and daily life, the exploration of 
natural forms, and social references. Obviously, however this selection does not 
exhaust the wealth of subjects the artist dealt with in these sketchbooks. 

The artist's son, Peter Dale Scott, has confirmed that his mother began a 
new sketchbook in the summer of 1940, just before the family left for Boston. 
Frank Scott had been awarded a Guggenheim Fellowship to work at Harvard 
University on a project concerning the British North America Act. Initially 
Marian Scott was not pleased by the move to Boston as this was a particularly 
favourable time for her as an artist in Montreal. She had clearly defined her artis
tic process and in the preceding four or five years had made outstanding works 
that assured her growing reputation. Her production of the late 1930s fixed her 
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firmly within the modern Montreal milieu; for example, she was active in the 
Contemporary Arts Society (CAS), founded in 1939, through the impetus of her 
friend John Lyman. Nevertheless, she was abie to benefit from her stay on the 
other side of the border and some of the drawings she made in the United States 
are included in the sketchbooks. Peter D~le Scott was of great assistance in iden
tifying several drawings representing the formalities of departure, views of 
Kirkland Road in Cambridge where the Scotts rented a house and different 
aspects of their life in America. 

When they returned from Boston in the summer of 1941 the Scotts began 
spending their summers in North Hatley. For several decades, this small Eastern 
Township village on the shores of Lake Massawippi was the summer meeting 
place of a number of eminent figures from Canadian and American literary and 
intellectual circles. The first house that the Scotts rented in North Hatley was 
called Treetops. During this summer, Marian Scott made a number of sketches 
which visually documented their stay. According to her son, the family rented The 
Ark, a house on the shores of Lake Massawippifrom the summer of 1942 to about 
1944. Here the artist recorded many leisure activities such as canoeing, looking 
after the boats, picnics, and parties with friends. 

Also represented in the sketchbooks is their Westmount home at 451 
Clarke Avenue. The Scotts rented the house on their return from Boston in 1941; 
they later purchased it and lived there for the rest of their lives. In this house, the 
artist sketched just about everything from the gas stove in the kitchen to a guest 
seated in front of the fireplace in the living room, a tray of drinks, some plants 
and a bust of Frank Scott made by the sculptor, Gertrude Bermes. 

The sketchbooks also contain a number of drawings that seem to have been 
made outside the domestic sphere: scenes at the circus, and in bars, cafes, parks, 
waiting rooms and the theatre, including about a dozen drawings of ballet 
dancers. Finally, there are portraits, probably of friends or acquaintances, drawn 
with just as much assurance as expression. 

During the 1930s, and to a lesser degree in the 1940s, Scott painted works 
with a floral or plant motif at the same time as she made her paintings with urban, 
industrial and social themes. Reading her diary entries between 1933 and 1940, in 
particular, shows that this plant-world exploration was an important aspect of the 
artist's interest in growth and the "living" in general. This passion for life, for 
growth, was evident in her earlier works and is also expressed in her interest in forms 
such as cells, fossils, crystals and so on. A few drawings explore natural forms like 
crab shells picked up on the beaches north of Boston (according to her son) and var
ious shells and rocks which came from the banks of the Tomifobia River near North 
Hatley. In her daily life, Marian Dale Scott lived surrounded by plants and flowers. 
A few drawings in the sketchbooks describe the potted plants around the house. 
Some show clusters of flowers, such as cyclamens that she would also paint in oil. 
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Lastly, this article presents a few drawings with sociopolitical references. 
They are unsurprisingly in a minority because these sketchbooks have the quality 
of an "illustrated diary." However, because of the social and political interests of 
both Marian and Frank Scott, examples are present, in particular a series of draw
ings made during CCF meetings. Although she participated in CCF study groups 
in the 1930s and produced numerous illustrations for this party, Scott's political 
opinions were noticeably different from those of her husband. She would later say 
that she was more of an anarchist. Frank, she pointed out, believed more in cen
tralization while she was in favour of decentralization, "which would allow for the 
growing need for more individual freedom." Marian Dale Scott was also resolutely 
pacifist and antimilitarist. Throughout her life she supported movements in favour 
of peace and disarmament. One of her drawings entitled Bikini,july 1946 refers to 
the growing nuclear threat in the years after the Second World War. 

Also included in the sketchbooks are two friezes of WPA workers made in 
Cambridge in 1940. Her stay in Boston put her in close contact with WPA pro
jects and its artists; this intensified her desire to make murals. It appears inter
esting to me to show the two little drawings ofWPA workers found in the sketch
books because in addition to their aesthetic value, these drawings give us an idea 
of one of the works that Scott was to present in December 1941 at the CAS exhi
bition Dessins, Estampes, Sculptures/Drawings, Prints, Sculptures. In fact, she exhi
bited a lino print and three drawings: one represented two workers sitting down, 
the two others were a self-portrait and a young man smoking a cigarette. These 
works, which no doubt have certain similarities to those in the sketchbooks, were 
exhibited at the CAS and received favourable reviews from critics Robert Ayre 
("Art News and Reviews," Montreal Standard, December 6, 1941), Julien Hebert, 
(Le Quartier latin, December 12) and Pierre Daniel (alias Robert Elie, La Presse, 
December 6). 

Translation: Janet Logan 
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Poster for the 19';2 Venice Bimnak (Photo: the author) 
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CONSTRUCTING AN IDENTITY 
The 1952 XXVI Biennale di Venezia and "The Projection of Canada Abroad" 

'The Projection of Canada Abroad', is of course a metaphor drawn from the 
cinema and suggests a practice now universal. Nations project themselves on 
the international screen in various ways. These extend from the daily work of 
press officers, to what might be called 'cultural export' an exhibition of pic
tures abroad. 
Massey Commission Report 1 

I n 1952, Canada was officially represented for the first time at the Venice 
Biennale. Her debut appearance at "the most famous art exhibition in the 

world" positioned Canada on the world stage and marked the first significant 
"projection abroad" of her aesthetic identity in the post-war era. Canada's partici
pation at the XXVI Biennale is a striking reflection of the country's growing con
fidence in the international arena immediately following the conclusion of World 
War n. The most important symbol of this new sense of nationhood within a 
global context was the establishment of Canada's political position as a middle 
power. As a consequence of this recognition, the Massey Report introduced a man
date for an energetic cultural foreign policy and by extension, encouraged the 
proactive involvement of the National Gallery of Canada in the world's art com
munity. The Gallery's presentation of paintings by Emily Carr, David Milne, 
Goodridge Roberts and Alfred Pellan at the 1952 Biennale from 14 June to 19 
October exemplifies the museum's determination to establish an international 
presence. This raises issues surrounding the presumption of an official national art 
and the institutional authentication of culture. The National Gallery's modus 
operandi and its implications in the context of the international audience of the 
XXVI Biennale di Venezia is the subject of this discussion.2 

The Venice Biennale has had a long and venerable history since its inaugu
ration on April 30, 1895 in the Giardini di Castello, the public gardens located 
at the eastern end of the city.3 As clearly described in Lawrence Alloway's survey 
of the Biennale, the exhibitions during the years leading up to World War I were 
essentially salons celebrating and sanctioning official European art.4 The presence 
of James Wilson Morrice in the 1903 and 1905 Biennales documents the first 
appearance of a Canadian artist. Morrice, however, exhibited his work as an indi
vidual invited artist rather than as a representative of a particular nation. A pho
tograph of Room V in the Central Pavilion, which housed the Italian and seven 
international presentations in eleven galleries, describes both the "salon-style" 
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insmJlation and reproduces Morrice's tWO works, Ofllht Cliff, N()f1fIO!ldy, r.1902 at 
the extreme left and Regatta 01 SOli Malo, c.1905, the second painting to its right.5 
Canada would not reappear for forty-seven years.6 (fig. I) 

Following the hiarus of the BiennaLe from 1914 umil 1920, the rise of [he 
Fascist regime soon led to changes in the structure of the exibirion and its support 
of individualism. As a temporary event with didacric, promotional and even com
mercial purposes, the Biennale had, and still has, political implications. The increa
sing nationalism and domination of Iralian an at me Biennale tended to downplay 
rhe international role envisioned by itS originators. The presentations themselves 
during this period validated the widespread conservative modernism of the roppel rk 
/'ordrt. Although the Biennale carried on during most of the Second World War, the 
number of participating coumries dropped from an average of about fifteen re only 
ten presenters in 1942. The exhibition was canceled in 1944 and 1946.7 

fig. 1 SallIlnteroarionale. Venice B,ennalc. 1905. 

Il2 

James Wilson Morroce works are at cenrer left. 
(Phoro: Arch,vio 5rorico delle Ani Comempornnee 
ddla Biennale di Venezia [ASAC Biennllle]) 



The return of the Biennale in 1948 marked an enormous change in its pur
pose and intent because of the renewed dedication to international representa
tion.8 The ambitions of the first post-war exhibition are particularly important 
for this discussion as the ideology of the new mandate for the XXIV Biennale 
would continue through the 1950s. Sixteen countries were present in 1948, and 
it has been regarded as among the most significant of all the Venice Biennales 
because of the far-reaching vision and organizational capabilities of its new 
Secretary-General, the art historian Rodolfo Pallucchini. Pallucchini's primary 
agenda was to rid the Biennale art programmes of their Fascist and Nazi overtones 
and to promote "a new spirit of freedom ... [with} invitations extended to all 
nations possessing an artistic tradition [and] the Italian Pavilion has opened its 
door to every tendency" - an impossibility under the previous right-wing 
regime.9 One of the strategies to ensure this rededication to internationalism was 
the organizing of retrospective exhibitions of historical avant-gardism. Because 
the Biennale was (and had always been) the most famous symbol of Italian con
temporary art, the organizers and Pallucchini in particular, felt a further respon
sibility "to inform the people of a newly liberated nation about international artis
tic culture whose existence was unknown to them."lD The Biennale organized sev
eral presentations including an Impressionist and Post-Impressionist show, the 
Metaphysical Painters and the Peggy Guggenheim collection in 1948; exhibi
tions of the Fauves, the Four Masters of Cubism and works by the first Futurists 
were shown in 1950.11 Such readdressing of the recent past represented 
Pallucchini's desire for the Biennale and its audience to undergo a "catching-up" 
(aggiornamento).l2 As part of these hommages to European artists who had been 
largely ignored at Venice for more than two decades, other countries mounted 
"mini-retrospectives" of their own representatives of modern movements. The 
Italians, however, would continue their established tradition of organizing the 
largest manifestations of their cultural identity, incorporating the work of several 
generations of artists in solo and group exhibitions. 

The Biennales of 1948 and 1950 reestablished its status in the international 
art circuit as the number of participating countries rose from sixteen to twenty
two in the course of the two years and there were now nineteen pavilions. 13 In the 
recovery from the trauma and destruction of the War, the Venice Biennale offered 
many of the old attractions of a universal exposition. The unique character of the 
event derived from the opportunity to view visual art from different nations by 
visiting pavilions which often represented new directions in architecture as well 
as the building's symbolic projection of nationhood. The pageantry of the cere
monies and prize-giving, its location in a pleasure garden adjoining the Lagoon, 
as well as the enticements of what has been called "the most beautiful city in the 
world," added to the festive atmosphere. More important, the Venice Biennale 
provided a neutral ground for the promotion of a social and cultural ideality. 
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Concomitant with the notion of a free exchange between nations was, however, an 
increased emphasis on national identity and "the competitive element of the ear
lier years had come into the open."14 Despite the growing tensions created by the 
Cold War, by 1950 the Venice Biennale had gained enormous significance for 
both its participants and its audience as the cultural symbol of the political, social 
and economic reconstruction of Europe.l5 The prestigious new identity of the 
Biennale and its potential as a site for the promotion of official national cultures 
was becoming of obvious interest to Canada and its own "projection abroad." 

The groundwork for Canada's participation in the 1952 Venice Biennale was 
being prepared at home. In the political arena, Canada's impressive presence on 
the international stage during World War II and her subsequent record as an 
aggressive advocate of post-war collective security pacts brought her new recog
nition as a middle power.l6 Through the policies of Prime Minister Louis S. St
Laurent and his Secretary of State for Foreign Affairs, Lester B. Pearson, Canada 
gained the reputation of an "honest broker" in re-establishing and maintaining 
peace - thereby continuing what she had accomplished during the war years. 17 

The St-Laurent-Pearson multilateral foreign policies have been characterized as 
pragmatic idealism because of their agenda to satisfy Canada's interests in the 
international sphere. 1S Immediately following the War, Canada played an instru
mental role in the creation of the United Nations and Pearson would serve as 
President of the General Assembly in 1952. St-Laurent had been an original advo
cate of the 1949 North Atlantic Treaty Organization and was responsible for the 
inclusion of the "Canada Article" on non-military cooperation in its Charter 
(despite Washington's opposition). This period, the "golden age" of Canadian for
eign diplomacy, also saw the country's involvement in the economic restructuring 
of Europe; the establishment of institutions to facilitate multilateral trade; and 
the beginnings of systematic economic assistance to under-developed areas of the 
world through such instruments as the 1950 Colombo Plan.l9 As a post-war mod
ern state, Canada also had to perform a juggling act with her closest allies as she 
increasingly distanced herself from a colonial identiry with Britain and struggled 
to maintain independence from American international domination although her 
economy became inexorably indebted to the United States.20 

Canada's relations with Italy following the Allied victory were "cordial" and 
she was one of the signatories to the lO November 1947 UN Peace Treaty with 
Italy, as well as a supporter of her membership in its General Assembly. (Italy was 
only admitted in 1954).21 Although Canada had reservations about Italian par
ticipation in NATO, she did not oppose her becoming one of the twelve founding 
members. At the cessation of the war, the Italian government had a strong 
Communist Party coalition but by 1948 the Christian Democrats led by Alcide 
di Gaspari had won the election and increasingly took a more right than center 
position which was encouraged by the Allies and the Americans in particular.22 

134 



Certainly the period from 1945 to 1953 was difficult in terms ofItalian economic 
recovery. But it has been said that while Italy lost the war, she did win the peace. 
A Canadian trade commission offi~e was established in Rome in 1946; two years 
later the Canada-Italian pre-war trade agreement was revised and Canada extended 
"most favoured nation treatment" to Italy. Italy had a political representative in 
Ottawa since January 1946 and the first Italian Minister to Canada presented his 
papers in early October the following year. In the fall of 1947, a Canadian 
Legation was established in Rome and the first Canadian Minister to Rome, Jean 
Desy, presented his papers to the Italian government. Shortly after, Italy requested 
the Canadian diplomatic mission be raised to the status of an embassy but at first 
Pearson refused, regarding it as political maneuvering on Italy's part. The 
Canadian office did become an embassy in 1948. Italian immigration to Canada 
almost tripled from the late 1940s to 1952 as Canada eased its entrance require
ments and also subsidized new arrivals.23 There was, however, a serious bone-of
contention between the two countries concerning the negotiations over the finan
cial definition of a "nominal settlement" of Canadian claims against Italy for military 
relief during the war. The saga had many twists and turns. For example in 1951, 
the Italians attempted to link the settlement of war assets to Canada's assistance 
in rewriting the UN Peace Treaty on Italy's behalf, a tactic which again did not 
impress Pearson although he was sympathetic to the revision. 

Whatever the nature of their political (and economic) relations, Canada had 
nothing that could be con~idered a cultural policy towards Italy. In general, 
Canada's international cultural relations with foreign countries were ad hoc occur
rences and the foreign missions and the Department of Foreign Affairs functioned 
primarily as diplomatic conduits on cultural matters. 24 However, a symbolic step 
was taken in March 1948 as recorded in two items of a "Draft Note from 
Ambassador in Italy Uean Desy} to Minister of Foreign Affairs of Italy [Count 
Carlo Sforzi}" that was sent to Lester Pearson for his approval as Secretary of State 
for External Affairs:25 

1. The Italian government, in token of gratitude for the help given by 

Canada to Italian civilians during the war, has decided to present [i.e. pro

vide the funds for} the Canadian government with a property [the Palazzo 

Grandi and its furnishings} to be used as the seat of the Canadian Embassy 

in Rome.25 

3. At the same time the Italian government undertakes to conclude as soon 

as possible with the Canadian government a cultural agreement providing for 

the establishment of a foundation designed to facilitate intellectual 

exchanges between Canada and Italy .... The President of the foundation will 

be the Canadian Ambassador in Rome. 
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Once the funding for the purchase of the property and the endowment of the 
foundation was accepted, the "Canadian government ... considers as closed all 
questions concerning the relief supplied by Canada to Italian civilians during the 
war." However, this would not solve the problem of the relief funds debt, which 
would continue well into the decade; and the foundation would not be established 
until 1956.26 

Thus, prior to Canada's first participation at the Biennale in 1952, her cul
tural presence in Italy was rather limited. The Information Division of the 
Department of External Affairs had expressed an interest in art exhibitions in 
1949, although it was decided that education was a more pressing matter.27 A 
year later External Affairs attempted to involve the National Gallery, or more 
accurately its Design Centre, in exhibitions of "Decorative and Industrial Modern 
Art and Modern Architecture in Milan," but this took sevetal years to come 
about.28 The two agencies did cooperate in 1950 in writing an article entitled 
"Canadian Art Abroad," published in the government's rriagazine External 
Affairs.29 However, the Department noted in an internal memorandum that the 
relations with the National Gallery were "not good."30 Meanwhile, the National 
Gallery lent Renaissance works from its permanent collection to a few Italian 
exhibitions and it was involved in the 1949 presentation of engravings and 
gouaches by RoloffBeny and gouaches by Robert LaPalme in Rome. It also assis
ted in "Il Mostra Internazionale di Bianco e Nero" held in Lugano shortly before 
the opening of the 1952 Venice Biennale, which included work by Albert 
Dumouchel, Lilian Freiman, Jack Nichols and Alfred Pellan.31 This weak record 
of Canadian cultural activities in Europe, however, would receive attention with 
the establishment of the Royal Commission on National Development in the 
Arts, Letters and Sciences. 

The import of the 1949-1951 Massey Commission has received lengthy 
examination in the discourse on Canadian cultural nationalism.32 For our purp
oses, however, the Commission and its ensuing Report, particularly those items 
referring to policies aimed at creating a Canadian international identity, deserve 
attention in order to establish the context for the country's representation at the 
XXVI Biennale. The Report's recommendations for the "projection of Canada 
abroad" can be seen as a strategy to attempt to "catch-up" culturally, and create 
an identity comparable to its status in the international political arena. The 
National Gallery's brief to the Commission submitted by its Director, H.O. 
McCurry certainly expressed his desire to pursue an even more active role in estab
lishing the country's art agenda at home and abroad. Although the Massey Report 
was not published until June 1951, it is safe to assume that the National Gallery 
was well aware of the positions the Commission was advocating many months 
b~fore the documents were made public. McCurry was a member of the 
Commission's Museum Committee, but even more to the point, Vincent Massey 
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also sat as the Chairman of the Gallery's Board of Trustees until early 1952, when 
he became Governor-General of Canada. 

The Commissioners noted that the "Director of the National Gallery did 
good service to the cause of painting in Canada by pointing out [in his brief} that 
exhibitions held in Canada do not produce such satisfactory results as exhibitions 
of Canadian art held abroad." These presentations were optimistically validated by 
the expressed belief that they "not only brought to the artist an increased prestige, 
but also gave him an opportunity to sell abroad certain of his works; art exhibi
tions which are held in Canada do not produce the same happy results."33 With 
very little supporting evidence, the Commission also noted its pleasure "to learn 
of the appreciation of Canadian painting." It then stated the idealized view that 
young Canadian artists, particularly abstract painters "are able to hold their own" 
in an international context.34 

Despite such laudatory comments, the Commission's acknowledgment of 
the true situation was the motivation for the statements in the chapter of the 
Report entitled "The Projection of Canada Abroad." It included such nationalist 
comments as: "The promotion abroad of a notion of Canada is not a luxury but an 
obligation, and a more generous policy in this field would have important results, 
both concrete and intangible;" and that "Exchanges with other nations in the·field 
of the arts and letters will help us to make our reasonable contribution to civilized 
life." These directives could also have provided the National Gallery with a moral 
basis for involvement in international exhibitions like the Biennale.35 Indeed, 
during the second year of the Commission hearings, the National Gallery orga
nized the Canadian Section of works by twenty-one artists in the "I Bienal do 
Museu de Arte Moderne de Sao Paulo," held in Brazil from October to December 
1951.36 The interest in exhibiting in Sao Paulo could have had political and eco
nomic as well as cultural implications because of the desire on the part of Ottawa, 
and particularly Quebec, to strengthen ties with Latin America. 

The political aspect of the work of the Royal Commission was readily 
acknowledged: "In supplement to our original Terms of Reference, we received a 
letter from the Prime Minister [St. Laurent} requesting us to take under review 
the whole question of the manner in which knowledge of Canada abroad might 
be extended."37 In his analysis of the Massey Commission, Paul Litt has sugges
ted that the concern for cultural projection abroad was ultimately tied to the 
defense of the liberal democratic ethos of Western nations. For example, the Report 
stated that "our military defences must be made secure; but our cultural defences 
equally demand national attention; the two cannot be separated."38 While cul
tural foreign policy did take second place to political activities, the government 
was aware that fostering a cultivated Canadian identity abroad was a sound invest
ment. At the very least, involvement in events that profiled the ambitions of 
Canadian culture at home and the "civilizing function ... of the Canadian painter" 
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would suggest that the country did possess some degree of refinement and accom
plishment.39 Any Canadian projection of its material culture at that time would 
implicitly reflect its heritage from England and France, thereby giving it credi
bility in the international arena. Certainly Massey's own definition of culture was 
framed in terms of traditional European "high" art, which also insinuated its 
superiority over American mass culture. Furthermore, because the Massey Report 
emphasized the "Canadianess" of the country's painting and its value as "one of 
the elements of our national unity" through its "expression of the Canadian spirit," 
art exhibitions abroad would be a most suitable vehicle for the projection of a cul
tural nationalism. 

The Report did not specifically recommend that the National Gallery 
become the instrument for the transmission (and transportation) of Canadian art 
abroad. Rather, its authors suggested that the Gallery become involved with 
"travelling exhibitions organized or sent out by the National Gallery [which 
would} be developed and extended as far as is consistent with the safety of the col
lections."4o The Gallery acknowledged the Commission's concern to broaden its 
horizons. The Minutes of the 15 February 1951 meeting of its Board of Trustees 
recorded: "for the sound growth of the National Gallery - the Director make an 
annual, or at least biennial visit to Europe." The National Gallery might also have 
developed further self-confidence because its budget for 1950-51 was three times 
what it had been annually for the past ten years. It was at this time that the 
Director began to expand the European holdings in the Gallery's permanent col
lection.41 As well, Harry McCurry would be awarded an honourary doctorate in 
the Spring of1951 by MountAllison University for "his services to Canadian art." 

The Massey Report did recommend that the Department of External Affairs 
become the principal agency of Canada's cultural presence through our diploma
tic missions because: "For good or ill, information and cultural matters are now 
becoming more and more an essential part of foreign policy."42 The fact that the 
Department had functioned inadequately in this regard was also duly noted.43 

Despite the Commission's expectations, External Affairs would only play a mini
mal part in the first presentation of Canadian painting at the Venice Biennale. A 
related initiative evolving out of the Massey Commission should also be cited as 
part of Canada's "projection abroad." In 1952 the Royal Society of Canada 
Fellowship, correctly titled the Canadian Government Overseas Award was inau
gurated. The award of $4,000 was "intended to give Canadian men and women 
of proven ability an opportunity to spend a year abroad and to devote their time 
to whatever program they feel will be of most benefit to them professionally." Two 
of the Canadian participants at the Biennale would receive fellowships: Alfred 
Pellan in 1952 and Goodridge Roberts the following year.44 

The earliest documented indication of the National Gallery of Canada's 
interest in participating in the 1952 Venice Biennaleis found in a letter dated 12 
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July 1950 from H.O. McCurry introducing Donald Buchanan to the "Secretary 
General, Biennial International Art Exhibition:" "Mr. Buchanan of the National 
Gallery staff ... expects to arrive in Venice toward the end of August and .... I have 
asked him to consult you regarding the possibility of having a contribution from 
Canada in your next exhibition, which 1 understand takes place in 1952."45 A 
meeting with Rodolfo Pallucchini occured on 20 August and on the same date, 
Buchanan wrote to McCurry that "the visit to Venice has been most satisfactory. 
The XXV Biennale di Venezia, as they call it, has in its wealth of modern art ... 
been above even my highest expectations. They want and hope for Canadian par
ticipation in 1952."46 At that time, Buchanan was, among other things, the 
Secretary of the National Design Committee and in charge of the Industrial 
Design Section of the National Gallery.47 As well, his lengthy experience with the 
National Film Board, his 1936 monograph on James Wilson Morrice, his co-edi
torship of Canadian Art magazine and the 1950 publication of his The Growth 0/ 
Canadian Painting suggests the life of a cultural mandarin, and its familiarity with 
the procedures of the establishment. 

In September, Buchanan submitted his "Report on Exhibition for Europe in 
1952 (Venice and possibly Paris)" reiterating his successful "interview with the 
director-general [sic} .... The guiding principle is to have national representation 
focused on three or four leading contemporary painters." The report then outlined 
the protocol to be followed: 

Canada as a government need only accept the invitation which will be given 
in the early autumn of 1951 to participate in 1952, and then the adminis
tration in Venice will arrange all necessary details on the spot for us. They 
will set aside a room, or rooms in the main Pavilion such as were given to 

Brazil, Sweden, South Africa and Ireland this year. There is no cost to Canada 
except the shipping costs to and from the port ofTrieste or Genoa. Shipping 
costs within Italy are paid for by the Biennale. If we wish to send a 
Commissioner to supervise the hanging, we can; if not, we can do as Brazil 
did this year and let the Biennale officers do all the work ... If four artists were 
included, about ten or twelve works by each would be the right number, pro
vided the works were of average size. 

As much of this information was proscribed in the official regulations sent to the 
National Gallery, the procedures for the Biennale were closely followed with the 
major exception of the number of works that were eventually sent to Venice.48 

Buchanan also described his subsequent meeting with the assistant to the 
Director of the Musee de l'Arte Moderne on the "possibility of a similar exhibi
tion" in Paris and recounted his subsequent discussion with Pere Marie-Alain 
Couturier, who: 

confirmed my opinion that the Biennale principle of a three-man or four-man 
show was doubtless satisfactory for France also. He said as long as Roberts, 
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Borduas, Pellan were three of those chosen for a four-man show, he would 

back it to the full and give us his personal assistance. He had no suggestions 

himself as to who should be the fourth. Perhaps, he said, we knew of some 

one outside of Montreal of equal stature to the above three.49 

Couturier also proposed an exchange show with "as many works as possible of 
Matisse, Braque and Picasso" and others; while such a project reflected the prior
ities of the Massey Commission, it was not to be. Whether or not Couturier's sug
gestions for the Biennale representatives were considered at the time of the selec
tion of the artists can only be a matter of supposition; however, the final choice of 
two of the four artists did reflect his preferences.5o 

Almost a year later, at the June 1, 1951 meeting of the Board of Trustees of 
the National Gallery, McCurry reported that an invitation to contribute to the 
Venice Biennale had not yet been received but it was "understood that one would 
be forthcoming." There was little record of any discussion on the Biennale 
although Lawren Harris commented that "if Canadian pictures were sent, they 
would have to be quite modern," but did not define his terms of reference)1 
While the Biennale was mandated to show "contemporary art," neither Venice 
nor Ottawa would attempt to define the meaning of the phrase. In order to speed 
up the process, McCurry wrote to Pallucchini inquiring as to: "the numbers and 
exact dimensions of the galleries which will be placed a our disposal. As this will 
be the first occasion in which Canada has the privilege of participating in La 
Biennale di Venezia, we are anxious to present Canadian art as adequately as pos
sible. "52 Four months later at the October 2nd. meeting of the Board, the Director 
reported that although Canada had yet to be officially invited, it would "not be 
expected to send a representative exhibition but should send a generous number 
of works from four to six artists, perhaps ten or twelve pictures each."s3 

At the end of October, Donald Buchanan sent a letter to Pallucchini ques
tioning "whether an invitation had been sent or not."54 In mid-November 
Pallucchini replied that "an invitation to the Canadian Government has been sent 
through the diplomatic channels" in Rome and Ottawa and requested that 
McCurry "should get in touch with the competent authorities of the Canadian 
government" for further discussion of the details.55 A notation by McCurry on 
Pallucchini's letter, which arrived in Ottawa on 22 November, reads: "Telephoned 
Ex. Affairs 'info.' They know nothing about this but will make inquiries imme
diately." Rene Garneau of the Information Division of External Affairs then asked 
the Canadian Ambassador in Rome, Jean Desy to "ascertain whether an invitation 
ever came to you. If we were not invited, suggest you contact Professor Rodolfo 
Pallucchini."56 On the 24th of November, the Ambassador telegrammed the 
Secretary of State for External Affairs that he had received the invitation "from 
Italian External Affairs last week only and transmitted by airmail [to Ottawa} on 
November 21 but no word ever came from Pallucchini." (Why Desy would have 
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expected to be contacted by Pallucchini is unclear as that would not have been the 
diplomatic process.) This official request for Canadian participation, dated 5 
November, from the Ministero degli Affari Esteri to the Canadian Ambassador on 
behalf of the Presidenza della Biennale, was accompanied by a letter of 9 October 
from Giovanni Ponti, President of the Biennale addressed to Jean Desy. In it, 
Ponti extended his own formal invitation and noted that "a hall will be placed at 
the disposal of Canadian artists by this organization." Ponti also requested that 
the Canadian government reply by the end of the current year and that he be 
advised of "the name of the person who will be appointed as Director of the 
Canadian section so that I may immediately get in touch with him in order to 

work out the necessary details." Garneau then informed McCurry by telephone on 
24 November that the invitation was, indeed, in hand. 

Finally on 29 November, External's Information Officer, Archibald Day, 
sent McCurry a copy of Ponti's letter and for the first time formally advised the 
National Gallery that the "Canadian Government has been invited officially to 
participate in the XXVI International Art Exhibition in Venice ... As soon as we 
receive word from you on this matter we shall ask the Canadian Ambassador in 
Italy to inform the President of the Venice Biennale Art Exhibition of our 
reply."57 In response McCurry testily advised Day that "this matter was discussed 
with the Board of Trustees some time ago and I am authorized to accept the invi
tation" and "the Director of the National Gallery will serve as Director of the 
Canadian Section."58 McCurry telegrammed Pallucchini on 3 December: "Hope 
to send retrospective exhibition of 4 Canadian painters and believe that this would 
fit into any 2 of the adjoining galleries 48-52 of the Pavilion Centrale. Please con
firm availability and dimensions."59 At the same time, Archibald Day asked the 
Embassy in Rome "to inform the President of the Venice Biennale art exhibition 
[Ponti} that the Canadian Government accepts with pleasure the invitation to 
participate in the forthcoming international art exhibition [and} Mr. H.O. 
McCurry will act as Director of the Canadian Section."60 For good measure, the 
Italian Ambassador in Ottawa reiterated the invitation to the Department of 
External Affairs on 8 December. However, it took one month for Ottawa to reply 
that it: "had consulted with the proper authorities of the Canadian Government 
and has, on behalf of the Government of Canada, the honour and the pleasure to 
accept the kind invitation of the Government ofItaly." Formalizing Canada's par
ticipation seems to have been a problem of communication among the Italians, 
the Canadian Embassy and the Information Division of the Department of 
External Affairs in Ottawa. It is unlikely that the particular concerns of the 
National Gallery were of major importance to the federal bureaucracy. It was 
known that External Affairs and the Gallery were not on the best of terms and 
were obvious competitors in the international promotion of Canadian culture. The 
problems arising from this lack of efficient exchange had been noted by the 
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Massey Commission in the "projection of Canada abroad." More importantly for 
our purposes, it also demonstrates a sleight-of-hand performed by the National 
Gallery in asserting its role as the official organ for the promotion of Canadian cul
ture. In publicizing Canadian participation in Venice, the Gallery would strongly 
emphasize its having received the honour of an invitation to present Canada at the 
Biennale without making mention of its own solicitation of that invitation.61 

Meanwhile in Venice, the particular problems of the National Gallery were 
oflittle consequence in the planning of the XXVI Biennale.62 The primary con
cern for the Biennale organizers was the nature and content of their own Italian 
exhibitions. The second preoccupation was the degree of foreign participation, 
particularly the number of rooms allotted to non-Italians without their own pavil
ions in the Palazzo Centrale. At the June 1951 meeting of the Administrative 
Council, Canada did not appear on the list of foreign countries - "Paesi che 
hanno chiesta ospitalita per i11952" which would require space in the main pavil
ion. Nevertheless, while "everyone is welcome at the Biennale," the use of the 
Palazzo Centrale was seen as a type of holding-space until countries made a firm 
and lasting commitment to the event by constructing their own pavilion.63 At its 
meeting in November, Pallucchini informed the Council that he had learned 
through "via diplomatica" that Canada would participate. This meant that there 
were now five foreign countries in the Palazzo, creating even more space problems 
for the administration.64 (fig.2) 

At the first meeting of the Executive Committee in December (and at other 
sessions of the various organizational committees), there was lengthy discussion 
concerning complaints of "excessive largesse in the Biennale's hospitality to for
eigners." Criticisms were levied at Pallucchini for providing i stranieri with "too 
much space" and "giving them the best rooms with the best light" in the Palazzo 
Centrale, to the supposed disadvantage of Italian artists. Pallucchini, as he would 
at every administrative meeting, insisted on the fact that the Venice Biennale was 
foremost an international exhibition as well as a showcase of Italian art and it had 
an obligation "to be as generous as possible to those countries who wish to 
participate but do not have their own pavilion." (The Canadian Pavilion would be 
constructed in 1958.) He also assured the Executive that the Palazzo Centrale 
would be less crowded than in previous years, that the overall interior light was 
improved because of new large windows and the pavilion would be more inviting 
because of the new courtyard designed by the illustrious architect, Carlo Scarpa.65 

Pallucchini's arguments did not convince everyone, especially the representatives 
of the Italian art community. A preliminary decision was taken to provide four 
hundred square metres of space for three hundred and fifty works by the 
"stranieri" while nine hundred and twelve square metres of the pavilion would 
display eight hundred and fifty Italian objects. 

On 12 January 1952, Buchanan wrote to Pallucchini stating that External 
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ft,. 2 Pilluw Cc:mn.le, Venice 8,enruolt; Site of CaruwJlim 
f'Ihlbnion In 1952. (Photo: tilt author) 

Affairs had asked the Gallery "m take charge of Canada's parricip'l.(ion·' and 
requested a reply to McCurry's previous inquiries concerning ··what accommoda
tions you can provide as the National Gallery wams ro begin organiZing the exhi
bition at once." PaJlucchlni Immediately Informed McCurry that "I t is an excel
lent idea to send only four painters, since each one will be sufficiently represemed 
m have an idea of his work as a whole:· In early February, McCurry received the 
long-awaited information from PallucchiOl concernlOg the space reserved for 
Canada: "I have been able to go ahead with my plan allocation to guest nations ,., 
, J have allotted a fi ne hall to Canada; it is very light, and offers 27 meters of wall 
space,"66 There is ample information concerning the choosing of the Canadian 
works that would occupy Room Thirty-Seven in the Palazzo Cemrale; bur there 
is little documemation on the decision process behind the selection of artists who 
would represent Canada in Venice. 

On can reasonably assume that lhe ultimate choice to send Carr, Mline, 
Robens and Pellan was made by McCurry, Buchanan and Robert Hubbard , who 
had httn appointed Curamr of Canadian Art 10 1947. The Gallery files comain 
one hand-wruten, undated and unsigned list of anists names which cites Borduas, 
Pellan , and Roberts, each with an arrow beside their name "and two more -
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Binning? Cosgrove? Riopelle?" Another notation, again undated and unsigned, 
written on the back of the copy of Ponti's 1951 letter to Desy, has "Pellan" and 
"Roberts" each with a check mark; Borduas' name is crossed out; Binning's name 
has both a check-mark and a cross-out. New names listed were "Emily Carr" with 
both a check-mark and a "?" and "Milne" with a check-mark. The selection had 
obviously been finalized by February 19th. when McCurry asked Lawren Harris 
to select paintings by Emily Carr and added that "Other names suggested include 
Pellan, Roberts and Milne." The reasons for the elimination of Borduas, Riopelle 
and B.C. Binning in 1952 can only be a matter of speculation. Certainly Hubbard 
in particular and the National Gallery in general, were most supportive of the two 
Quebec abstract painters; and had strongly defended the publication of Borduas' 
Ri/us global. Interestingly, the three painters would be the Canadian representa
tives at the next Biennale.67 

It is possible that the National Gallery might have felt that it had to make 
a choice between Pellan and Borduas because of the animosity between the two 
painters in the 1940s, although that would hardly be of importance to the 
Biennale visitors (and the Gallery had previously presented them together in other 
exhibitions). There are, however, more plausible, if still speculative, reasons. For 
instance, once the decision was taken to send four artists, the notion of sending 
three painters - Roberts, Pellan, Borduas - from Quebec to its first Venice 
Biennale might have caused some dismay among the rest of the Canadian art com
munity.68 More important, perhaps, might have been a concern for the visual 
cohesion of the presentation. Although Pellan worked in the language of abstrac
tion, his images evolved through figurative motifs which would relate his work 
to the representational content of Carr, Milne and Roberts. Pellan could also be 
considered a more "establishment painter" than Borduas because of the early sup
port he had received from the Musee de la Province (Musee du Quebec), even 
though he had not had a solo exhibition since 1943. Furthermore, Pellan had spo
ken to the Massey Commission and because of his activities in Paris prior to 1940, 
he was alluded to in the Report as one of those young Canadian abstract painters 
"able to hold their own" in international showings. There is, as well, the possi
bility that the Gallery was aware ofPellan's desire to return to Europe and his par
ticipation in Venice might be advantageous to his career. (Pellan would have an 
exhibition at the Musee nationale d'art moderne in Paris in early 1955.) 

Lastly, the decision to send Borduas (and possibly Riopelle and Binning) in 
1954 may have also been made at this time. While it was not an overriding pol
icy for all presentations, the publicity materials from Venice stated that the his
torical exhibitions at the 1952 Biennale would "deal first and foremost with 
Expressionism." Pallucchini had already made it known that in 1954 there would 
be the first official theme: Surrealism.69 If the National Gallery had been aware 
of this at the time, the presentation of Borduas, Riopelle and Binning two years 
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later might have seemed an appropriate link to the spirit of the XXVII Biennale. 
Whatever the reasoning, the final four artists reflected a more conservative taste 
which, perhaps, is not an unexpected strategy by the Gallery at its debut appear
ance in Venice. The selection process for Canada's first showing in twenty years at 
the prestigious 1952 Pittsburgh International was quite different. Gordon 
Washburn, the Director of Fine Arts at the Carnegie Institute traveled across 
Canada and chose six painters; Roberts was the only one who was also included in 
the Venice BiennaleJo 

There is no documentation to suggest that the Gallery solicited any exter
nal advice on the selection of the participants. It did not consult with various 
artists groups as Japan had done for its first presentation at the Palazzo CentraleJl 
Nor did it involve other art institutions in selecting and curating the presentation 
as happened at the United States PavilionJ2 Similarly, the British presentation 
was organized by the British Council, a relatively independent organization with 
committee members from various institutionsJ3 The National Gallery, in fact, 
went to great lengths to maintain an air of secrecy about the selection of painters 
and paintings. (This was certainly not the case, for example, of the United States.) 
One can only presume that the Gallery was hoping to ward off any potential com
plaints and criticisms. For example, it is certain that there would have been much 
consternation in Quebec if it were known that Borduas had been considered and 
then rejected. In answer to one request for information in late April 1952, two 
months before the Biennale opened, McCurry stated that "we would prefer not to 
announce the names of the artists nor give out a list of the paintings being sent 
because they may not all be hung. Announcement will be made from Venice when 
the exhibition is open."74 In early May, External Affairs sent a strong response to 
queries from the Canadian Consul General in New York: "The Director of the 
National Gallery has not been able yet to know what space would be available to 
the Canadian exhibit in Venice and is therefore not, repeat not, in a position to 
supply information .... A similar reply was given recently by the National Gallery 
to a request from Canadian newspapers. "75 At this point however, McCurry had 
already sent the paintings to Venice and he was well aware that the space allotted 
Canada three months earlier should accommodate the work. Obviously, the 
National Gallery did not want to chance anything they felt might detract from 
the opening festivities at the Biennale and its own promotion of Canada's official 
cultural identity. 

The National Gallery's choice of artists was generally representative of 
senior Canadian painters. All had received support from Ottawa through their 
inclusion in numerous exhibitions sponsored by the Gallery and by the purchase 
of works for its permanent collectionJ6 The four could be called establishment 
painters at this point in their career, but each had been considered "independents" 
at an earlier time. Carr was associated with but distinct from the Group of Seven. 
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Her presence provided a historical reference to the presentation; that she was a 
woman artist was unusual, but not exceptional in the context of international 
Biennale participants. Milne, despite his patronage by the Masseys, had chosen to 
live and work outside the mainstream. Roberts' Montreal modernist identity sep
arated him from most Canadian figurative painters and Pellan's relationship to the 
second-generation School of Paris painters (as well as his independence from the 
Automatistes) distinguished him within the nascent Canadian abstract art com
munity. With the exception of Carr, this recognition by the National Gallery 
would further secure their careers in Canada, although it would have little imme
diate impact on providing any of them with international reputations.77 

It would appear that by the end of January 1952, the National Gallery had 
made its decision on the selection of artists and was involved in choosing possible 
works. The Gallery, however, would not be overly forthcoming about informing 
the artists of either their participation or the choice of their works. This is appar
ent from the McCurry - Goodridge Roberts correspondence in the National 
Gallery Archives in both the Biennale and the artist's files. Roberts had sent a 
number of paintings to Ottawa immediately following his January exhibition at 
the Montreal Museum of Fine Arts, as well as pictures from the West End Gallery 
and private owners, in addition to photographs of works which could not be 
shipped to the National Gallery at that time.7S In an undated letter received at 
the Gallery on 5 February, Roberts wrote to McCurry that he "had been thinking 
over your remarks to me concerning the chance that some of my work might be 
required for an overseas exhibition" and provided him with a list of "where the 
best of my work is to be found." Interestingly, none of the nine works that Roberts 
recommended was included in the final selection. In letters dated the 3rd. and 
10th. of February concerning the return of the privately-owned paintings, 
Roberts stated that he had to inform the impatient owners that he still did not 
know the purpose of McCurry's request and that he only "understood that there 
was a chance of some of them being away on exhibition though where or for how 
long, I was unable to say."79 In mid-February, Hubbard and Buchanan came to 
Montreal to visit Roberts' studio and to see private collections. (They also looked 
at Pellan works.) It is hard to reconstruct what transpired when they met with 
Roberts but subsequent correspondence between him and the National Gallery 
continues to refer to the project as "an exhibition abroad."so 

As part of its selection process, the National Gallery asked certain private 
collectors to send paintings to Ottawa and these potential lenders, however, were 
clearly informed that the works were being considered for the Venice Biennale. 
For example, McCurry contacted Roberts' Montreal dealer, Max Stern of the 
Dominion Gallery stating that: "I hope to be able to give you full particulars of 
the exhibition after the matter has received final approval from our Trustees."SI In 
the case of two of Roberts' Montreal collectors, Joseph Barcelo and Maurice 
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Corbeil, leners sent to them by McCurry on March ·1th. Implied that the decision 
to Include their works m the Biennale was a/all acrompb. although that was not 
n«tsSaTily the situarion. On the same dare, Hubbard contacted Roben:s to ask for 
"dates for the large still life sent by MiUman [West End Gallery} and Sand Pi/m 
Barc('lo's collection·' as they were "now catalogumg the Blennale picrures."Sl 
(fig,3) This seems to be the first time [he exhibition is named m their correspon
dence, On 15 March, Robem wrote to Robert Hubbard saying "I am looking for
ward to hearing exacdy what is to be done with the pictures of mine that are being 
rounded up by the Montreal Museum and sent to the National Gallery, As yet I 
don't know whether or not It has already been decided that they are to be sent to 

the exhibition in Europe." Roberts also enquired if any of the works were being 
considerf!'d for purchase by the National Gallery. 

In mid-April, McCurry officially informed Barcelo .md Corbeil that three 
Roberts works from their collections had been chosen for Venice,8\ On 23 April, 
Roberts agam askf!'d Hubbard for information: 'The other day )0 Barcelo showed 
me a len('r from rhe National Gallery letting him know that his 'Sandpi t' is to go 
to Italy, So far J haven't had any word from Harry {McCurryJ and am, of course, 
anxious to get first-hand mformatlon about what of my work IS to be mcluded," 
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Within two days, Hubbard did contact Roberts both by telephone and in a letter 
informing him of what paintings were, in fact, already on their way to Venice.84 

However, on 8 May, Roberts wrote to McCurry asking "If you can do so I would 
like to have you tell me what Canadian artists are being represented in the Venice 
exhibition. I was, of course, very pleased to learn that I am one of them." The next 
day Hubbard astonishingly replied: "The publicity for the Biennale is being han
dled at the Venice end. There has been no announcement with regard to the 
Canadian section and the catalogue is, of course, not ready. For your own private 
information, however, the artists represented are yourself, Pellan, Milne and Carr." 

To relate the discussion above to the selection of the entire Canadian pre
sentation, it appears that by early March, the Gallery had gathered a substantial 
number of paintings and photographs of works from various private collectors, 
institutions and the artists themselves. As has been mentioned, the letters sent by 
the National Gallery to private owners were sometimes unclear as to whether the 
work would actually go to Europe. The Gallery's own position in the procedure 
is, however, quite emphatically stated in the introductory sentence of the letters 
to the lenders: "The National Gallery has had a request to organize a carefully 
selected group of Canadian pictures for an international exhibition of first impor
tance to be held in Europe during the summer from June to October (the famous 
Biennale of Venice)." 

There is documentation that a relatively secure first selection of works was 
made at a meeting on March 16 attended by McCurry, Buchanan, Hubbard and 
the Toronto collector and dealer, Douglas Duncan.85 At this gathering, there were 
fourteen paintings by Roberts, including three from the artist, seven from private 
owners, two from the Dominion Gallery and two from the National Gallery. 
However, the Gallery file also includes a list of the first and second choice of 
twenty-five works by Roberts with the heading "Venice Biennale." 
Unfortunately, there is no indication of the date the list was compiled or who did 
the evaluation or even whether the works were categorized after seeing paintings 
or only photographs.86 The "First Choice" includes fourteen pictures while the 
"Second Choice" has eleven. The paintings vetted by the committee in mid-March 
consisted of twelve "first" choices and two "second" choices. The five paintings 
which eventually went to Venice were all from the "first choice" category. 

Thirteen of Carr's works, including three from the Gallery, were also dis
cussed at the March 16th. meeting. Four paintings had been sent by Lawren 
Harris, who with Ira Dilworth, was responsible for the Emily Carr Trust housed in 
the Vancouver Art Gallery. Earlier, on 19 February, McCurry had telegrammed 
Harris: "Have received invitation from Venice Biennale limited to four Canadian 
artists. Could you select eight best moderately sized canvases from Emily Carr 
Trust and ship express within a week .... quick action essential." The next day 
Harris wired McCurry stating that "we should allow only 4 Carr's from Collection 
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fig. 4 POSIl"ard, 
Emlly Carr, 
Blunden liarbour. 
1931-32,011 on can
V2S, 130" 94 cm, 
National Gallery or 
Canada. (PIlOlo: 
ASAC Blennalel 

Hams wired McCurry stating that "we should allow only 4 Carr's from Collection 
{O go {O Europe. ~ He also suggested that they cake four works from rhe Charles S. 
Band collection: "They are lOps. Also suggest Blunden Harbour and one Vincent 
{Massey 1 owns." On 22 Feb., he told McCurry that he had made the selection of 
paintings from the Trust. In hiS reply, McCurry wrote that Blllndm Harlxmr "is a 
little tOO large for the space allotted lO us, but perhaps if we send it, we could 
reduce [he {Otal number. "87 McCurry informed Harris of [he final selenion on 24 
April staring that they could only take twO large Carrs "and one of those had to be 
'Blunden Harbour' ,H (figA) In order to balance the selection in terms of size, they: 

needed two small works ... we found one IfI our own colleC(ion ... and one 

from a local private collector U.E. Coyne, I lead of the Bank of Canada} .... So 
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fig. 6 Po,m.rd, 
David Mdne, 
WaterJiJies and the 
Sunday Paper, 
1929. oil on canvas, 
52 x 62 cm, Hart 
House, University of 
Toronto. (PhOto: 
ASAC Biennale) 

1'0 
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fig . .5 Emily urr, 
Indian Church 
(Friendly Cove), 
1929, oil on canvas, 
109 x 69 cm, Art 
Gallery of Ontario. 
Bequest of Charles S. 
Band. (Phmo: AGO) 
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fig. 7 PO$lcard. 
Alfred PelllO. 
Surprise 
ac:acUmique, (.1943. 
oil and silica on cr.n. 
vas. 162 x l}Ocm. 
Pnvale mll .• 
Montrhl. (Photo: 
ASAC B,ennaJe) 

and to provide something strong in opposition to off·SC'[ lhe Pdlans, wC' found 
we had to put in Band's 'Indian Church· as {he other large punting. (fi&5) 
Of the nine(~n Milne pictures considered at the March 16th. meering, rhe 

majority were selected by Douglas Duncan from his own collection and the 
Picture Loan Society; others came from Hart House (fig.6), the Art Gallery of 
Toronto and private collectors including Vincent Massey and Donald Buchanan. 
as well as rwo from the NationaJ Gallery.88 A month later McCurry would inform 
Duncan that only one of his works was included in the final selcction.89 The selec< 
tion of Pellan's paintings was made from thirteen works: one-chi rd belonged to 

(he mist while others came from private collections in Quebec, pacricularly that 
of Maurice Corbeil (fig.7), from the MllS& de la Province (Musee du Quebec), and 
one from rhe National GaJlery.90 

On March 18, twO days after the committee met, McCurry mformed some 
of the owners {hat their works had been chosen.91 Several collectors who had only 
sent photographs for the earlier stage of the selection process, were now asked to 

forward the actual paintings for "final conSideration:· The unnamed 
"Commiuee,·· presumably consisting of McCurry, Hubbard and Buchanan met at 
the end of March.92 On rhe 29th of March, McCurry notified Pallucchmi that 
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"our plans for Canadian participation .,. are in their final stages. Four artists are 
to be represented and the paintings have been selected with a view to arrangement 
of them in the room allotted to us."' To ensure that the paintings would fit com
fortably in "the space allotted to Canada," the presentation underwent a trial-run 
around 1 April when the works were laid out in the Victoria Building home of 
the National Gallery in a room equivalent in size to Room XXXVII in Venice. 
Twenty-two paintings were finally selected: four by Carr, eight by Milne, and five 
each from Roberts and Pellan. (See Appendix I). Eight were lent by institutions; 
and six of these were owned by the National Gallery. Three pictures came from 
the artists and the remainder from private collectors, many of whom had close 
connections with the Gallery.93 

The National Gallery Board of Trustees' only formal response to the selec
tion is found in the Minutes of its annual fall meeting, which coincided with the 
final days of the 1952 Venice Biennale. Lawren Harris, who was perhaps slightly 
chagrined that only one of his suggestions for works by Emily Carr had been 
accepted, 

enquired as to how the pictures had been chosen for this exhibition. The 
Director explained that, as there was insufficient time to call a meeting of the 
Board and as space at the Biennale devoted to Canada was extremely limited, 
with the help of the senior staff and with consultations with the Chairman 
[H.S. Southam}, paintings had been selected after hanging them experimen
tally in a similar room at the National Gallery. Mr. Harris proposed that a 
definite plan to select Canadian pictures for exhibitions abroad under the aus
pices of the National Gallery should be devised. The matter was left for fur
ther thought and suggestion. 

On 5 April, the Gallery sent the material requested for the Biennale's general cat
alogue which consisted of an introductory text, unsigned but written by Robert 
Hubbard, along with entries on the works.94 In its 12 April press release, the 
Biennale made the official announcement that "Canada will appear this year for 
the first time."95 The paintings were shipped from Ottawa to New York on 16 
April in order to arrive in Venice by the end of May.96 Along with them, the 
National Gallery also sent its Le Pont de Narni by Jean-Baptiste Camille Corot for 
inclusion in the twenty-seven work Corot retrospective curated by Germain Bazin 
for the Biennale and also presented in the Palazzo Centrale.97 

Twenty-six nations were present at the XXVI Venice Biennale; eight other 
foreign countries showed with Canada in the thirty-five connecting rooms of the 
Palazzo Centrale -ltalia.98 The arrangement of the twenty-two Canadian works 
in Sala XXXVII, located on the east side of the building, was presumably based 
on the plan devised in April at the National Gallery. (Appendix 11). There are no 
known installation shots, although a photograph of Cuba's presentation in the 
adjoining room provides a glimpse through the doorway of Roberts' The Sandpit 
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fig. 8 Cll~n tlhib,IIOO, Pabuo Cemr1.Je, 19~2. 
Robens' Sand Pit (fig.}) and M,lfll!"s Painting 
Place 111 .00 81:ack ROOlII (Autumn ~'ood.s) 
ean bt seen through ,he doorway. (PhoIO: ASAC 
B,t-fmale) 

adjoining room provides a glimpse through rhe doorway of Robens' Tbt SandplI 
to the left of Mllne's Pomtmg Plait and Autllmn \floods (Ij/ack Root JJ) (fig.8).This 

image sugsests (hac cermln changes were made In the final arrangemem of the 
individual works because in rhe National Gallery plan, Robens' Portrait (Marinn) 

(fig.9) was adjru::em [Q rhe rwo Milnes. We can safely assume that Emily un's 

works were mStalled on rhe wall with rhe emrance way to the Cuban exhibition: 
these were followed by rhe Robens painrings; [hen rhe M.lne works along rhe 

wall with rhe doorway OntO rhe (WO galleries used by Brazil; and finally. rhe wall 
for the Pellans.9'J Two of rhe Pellan paintings and one each by Milne and Carr were 
available for sale bur none was purchased. HIO 

In retrospecr, the presentation of the twenty-two paintings could be seen as 
havi ng more im lXlrmnce as a "projection of Canada abroad" than as a tribute to 
the four Canadian painters. The Biennale was a display of nationhood. Each pavil

ion or room Within the Palazzo Central was identified by t he name of the pre
senting country. Despite Rodolfo Pallucchini's ideology ofJiberal democracy and 

his support for the modernist proposition of collective aesthetic values, rhe Venice 
Biennale represented the glOrification of national Idenmies. (Even today, VISitOrs 
to the Biennale can be overheard asking others if they had Sttn "France," or visit
ed "Germany" and where is "Greece?") As an exhibition site, the Blennale was a 
type of hybrid for It was neither a permanent museum presentation nor a tempo
rary international survey show. Because each COUntry decided for itself what would 
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more Important than ns place within a global art community. 

fig· 9 Goodndgt 
Robtns. Marian 
(Portrait).19}7, 
()I.lon =vas, 
84 x 66 cm, MU5& 
du Qm!btc. (Photo: 
Mus& du Qul'btc) 

The selection of works to represent and promote Canada could be viewed as 
a rype of historical-modern overview as the produClion dates of the paintings 
ranged from 1928 to 1949. This, combined with the fact that it was the first 
Canadian participation. imbued the presentation with pfflagogica1 overtones as itS 

principal function was to introduce the country to a largely European audience. 
The racher conservative nature of the exhibition (although this does noc imply any 
criticism of the mdividual works themselves) reflects the National Gallery's def
inition of a circumscribed national misfic identity for foreign consumption. 
There was no auempt to present work that stood outside the evolutionary main
stream of Canadian an: - a mainstream that had, in fact, been largely determined 
by the National GalIC!:ry.tOI If the Canadian presence at the 8iennale was envi
sioned as an enactment of che Massey Commission's mandate for a "projection of 
Canada abroad," then the National Gallery certamly did foster a singular harmo
nious Image of Canada. It can also be seen as creating a self-defined fore ign cul-



tural policy that was not unlike the identity proffered by the agendas of the 
Department of External Affairs. The unassuming but competent image projected 
by the Canadian exhibition could also be interpreted as the visual equivalent to 
the country's political, economic and social status as a "middle power." Whatever 
its place within the context of Canadian internationalist ambitions, the presenta
tion was the visualization of an homogeneous "imaged community" for foreign 
approval that avoided the complexities of difference and divergence which identi
fied the Canadian art milieu at home. 

The short text in the Biennale general catalogue and Hubbard's essay in the 
Biennale's official magazine were intended to provide a framework for the display 
but had self-imposed limits, as we shall see, and contextual discussion was highly 
simplified at best. By showing only four artists (as the Biennale preferred), Canada 
could not tell as wide a narrative as Japan, another first-time participant which 
also presented twenty-two works bur by eleven artists. That each Canadian 
painter was given their own wall of equal size and accessibility presents a democ
ratic and non-hieratical portrait of modern Canadian art. However well-inten
tioned the selection and arrangement of the works, the multifaceted discourse of 
Canadian art in the early 1950s, when it was undergoing its most interesting "cri
sis," would be hidden from view. The Biennale visitors would naturally assume 
that this was the discourse of contemporary painting in Canada. 

The twenty-two paintings suggested a shared visual culture through their 
representational content. However, a close reading of the individual motifs reveals 
a pluralistic interpretation of figurative imagery. The traditionally dominant 
Canadian landscape image is the least common theme. References to the body are 
the most prolific - ranging from Carr's anthropomorphic totems, Pellan's seg
mented and intertwined shapes to Roberts distanced figures. The deceptively 
casual still-lifes of Roberts and Milne as well as Milne's innocent architectural 
motifs, also reinforce the modernist notion that painting is about art and the 
ambiguity of reality and artifice. This belief in the potential of pictorial language 
was by necessity devoid of any nationalist implications. Ironically, the National 
Gallery's projection of a singular Canadian cultural identity as the sign of nation
hood was in clear contradiction to the aesthetic privileging of individualism by 
the practitioners of Canadian modernity. This inherent conflict between nation
alism and modernism was the most important factor in the "coming of age" of 
Canada in the decades following World War I and was characteristic of the cur
rent debates on the Canadian cultural condition. 

Another strategy for the "projection of Canada abroad" was a one-week dis
play of Canadian art books and periodicals. This event was part of a book-fair 
which was initiated in 1948 and was open to visitors for the duration of the 
Biennale. Its mandate was to highlight publications on modern art produced by 
countries participating in the Biennale. The presentation was sponsored by the 
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Galleria d'Arte del Cavallino of Venice and occupied the Padiglione del Libro 
(Book Pavilion). The National Gallery, in co-operation with the Department of 
External Affairs, was responsible for Canada's selections. Before shipping the 
printed material, McCurry had self-deprecatingly informed the Cavallino that: 
"Suitable Canadian publications are not very plentiful ... and I hope you will find 
them of sufficient interest to be put on display. Some of the publications have 
direct reference to the artists represented in the Canadian section of the 
Biennale."102 According to the list forwarded to the Biennale, the publications 
were: Emily Carr's Klee Wyck and Growing Pains. The autobiography 0/ Emily Carr; 
Buchanan'sJames Wilson Morrice, Canadian Painters, and The Growth o/Canadian 
Painting; John Lyman's Morrice; Maurice Gagnon's Pellan; Robert Elie's Borduas; 
Jacques de Tonnancour's G. Roberts; M.-A. Couturier's Marcel Parizeau; the 
National Gallery's Eskimo Art and Canadian Painting. An Exhibition arranged for the 
National Gallery 0/ Art, Washington, D.C.; from the Art Gallery of Toronto and the 
National Gallery Arthur Lismer and Emily Carr: her paintings and sketches. Ottawa 
also sent The Report 0/ the Royal Commission on National Development in the Arts, 
Letters and Science (and the French-language edition) as well as the Royal Commission 
Studies. A selection 0/ essays ... . Periodicals included Arts et pensee (mars-avril 1952) 
and four recent issues of Canadian Art. The books and magazines presented a 
broader picture of Canadian art than might be conveyed by the paintings in the 
Palazzo Centrale. Although there were other exhibition catalogues and historical 
surveys which would have also been appropriate, most conspicuous by their 
absence were Paul Dumas' Lyman; Maurice Gagnon's Peinture moderne, and Sur un 
etat actuel de la peinture canadienne. Also omitted, but not surprisingly, was a copy 
of Borduas' Rifus global which might have been just too hot for the Department 
of External Affairs to handle. 

McCurry's other responsibility to the Biennale, in addition to attending the 
June 14 opening ceremonies with Pierre Dupuy, the recently appointed Canadian 
Ambassador to Italy, was as a member of the International Committee for Prizes. 
The committee was composed of national commissioners who were in Venice on 
11 June for the deliberations. 103 Although the Biennale Archives contain the jury 
voting records, there is no indication of McCurry's preferences. First prize for a 
foreign painter was awarded to Raoul Dufy; Alexander Calder won for foreign 
sculpture; first prize to an Italian sculptor went to Mario Marini and the first prize 
for Italian painting was shared by Bruno Cassinari and Bruno Saetti.lo4 What did 
remain as a lasting record of the Canadian participation at the Biennale were texts 
by the National Gallery and the critical appreciation of Canada's first "projection 
abroad" at the Venice Biennale. 

The first half of Hubbard's unsigned two-page introduction for the 
"Canada" section of the Biennale general catalogue begins with an unabashed 
tribute to the National Gallery, "an advocate of the interchange of art exhibitions 
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between countries to promote international understanding."105 The justification 
for the Gallery's self-testimonial is that: "A young nation is sensitive to what is 
said of her abroad and thus the development of painting in Canada has been affec
ted by the reactions to successive exhibitions abroad." This misleading and unfor
tunate statement is then followed by a selective history of Canadian participation 
at international art exhibitions (or more correctly, many of the National Gallery 
presentations abroad). Several lines of the short text are inappropriately given over 
to the accomplishment of the Group of Seven in the context of the mid-1920s 
Wembly exhibitions, where they received an "enthusiastic reception in compar
ison to the "public indifference and hostility at home." Canadian showings at 
Paris in 1927, the Tate in 1938 and at Washington in 1950 were also seen as a 
success because they gave "our artists a new confidence." The text, so far, has thus 
invented a tradition for Canada in the international arena which is not only 
exaggerated, but more importantly, has the rather provincial tone of positioning 
Canadian art (and artists) in a passive rather than active role. In contrast with 
another first-time participating nation, Cuba devoted the first half of its Biennale 
catalogue essay to describing the achievement of her artists. While this may also 
be seen as a form of (the expected) self-congratulations on such an occasion, at least 
the emphasis was placed on their fourteen artists rather than the organizers of the 
presentation. 

Hubbard's next and shorter paragraph finally, if summarily, deals with the 
artists: Carr "provides the link ... with the 'national' landscape movement, for she 
began her most characteristic work only after contact with the Group of Seven in 
1927."106 Milne, who apparently did not need such rescuing, was "the lone rep
resentative of the gentler mode at a time when the austere held the imagination 
of our painters." (fig.10) . In contrast, Roberts and Pellan were allotted two sen
tences each (rather than just one) and were "vital forces in Canadian art today." 
Roberts reflected "the contemporary search for monumentality and formal har
mony" and his works "convey a poetic truth about what is still in many respects 
a solemn land." IfHubbard was referring to Roberts' landscape painting, this may 
have been somewhat confusing to the viewer as only two of his works in Venice 
were landscapes. Pellan, on the other hand, "brought the {clat, the joy, the violence 
and clash of the Ecole de Paris into Canada and made them factors in present 
developments through the sheer force of a vigorous personality." The description, 
which does not explain "present developments," is much like the rest of the text 
on the artists in its avoidance of contextual references. With the exception of Carr, 
the first part of the essay also had little relevance to the discussion of the artists. 
The final lines of the piece express the National Gallery's gratitude to the insti
tutional lenders, then to Douglas Duncan and Lawren Harris, and lastly, "the 
artists themselves who have collaborated in assembling this exhibition;" a 
sequence that betrays the Gallery's priorities. Although Hubbard's enthusiasm 
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!'K 10 Dnld MII~, Snow in Bethlehem 11 
(First Snow), 1941, "'ll[erroiour, W lIt)6 cm, 
Galkry of Om.no, (Photo: AGO) 

and supJXlrt for Canadian art IS undeniable, it is difficuh [0 understand the amb.· 
guny of the text, ItS me1evance to [he PICtures presented and Its defensive am· 
tude. If his intentions are still unclear today, it is impossible [Q comprehend what 
it would signify to the readers of the Italian caralogue in 19:52.\O~ 

Hubbard wrote a much lengthier article for the official magazine, La 
Blfflna/t di Vfflt%la. RII'illa himtilra/t fit//' E,,1t dtl/a Biml'kl/t, where it was accom· 
panied by reproductions of Roberts, Milne and Pellan works.l08 (Carr's BINndtn 
HarhQllr was reproduced in (he general catalogue.) TIlls text also begins by citing 
the Ndtional Gallery but now in a more appropriate manner. He states that the 
an is[S were chosen as "representative of the several Important trends of (he con· 
temporary period," hur without further elaboration. The next paragraph is brief, 
and a SImilarly elliptical discussion of Canadian painting in the 1920$ (hur nor 
much later), whi(h reinforces the invented homogeneity of [he COUntry's an and 
"the growth of a Canaclian tradition." Nevertheless, "our art did not become rec· 
ognizably Canadian until the period of the First World War. a time which saw a 
genernl wash of national feeling sweep across rhe country. Canadian artists then 
loudly declared their mdependence of foreign styles. n After defining the visual. 
lurlon of our supposedly uniform, "highly distinctive landscape,n Hubbard [hen 
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introduces what will be the leit-motiJ of the rest of the article by stating that while 
"the resulting style has its own character," it was "inevitably bore affinities to var
ious European movements." Ironically, the Group of Seven was originally intro
duced as exemplary of a "national" movement, independent of "foreign styles;" 
but by the end of the paragraph, their "contribution" is one of international 
modernity. 

From there, Hubbard proceeds with biographical entries on each artist, 
amplifying some of the material in the Biennale catalogue. Carr is still "inspired 
by the vigorous landscapes" of the Group but she is credited with developing "an 
intensely personal style." In light of Hubbard's projection of the international 
associations in the work of the others, it is ironic that he does not mention her 
European training and interest in American art. Milne "is a completely different 
sort" from the Group and the other "national' painters." He too is credited with 
an "extremely personal style," and mention is made of his participation in the' 
Armory show and that he "worked ... in the woods ... of the United States." There 
is, however, no hint of the length and importance of his American career. The dis
cussion on Roberts begins with an irrelevant reference to "a family which pro
duced a well-known Canadian nature poet."109 His work, "in spite of' the fact 
that he studied in North America and lived in Canada, has the necessary qualities 
for an international presentation as it "shows some natural and inevitable sympa
thies with certain aspects of Picasso and other European painters." Hubbard ends 
his discussion with the inexplicably condescending statement that Roberts 
"shows a rare insight into those solitudes of the soul which some sensitive persons 
may still feel in spite of the rapidly growing public interest in the arts." Pellan is 
once again discussed in the most energetic vocabulary, with references to Paris 
where he became "associated with Picasso, Leger, Miro and Max Ernst" and was 
introduced to the poetry of Paul Eluard. But he too is cast as a victim: "As a 
muralist he is, however, still ftustrated in a country which has not as yet devel
oped any great need for this branch of art." 

The piece culminates with the inference that Canadian art has a greater 
diversity than is suggested by the current presentation, by referring to future pre
sentations of "others of our leading painters: Morrice; the Group of Seven and 
their followers; the present-day automatistes, abstractionists, genre painters and 
the 'introspective' painters of human sympathy." In the same tone of self-depre
cating passivity used in the Biennale catalogue, the piece concludes with the state
ment that "Canada is glad to submit her art to international inspection and wel
comes the stimulating effects of criticism." It is clearly the intention of the texts 
sent from the National Gallery to cast a particularly modest image of Canadian 
art and its grateful pride in being included in such an illustrious international 
exhibition. Nevertheless, the authoritative voice of the National Gallery in the 
general catalogue suggests that its consttuction of Canadian culture outweighs the 
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individual contributions of the artists. Hubbard's text in La Biennale magazine is 
more sympathetic, but its twists and turns which attempt to position Canada in 
an international context are of little service to the artists, let alone the aesthetic 
ambitions of the country. 

Because of Donald Buchanan's involvement with the Canadian presentation 
at the Biennale, his article "The Biennale of Venice Welcomes Canada" in 
Canadian Art can also be considered as a "National Gallery" text. 110 However, as 
it was aimed at a Canadian audience, the emphasis is on the recent history of the 
Biennale. The Canadian painters are mentioned en passant and their names are only 
cited in the second to last paragraph of the article, although a work by each is gen
erously reproduced. As has come to be expected, more attention is given to the 
organizers but with the assurance that the selection of artists "was no easy task for 
the National Gallery," and that: "Great care was taken to obtain choice examples, 
both from public and private collections. Included are several, owned privately, 
which have never been shown in public before." The fact that his own Milne was 
included and that a significant proportion of works came from the National 
Gallery was not mentioned.l ll 

The Canadian Ambassador to Italy, Pierre Dupuy wrote a confidential 
report on the Biennale intended for an exclusive audience in Ottawa.112 More than 
half the items in his text were dedicated to a general condemnation of interna
tional modern art, although he conceded that a few of the historical shows "con
tribute in restoring the visitor's mental balance." This statement was preceded by 
a diatribe against the Russian Pavilion itself (since the Soviets did not present any 
art in 1952), and against all Communist artists and the "scores of paintings 
[which} are definitely anti-capitalist, and a few anti-American." In addition, both 
Alexander Calder, the winner of the international prize for sculpture and the 
Graham Sutherland retrospective were severly chastized by Dupuy. 
Nevertheless, he reported that "the Canadian paintings do present an honest 
though limited, cross-section of out national artistic development [and} Emily 
Carr dominated the team .... Port of Blunden .... is the best piece for its sobriety 
and decorative value."1l3 Dupuy totally ignored David Milne; and Roberts' "por
trait of a nude woman [was} much too soapy, but I must admit not worse than 
most of the human figures one can see hanging on the walls or standing as sculp
tures on the floor.1l4 Not surprisingly, Dupuy had the most to say on Pellan's 
"abstract exhibits," (fig.ll) although even he did not get off lightly: 
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They pay credit' to the 'non-figurative' group in Canada. Compared with 
paintings of similar tendency from other countries, Pellan's pieces appear 
quite superior in colour, design and cheerfulness. The pity is that he has 
become the prisoner of his own formula. What was justifiable and acceptable 
as research and boldness some twenty years ago is now losing part of its inter
est through repetition. This is no longer vanguard, but rear-guard action. In 



fiI. 11 Alfred 
Pdlan, us iles de 
I. nuit, ICH4,o.1 
.nd Inlc on board, 
116.89(m, 
Un.Vt'I"SIf\! ~ 
Monu6Ll. (Photo: 
the IUlhor) 

my opinion, Pcllan should be given a chance of commg to Europe 'iOOn in 

order to discover by hLmSt'lf that the pendulum is sWLtchmg back to namre. 
Dupuy concluded his report fO [he government by suggesting that "a few sculprures 
should have betn mcluded .... and would nave gIVen a more complete knowledge 
of Canadian rut," although he gives no hints on what should h.-wc been chosen. 

Eric NewtOn's article "Canada's Place in the 1952 Biennale as Viewed by an 
English Critic" in Cal/odian Art rook a more distanced view.tt' Newton had given 
a National Gallery-sponsored leCture tour across Canada in 1937 and would do so 
again m 1953.116 He had also written the "Forward " to Buchanan's 1950 publi
cation, TIN Growth of Canoditl1l Painting. In his short essay Ln Ca"adlan Art, 
Newton easily positioned Roberts and Pellan in the international context: "it 
would not surprise me had I come across Roberts in the French Pavilion or Pellan 
In any of the rooms given to Latin America." Howe,·er, while Pellan had "inher-
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/I,. 12 Goodndge Roberu. Land5Cape near Uke Orford. 
19·n , "Watercolour,)4 x 75 cm, Natlonai Galltry 
of Canada (Phoro: NGC) 

!led the languagl! elaborated by modl!m abstract anisrs all ov~r Europe and 
America ... his formal d6ign lacks the power and (he confidl!nc~ [hat one finds 
In. [EmlilO} Vedova, or [Haos] Hanung.~ R~ns was ~a superlative painter, 
an exponl!nt of what the F~nch ... ca1lia k/lt PttntlllT,~ which is ~a gift that is rare 
in Canada. ~ (fig.12) However, it ~C~ (0 be ~markable in the Venenan 
Biennale~ bttau.se of rhe widespread influence of rhe ~ole de Paris throughout 
Europe. Mllne, whose work he had first seen in the mid-1930s, had MOO countl!r
pan" although "his is a small but exqu.isi[e talent," which nevenheless, gave "an 
anstocratlc (Ouch to a room that otherwise lacks arisrocracy." 

Nf!Wton was most effu.sive about Carr, perhaps because of their long associ
ation and hIS acknowledged familiarity with her work compared to that of 
Robf!ns and Pellan. 1l7 He had begun his remarks on the Canadian presentation 
by suggesting that "nations tend to be submerged under (he personaliti6 of cer
tain dis(ingUJshed artists who mayor may not be characteristic of the countries to 
whIch they belong," makmg It "unrmsonable to try to discover natIonal charac
teristics." However, he cited Emily Can as an example of one of the Mg~( aniscs M 

who lived m a place that "provided aacdy the right environment for bnngmg Out 
all that was best 10 thl! artist. H H is most noced comment seems to havl! been his 
belief that she "mIght have well have filled me whole Canadian room with a one
man {Jid show." Agrttlng with Newton's article, AY. Jackson later wrote to 
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McCurry stating that "if our whole exhibition had been devoted to Emily Carr it 
would have been more effective." McCurry concurred but correctly acknowledged 
that "there would have been a howl in Canada." He then cut the discussion short 
by raising the question of Canada having its own pavillion.1l8 It is not surprising 
that even at this late date, McCurry and Jackson would continue to privilege Carr 
as the paradigm of modern Canadian painting. Such nostalgia for the past is evi
dent in Canada's essay in the Biennale catalogue and the Rivista, as well as posi
tioning Carr in the context of the Group of Seven. Again, McCurry's understan
ding of the significance of Venice was not as a site for encouraging the new nar
ratives of Canadian art, bur for the presentation of a type of official state culture. 
The enthusiasm for Emily Carr in Canada seems, however, to be limited to the cir
cle around the National Gallery.1l9 The few reviews in Canada of its participation 
at the 25th. Biennale did not go much beyond reporting the names of the artists 
and acknowledging that Venice bestowed a certain prestige to Canadian art and 
especially to the National Gallery. This lack of attention may simply be the result 
of general disinterest in an event that was happening far away and would welcome 
few Canadian visitors. The foreign press showed no greater enthusiasm. 

Those few European periodicals and newspapers which cited Canada in their 
coverage of the Biennale usually only mentioned that it was the country's first 
appearance in Venice. 120 Attilo Podesta, in the periodical Emporium, noted that the 
contribution by Canada "includes two older painters, more specifically represen
tative of a Canadian art - Emily Carr, who died in 1945 and David Milne; the 
two who are more noticeably representative of 'contemporary research' are 
Goodridge Roberts and Alfred Pellan, inspired by Klee."121 Piero Scarpa, in 
Rome's It Messaggero del Lunedi, wrote that Canada and other "small" countries 
were "of little interest because the documentation was so fragmentary."122 The 
critic Lionello Venturi in his well-known article in Commentari stated that "the 
1952 Biennale is better than the preceding ones in the presentation ofItalian art 
and worse in terms of foreign art." Canada was not mentioned at all, presumably 
because the "invited foreign presentations in the Italian Pavilion would only be 
worth considering if they reached a reasonable artistic level."123 Robert Vrinat, in 
La Vie lntellectuelle, in an essay on the human spirit in contemporary figuration, 
abstract interpretation and non-figuration, dismissed Canada in a single sentence: 
"Le Canada est un pays a paysage."124 The Quebec writer, Claude Picher, who 
argued strongly against Montreal non-representational art and the "universality" 
of modernism, quoted an unidentified French critic on the Biennale to help plead 
his own case: "The painters of Canada seem to wish to abolish all national charac
ter from their works and are content, for the most part to tag behind French con
temporary art."125 

One relatively lengthy mention of Canada did take a more positive 
approach. Marcello Venturoli, who would win the 1952 Biennale prize for the 
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best critical essays in an Italian periodical, wrote: 
The section from Canada presents four painters in all. The best is without 
doubt Alfred Pellan who shows five 'abstract' pieces, very sure and recogniz
able. Through the subtlety of the undercolour, which always functions ton~ 
ally, [through] the tendency to create from pure symbols, allusion, and 
almost episodic description, [and by} the superimposition on the ground of 
scarcely accented 'strip-like figures,' the art of Pellan, especially in Iles de la 

nuit, puts us in mind of our own [Giulio} Turcato. David Milne demonstrates 
finesse and poetry in First Snow (oh, that church as if seen from the air, those 
snow flakes designed ... with a compass!). Emily Carr in her four works, does 
not yet reveal maturity even though the artist's impassioned search is moving. 
(See Indian Church). Goodridge Roberts is preferable in The Sandpit - painted 
very freely - and in Landscape near Lake Orford, the most solid among his 
works.l26 

The "effects of criticism," were probably not as positively "stimulating" as the 
National Gallery might have wished. Nevertheless, by the time the Biennale 
closed the Giardini gates in October, plans were already afoot for Canada "to sub
mit her art to international inspection" at Venice in 1954. 

The 1952 Biennale di Venezia clearly defined the ambitions of its renewed 
mandate: "Continuing the programme of the last two exhibitions, the XXVI 
Biennale will bring together the most valued and significant expressions of con
temporary art, both Italian and foreign." Twenty-six nations were represented and 
fourteen special historical and retrospective exhibitions were also organized. 
Canada's presentation, however, caused little stir in Venice or at home. In retro
spect, the importance of Canada's participation in the Biennale lies in the place it 
assumed in the chronology of Canadian art history: the first significant appearance 
on the world stage of contemporary art. In this light, the National Gallery's pre
sentation may be seen as an example of aggiornamento, a catching-up to establish 
Canadian modern art in the international arena. The exhibition is also important 
for the part it played in the narrative of the making of a modern nation. Canada's 
presence in Venice was a reflection of the growing confidence of the country as it 
assumed a role in international political affairs. The· exhibition was also a visual 
manifestation of the aims of the Massey Commission; it indeed functioned as an 
exemplary instrument for "the projection of Canada abroad." Whether the 
National Gallery's presentation described the "most valuable and significant 
expressions" of the country's art community is open to debate; that it fully par
ticipated in the construction of an exportable national cultural identity is not. 

SANDRA PAIKOWSKY 
Department of Art History 
Concordia University 
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Notes 

Report of the Royal Commission on National Development in the Arts, Letters and Sciences 1949-
1951 (Ottawa: Edmond Cloutier, 1951), Chapter XVII, Item no. 2, p.253; hereafter referred to as the 
Report. 

2 The National Gallery would continue to be responsible for the Biennale up to and inclu
ding the 1986 presentation. After that, Canada's representation would be organized by different cura
tors and institutions. 

3 For detailed histories of the Venice Biennale and discussion of the administrators, com
mittees, individual artists, group exhibitions, prize winners etc. see in particular: Paolo RIZZl and 
Enzo DI MARTINO, Storia della Biennale 1895-1982 (Milan: Electa, 1952) and Dario VEN
TIMIGLIA et al., La Biennale di Venezia. Le Esposizioni Internazionali d'Arte 1895-1995 (Venice/Milan: 
La Biennale di Venezia,1996). Philip RYLANDS and Enzo DI MARTINO, Flying the Flag for Art. 
The United States and the Venice Biennale 1895-1991 (Richmond, Va.: Wyldbore and Wolferstan, 1993) 
also includes appendices of events, prizes and statistical compilations of all nations. During the early 
years, the Biennale was known as L'Esposizione Internazionali d'Arte della Citta di Venezia; in 1930 
the name was changed to Esposizione Biennale d'Arce. In this paper it will be referred to as La 
Biennale di Venezia which was the official name of the administration structure. 

4 The most insightful English-language appreciation of the Biennale is still Lawrence 
ALLOW AY, The Venice Biennale 1895-1968. Prom Salon to Goldfish Bowl (Greenwich, Conn.: The New 
York Graphic Society, 1968). 

5 In 1903 Morrice submitted two works to the jury for presentation at the Biennale in the 
Sala Internazionale, Altre nazionale. They were listed in the Biennale's general catalogue as no. 36 La 
Spaggia di S. Malo and no. 37 L'autunnoa Parigi. Morrice was invited to return in 1905 and bypassed 
the jury. The works are identified in the general catalogue as Sulla spaggia and Regate a S. Malo. In 
both catalogues he is identified as "Morrice William {sic] lames, Montreal (Canada)" and cited as liv
ing in Paris. The documents relating to Morrice's participation are found in Vol. 55 (1903) and 56 
(1905), Archivio Storico delle Arti Contemporanee della Biennale di Venezia (ASAC), Ca Corner della 
Regina, Venice. In 1958 a special tribute exhibition of Morrice's work was presented in the newly
constructed Canadian Pavilion. 

6 In 1897 lames Kerr-Lawson exhibited no. 24 Pisherman's Daughter and no. 25 In Granada 
(my translation). In the brief biographical information he ptovided for the general catalogue on p.83, 
he identifies himself as a Scot and does not mention his early years in Canada; as well, his works were 
exhibited in Sala R - Scozia (Scotland). His participation at Venice is not mentioned in Robert 
LAMB'sjames Kerr-Lawson. A Canadian Abroad (Windsor, Ont.: Art Gallery of Windsor, 1983). 

7 The Film Festival was presented in 1946; it had begun in 1932 as the Moma 
Internazionali d'Arte Cinematografica. It should be noted that in the 1930s the exhibition policy of 
the Biennale expanded to include the decorative arts and in particular (but not surprisingly), glass. 

8 The stalwarts of the Biennale throughout its history and despite the wars, included 
Austria, Belgium, Denmark, France, Germany, Great Britain, Holland, Hungary, Spain, Switzerland, 
the United States of America and to a lesser extent, the USSR. For a detail~d record of the participa
tion of all nations (despite some errors in the overall tallies), see RYLANDS and DI MARTINO, 
Appendix XI, 361-65. 

9 Rodolfo PALLUCCHINI, "The world's art at Venice," Art News 7, no. 5 (September 
1948): 20-24, 53. Pallucchini made similar statements on the 1948 Biennale in various interna
tional art publications as well as in material issued from his office in Venice. Pallucchini remained as 
Secretary-General of the Biennale until 1956; among the many accomplishments of his tenure was 
the regular programme of distributing bulletins and press releases to bring international attention to 
the Biennale. 

165 



10 Marcia E. VETROCQ's, ''The Agenda for Abstract Painting in Post-War Italy," Art 
History 12, no. 4 (December 1989): 450. This article (pp.448-71) is an excellent discussion of the crit
ical and aesthetic debates in Italy and the positioning of Italian art in an international context. 
Vetrocq emphasizes that the renewal of art symbolized "the larger crisis of Italian recovery and par
ticipation in the world after 1945," 451. 

11 Peggy Guggenheim moved her collection from New York to Venice in 1947; it was shown 
in the empty Greek Pavilion in 1948 and then travelled to Florence and Milan before being perma
nently installed in her newly-acquired Palazzo Venier dei Leoni in 1949 and opened ro the public 

12 Palluchini's concern for "catching up" was not unlike the more circumscribed aesthetic 
debate in Quebec in the late 1940s on the issue of rattrapage. 

13 In 1948, 1108 artists participated, showing 3065 works of art with 216,471 visitors; in 
1950 while the number of works rose slightly, the numbers of artists and visirors decreased by a lit
tle more than 10%; for statistics on all the Biennales see: RYLANDS and DI MARTINO, Appendix 
VI, 339-41. 

14 ALLOWAY, The Venice Biennale, 141. 

15 The USSR did not participate in the Biennale from 1936 until 1954, while the United 
States was only absent five times from 1895 until the present. . 

16 The term middle power denotes not only a country's political and economic status, but 
also its mediatory role in seeking compromises and formulas for agreement in international conflicts. 
Other middle power countries included Australia, Denmark, the Netherlands, New Zealand, 
Norway, and Sweden. The United Kingdom, France, the United States and the Soviet Union were 
the principal world players until the latter two emerged as the "superpowers" of the Cold War. 

17 St-Laurent was elected Prime Minister in 1948. He had been the Secretary of Foreign 
Affairs in the previous Mackenzie King administration with Pearson as his Under-Secretary. Pearson 
was elected Prime Minister of Canada in 1963. 

18 For a discussion of the concept of pragmatic idealism in terms of Canadian international
ism, see: Costad MELAKOPIDES, Pragmatic Idealism. Canadian Foreign Policy, 1945-1995 (Montreal 
and Kingston: McGill-Queen's University Press, 1995). 

19 Sources on Canada's political foreign policies and activities during the early years of the 
post-war era are almost limitless. R.A. MACKAY, Canadian Foreign Policy 1945-1954. Selected Speeches 
and Documents (Toronto: McClelland and Stewart, 1972), provides an excellent "Introduction" and 
documentary materials. It must also be remembered that Quebec did not necessarily agree with all 
aspects of Ottawa's external policies. 

20 Canada's most decisive political confrontation with Britain came with the Suez Crisis in 
1956 when she abstained from voting in a UN resolution demanding a cease-fire and Anglo-French 
withdrawal. Pearson's creation of a peacekeeping force ro supervise the cessation of hostilities led to 
his receipt of the Nobel Peace Prize in 1957. Although Canada's foreign policies and her attempts at 
mediation between the West and Russia were essential to her international identity, domestic rela
tions with the United. States were her primary preoccupation. 

21 The USSR continued to block Italy's original request for membership in 1947. One on
going problem was the disposal of its former colonies; more important was the question of Trieste 
which was finally returned to Italy in 1954. Nevertheless, Italy was a member of many UN agencies, 
associations and councils before obtaining a seat in the General Assembly. 

22 Di Gaspari visited Ottawa from 15 to 22 Sept. 1951 for a meeting of the North Atlantic 
Council. 

23 For example, in 1949,800 Italians emigrated to Canada, in 1952, 21,000; new arrivals 
were lent $165 each. For a discussion on various aspects (except cultural) of Canada's relationship with 
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Italy at the time, see the swnmacy report "Relations between Canada and Italy," Department of 
External Affairs, 1952, National Archives of Canada (NAC), RG25, Vol. 6526, file 9676-40, pt. 2.1. 
Information on immigration is found in pt 3.2. I wish to thank Ted Kelly of the Department of 
Foreign Affairs and International Relations for his invaluable help in identifying relevant docwnents 
held at the NAC. In 1952, for example, Canada provided major relief aid to victims of the devasta
ting Po Valley flood. 

24 A coherent cultural policy by the Canadian government was eventually formulated in 
1963. The Cultural Affairs Division of the Department of External Affairs was created in 1965. The 
Quebec government, however, had begun to establish external cultural ties with the election of Jean 
Lesage in 1960. For a discussion of exhibitions of Canadian and particularly Quebec art presented out
side of Canada in the 1960s, see France COUTURE, 'Texposition de la modernite artistique, lieu de 
construction de l'identite nationale," RACAR XXI, no. 1-2 (1994): 32-42. 

25 Documents. External Relations.Volwne 16 (1950) ed. Greg Donaghy. (Ottawa: Department 
of Foreign Affairs and International Relations, 1996), 1600-01. Canadian claims against Italy are 
stated in Articles 78-79 of the 1947 Peace Treaty. 

26 In February 1954 a cultural agreement was signed between Canada and Italy to formally 
establish a Canadian Foundation in Rome, headed by the Canadian Ambassador but it was not in 
place until two years later. It was primarily intended to accommodate educational activities. Also in 
1956, the Italian government established an Italian Culture Institute in Montreal. 

27 A. Anderson in a 16 May 1949 memo to G.c. McInness, of External's Information 
Division, expressed his desire to "undertake the responsibility for all matters pertaining to art exhi
bitions." McInness responded the next day, that "art exhibitions should logically come under Cultural 
Relations" but wants to wait until "educational matters" are in order. NAC, RG 25, Vol. 3959, file 
9703-40. 

28 External Affairs' version of the events are in the file cited above. 

29 The unsigned short text was published in External Affairs, Vol. 2., no. 5 (May 1950): 175-
79, the bulletin of the Department of External Affairs. H.O. McCurry, H.H. Southam and R.H. 
Hubbard edited the text before its publication. Undated letter to Graham McInness, Information 
Director, D.E.A. National Gallery of Canada, Archives, National Gallery of Canada fonds, Outside 
ActivitieslOrganizationslDept. of External Affairs, 7.4. E. External send a request for information 
from McCurry on 18 Jan. 1951. Hubbard responded three weeks later. 

30 The Information Division memo was written by J. Seaborn to Anderson, 3 Feb. 1950 but 
Anderson replied that a letter should not be sent to the Gallery questioning the quantity and qual
ity of their exhibitions abroad. 

31 An invaluable listing of exhibitions associated with the NGC can be found in Gary 
MAINPRIZE, "The National Gallery of Canada: A Hundred Years of Exhibitions. List and Index," 
RACAR Xl, nos. 1-2, (1984): 3-78. 

32 In addition to the nwnerous commentaries on the recommendations and implications of 
the Massey Commission published in the early 1950s and later, see also Paul UTI, The Musl:f, the 
Massl:f and the Massry Commission (Toronto: Univ. of Toronto Press, 1959). 

33 Massey Report, Part I, Section IV, "Scholarship Science and the Arts;" Section XV, "The Artist 
and the Writer," sub section "Painting. The Problems of the Canadian Painter," item no. 20,210. 

34 Report, subsection "Contemporary Tendencies in Canadian Painting," item no. 11, 207. 
This comment was made in relation to "the success ofPellan's exhibition in Paris before the war and 
of recent exhibitions of Robert LaPalme in Rome and in Paris." 

35 Report, Section V, "Cultural Relations Abroad," Chapter XVII, "The Projection of Canada 
Abroad," item no. 3, 254. Presentations of Canadian art were most frequently seen in the United 
States and to a lesser extent in London and Paris. 
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36 The artists represented in the first Sao Paulo biennial were Leon Bellefleur, B.C. Binning, 
Molly Bobak, P.-E. Borduas, Pierre de Ligny Boudreau, Fritz Brandtner, Paraskeva Clark, Stanley 
Cosgrove, Albert Dumouchel, 1.1. FitzGerald, Lillian Freiman, A.Y Jackson, Arthur Lismer, Henri 
Masson, David Milne, Will Ogilvie, J.-P. Riopelle, Goodridge Roberts, Carl Schaefer, Marian ScotC 
and Jacques de Tonnancour. The Sao Paulo biennials did not have the cachet of the Venice shows, as 
they were located in "a less accessible place" and were known more "though its catalogues than on
site visits," ALLOWAY, 15. Exhibitions of Canadian art had been presented in Brazil in the late 
1940s with the assistance of the National Gallery. Jean Desy, who would become Canada's represen
tative in Rome had been the Ambassador to Brazil. 

37 Report, Part 11, Chapter XXIV, "Information Abroad," subsection "Cultural Exchanges," 
item no. 2, 365. The letter was sent on 25 April 1949. This statement is followed by the recom
mendation that "one Council assume the primary responsibility for such official aid and counte
nance;" this would eventually evolve as the Canada Council. That it was suggested that the Council 
be based on British models reflects Massey's anglocentrism, which was not necessarily typical of 
Canada's foreign policies. 

38 Ibid. "Introduction," item no. 13,275. 

39 Report. See note 12, item no. 24, 211. 

40 Report, Part 11, Chapter XX, "Other Federal Institutions," subsection "The National 
Gallery," item no. 5a, 315. 

41 The budget, including funds for acquisitions for 1950-51 was $260,770; in the ten pre
ceding years it had a total annual average of $90,000. For discussion on the Gallery in this period, 
see Jean Sutherland BOGGS, The National Gallery 0/ Canada (Toronto: Oxford Univ. Press, 1971), 
esp. Chapter 6. 

42 Report. See note 14, subsection "Cultural Activities of Commonwealth and Foreign 
Countries," item no. 29, 263. In the Report, the Commission acknowledged chat the division 
between information and cultural exchanges was not clearly drawn. External Affairs did purchase a 
limited number of silk-screen reproductions of Canadian paintings from the National Gallery for dis
tribution in its missions and other venues abroad. The silk-screen programme is discussed by]oyce 
ZEMANS in vol. XVIl2 (1995) and vol. XIX/I (1998) of TheJournal o/Canadian Art History/Annales 
d'histoire de I'art canadien. 

43 By 1950, Canada had forty-five diplomatic and consular offices in thirty-four countries as 
well as trade commissions in nineteen cities without diplomats or consuls. Government information 
and cultural services were the responsibility of the Information Division of the Department of 
External Affairs, which published its monthly Bulletin for national and international distribution. 

44 Financing of the one-year award came from Government of Canada Blocked Funds for 
France and the Netherlands and was administered by the Royal Society. Blocked funds in Italy would 
be used for the construction of the Canadian Pavilion at the Venice Biennale in 1958. Other "art" 
grantees in 1952 were Jack Humphrey and Clair Bice (for museum studies); Stanley Cosgrove, Robert 
LaPalme arid Louis Archambault in 1953. The regulations stated that applicants had to be over thirty
years old and "must have already attained distinction in their fields. No formal academic course need 
be followed bur applicants must submit a definite plan of study." 

45 The National Gallery Archives, National Gallery Fonds, Box-5.4-B "Canadian 
Exhibitions/Foreign, Biennale (Venice) 1952," files 1 and 2 are the principal source of primary mate
rials on the Canadian participation in Venice. I wish to thank Cyndie Campbell, the Gallery 
Archivist, for her devoted assistance in this project. The second source of documents are the files at 
the Archivio Storico delle Arti Contemporanee della Biennale di Venezia (ASAC), Venice. Material 
relating to the Canadian participation is found in Serie Paesi. 1940-1968.8. "Canada 1952-1963." 
Other materials relating to the administration of the 1952 event are found in box numbers 38-44, 
159-62, among others. I wish to thank Daniela Ducceschi for her assistance at the Biennale Archives. 
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In many cases, the same materials are found in both archives and unless otherwise indi
cated, the documents at the National Gallery may be assumed to be the source of the information 
cited for the correspondence between Venice and Ottawa. Most of the letters from the National 
Gallery to the administration of the Biennale were translated into Italian on their receipt in Venice. 
Letters from the Biennale to the National Gallery were written in English. 

Pallucchini's name should have been known to McCurry as the Gallery had been receiv
ing publicity materials from him and the Committee for tpe XXV since 1949. As well, the Gallery 
had agreed to distribute leaflets for the poster competition of the 1950 Biennale at the request of 
Mario di Stefano, the Italian Ambassador in Ottawa. 

46 The date of Buchanan's visit was noted on a translated copy of McCurry letter in Venice: 
"gia veniva domenica 20 agosto e parlato con M. Pall. [Maestro Pallucchini}." 

47 The office of the Industrial Design Section of the National Gallery was established in 1947 
and was formalized by a by-law to the National Gallery Act at the 21 March 1950 meeting of the 
NGC Board of Trustees when Buchanan was named Chief of Section. While aspects of Buchanan's 
varied career have been studied, there is as yet no full analysis of his activities. 

48 Italian and English versions of the 1952 Biennale regulations can be found in the NGC 
Archives and were supposed to be sent to the participating attists as well. Information regarding for
eign participation (items 13 to 19) reiterates the established protocol for dealing with foreign coun
tries in their own pavilions or within the Italian pavilion. Furthermore the "governments of all 
nations taking part ... will appoint their own commissioner, who will superintend the preparation of 
his particular exhibition" and will be responsible for supplying information on each work, biograph
ical information and "a selection of photographs of the works of art that will be exhibited." As well, 
the participating nation was responsible for "a short preface to the section concerned ... which will be 
included in the official catalogue." The Commissioners were "guests of the Biennial for the period in 
which the International Jury is sitting for the awarding of the prizes." 

49 Pere Couturier was well-known in Quebec for his organization of exhibitions of l'art 
vivant; see Monique BRUNET-WEINMANN, "Le Pere Couturier a Quebec (1940-41), RACAR 14 
(1987):151-8 and Franl;ois-Marc GAGNON, Chronique du movement automatiste quebecois 1941-1954 
(Montreal: Lanctot Editeur, 1998) as well as in Gagnon's monographs on Borduas. 

50 Couturier also arranged an appointment for Buchanan with Henri Matisse (who Buchanan 
had met years earlier when researching his monograph on Morrice.) As a result, the National Gallery 
purchased Matisse's Nu sur un canape jaune which according to Matisse was a suitable acquisition for 
Canada as it was "nothing too shocking." For a discussion of his meeting with Matisse, see Donald 
BUCHANAN, "Interview in Montparnasse," Canadian Art VIII, no. 2 (Christmas-New Year 1950-
1951): 61-65. There is no mention in the article of his visit to Venice during the same trip. 

51 NGC Board of Trustees, "Minutes of Meetings, March 21, 1950-0ct. 15-16, 1952," file 
9.21 B, June 1, 1951 In the regulations of the Venice Biennale, there were never guidelines con
cerning the time-span appropriate to "contemporary." This was also the case in the early yeats when 
Morrice participated, but at that time any work which had been exhibited in Italy during the pre
vious twelve months could not be displayed at the Biennale. 

52 McCurry to Pallucchini, 7 June 1951. 

53 NGC Board of Trustees, "Minutes ... ," 2 Oct. 1951. 

54 Buchanan to Pallucchini. In the Biennale Archives there are two copies of the letter, one 
dated 29 Oct. on NGC Industrial Design Information Services letterhead and another dated 30 Oct. 
on Office of the Director, NGC stationary, which may have been slightly confusing. 

55 Pallucchini to Buchanan, 18 Nov. 1951. 

56 Garneau to Desy, 23 Nov. 1951. In a "Note to File," written by S.A. Freifield, 22 Nov. 
srates that External had received a telephone call from McCurry regarding Pallucchini's letter and 
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"Mr. Garneau can find no record of the invitation in Information Division and is checking with 
European." NAC, RG25, Vo!. 4434, file 9703-AJ-40. Other correspondence cited here by External 
Affairs regarding the invitation is found in this file. 

57 Archibald Day, Information Division, Dept. of External Affairs to McCurry, 29 Nov. 1951, 
enclosing the letter from Ponti. A copy of the letter is found in the NAC and NGC files. 

58 McCurry to Day, 3 (?)Dec. 1951. 

59 McCurry's rapid response of 3 December was followed by a more formal letter to 
Pallucchini on 15 December asking for the number of rooms assigned to Canada "so that we can make 
the selection fit the space available." 

60 Day, (as) Acting Under-Secretary of State for External Affairs to the Canadian Embassy, 
Rome, 5 Dec. 1951. 

61 Ponti's 9 Oct. 1951 letter to Desy notes that he had "been told last summer, through a 
letter from the National Gallery of Canada and a meeting with Mr. Donald Buchanan of the desire 
of Canadian artists to be represented" at the next Biennale. 

62 The administration of the Biennale was an autonomous organization (Ente autonomo). 
The principle responsibilities fell on Rodolfo Pallucchini as Secretary-General of the Biennale. Its 
President, the Hon. Prof. Giovanni Ponti played a more official than active role. An abbreviated sum
mary of its committee structure is as follows: the Administrative Council consisted of the President 
and six councillors, including the Mayor of Venice, representatives of the Italian government, the 
Province of Venice and the Presidents of the Accademia di Belle Arti of Rome and Venice; the 
Executive Committee of eleven members, included Pallucchini and artists, art writers, and national 
union representatives. There was also the XXVI Biennale International Committee of Experts inclu
ding six Italian art historians and one art authority each from Austria, France, Belgium, Germany, 
Switzerland, Great Britain, Holland and the United States. Finally there were the commissioners for 
each national pavilion and each country showing in the Central Pavilion; as well as commissioners for 
the Decorative Arts Pavilion and for the various special exhibitions (historical and contemporary). 
The 1952 International Jury for Prizes, presided over by Pallucchini, included seventeen commis
sioners as well as representatives from the Administrative Council of the Biennale and the 
International Committee of Experts. 

63 ASAC, Box 62, "Minutes of the Meeting of the Administrative Council, Venice," 23-24 
June 1951. All translations from Italian of ASAC documents are by the author. 

64 Ibid, "Minutes" of the 15 November meeting in Rome. The Council stated that countries 
without their own pavilions requiring space in the Central Pavilion had until 20 December to 
announce their participation. The other countries at this point were Australia, Japan, Cuba and 
Uruguay. Some nations, like Canada, would use the Palazzo Centrale for a few years before con
structing their own pavilions. 

65 ASAC. Box 42 - II. Verbali, "Summary of Minutes of the First Session of the Executive 
Council," 3 Dec. 1951. Much of the discussion was given over to the planning ofan exhibition in the 
Palazzo Centrale (also referred to as the Italian Pavilion) showing the work of senior Italian artists, 
another for the younger generation as well as a special "anthology" show ofItalian contemporary art. 
The list of participants would change with each subsequent meeting of the Executive. Another major 
concern was how to include the work of Italian artists who were traditionally ignored because their 
work fell outside of mainstream modern movements. The Council decided that only a limited num
ber of invitations be extended to the artists and that there was great need for a rigorous selection com
mittee which "could act fairly." 

66 Pallucchini to McCurry, 8 Feb. 1952; he enclosed a small drawing of Sala XXXVII, a 
square room of 26.80 metres of running space. 
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67 For a discussion of the 1954 Canadian participation, see GAGNON, Chronique, 928-44; 
also see the NGC Archives. Binning was very surprised that he had been selected. 

68 It should be kept in mind that a concern for regional (or gender) representation was not a 
factor at this time. However, Borduas was certainly better known outside of Quebec than Pellan. For 
a recent study on Pellan, see Michel MARTIN, et al., Alfred Pellan (Montreal and Quebec: Musee d' art 
contemporain de Montreal and Musee du Quebec, 1993). 

69 Pallucchini to James Thrall Soby, Curator of the Dept. of Painting and Sculpture, 
Museum of Modern Art, New York, 22 Sept. 1951. ASAC, Box 38. There is no evidence of a simi
lar letter being sent to McCurry. After the XXVI Biennale opened, there was public discussion that 
Surrealism would be theme in 1954. 

70 The others were Borduas, Binning, Stanley Cosgrove, R. York Wilson and Marthe Rankin. 
The exhibition was considered as important to the United States as the Biennale was to Europe. From 
16 Oct.-14 Dec.,1952, twenty-three nations participated with 257 artists; one-third of the exhibi
tion was devoted to American painting and the show travelled to San Francisco the following 
February. 

71 A discussion of Japan's first participation in the Biennale in 1952 is found in The Venice 
Biennale. Forty Years of Japanese Participation, by various authors (Tokyo: The Japan Foundation, 1995). 
The choice of painters and pictures was made by a committee of artists and critics representing vari
ous art societies and the exhibition was sponsored by the Yomiuri newspapers. The eleven artists in 
the Palazzo Centrale included Ryzuzburo Umehara, who was also the reporter for Yomiuri in Italy 
and France. Japan would construct its own pavilion in 1956, two years before Canada. 

72 The history of the American participation is described in RYLANDS and pI MARTINO, 
Flying the Flag .... In 1952 the United States held four solo shows in the four rooms of its pavilion
Alexander Calder, Stuart Davis, Edward Hopper and Yasuo Kuniyoshi, a much less exuberant choice 
than in 1950 with Gorky, Pollock and de Kooning, among others. The American Federation of Arts, 
selected the artists and arranged for the individual curators at the request of David Finley, Director 
of the National Gallery of Art in Washington and chairman of the National Commission of Fine Arts. 
Finley served as Commissioner; James Johnson Sweeney of the Metropolitan was Curator of the 
Pavilion and the Calder room. Other curators were Andrew Ritchie of Mo MA (Davis); Hermon More 
of the Whitney (Hopper) and John 1. H. Baur from the Brooklyn Museum (Kuniyoshi). The Pavilion 
was owned by Grand Central Galleries in New York but sold to MoMA in 1954. 

73 There were two major exhibitions in the British Pavilion: retrospectives of work by 
Graham Sutherland and Edward Wadsworth and "New Aspects of British Sculpture" including nine 
artists. Herbert Read was the Commissioner; the selection committee comprised Herbert Read, 
Philip Hendy, John Rothenstein and Lilian Somerville, Head of the Fine Art Department of the 
British Council. Sophie BOWNESS' Britain at the Venice Biennale 1895-1955 (London: British 
Council, 1995) focuses more on the early years of British participation but does provide summary 
notes on the 1952 showing. A discussion of the implications of the Biennale can be found in Margaret 
GARLAKE, New Art New World. British Art in Postwar Society (New Haven: Yale Univ. Press, 1998). 

74 McCurry to K.M. Haig, Winnipeg, 30 April in response to her letter of 15 April. In 
HAlG's article, "Dr. McCurry's Coyness," in the Winnipeg Free Press, 8 May, 1952 she accused him of 
being "coy" for not announcing the names of the artists and the titles of the paintings while the 
Americans had not been at all secretive. 

75 Rene Garneau, Information Division, External Affairs, Ottawa, 3 May 1952, NAC, RG 
25, Vol. 4434, file 9703-AJ-40. 

76 It is beyond the scope of this article to detail the artists' relationship with the Gallery but 
a rapid calculation of its patronage can be made by consulting the NGC catalogue of its Canadian 
collection. 
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77 Doris Shadbolt's publications on Emily Carr remain important monographs although lit
tle attention has been paid to her posthumous career. Milne's biography has been covered in detail in 
the catalogue raisonnee recently published by David Silcox and the author's 1998 Goodridge Roberts 
1904-1974 is the latest study of his work and life. 

78 Robens and William Armstrong showed in Gallery XII in the Montreal Museum of Fine 
Ans, 5-23 January 1952. Robens wrote to McCurry regarding the sending of work on 25 and 31 
January. 

79 In Robens' letter to McCurry on 10 Feb. he notes: "I am also grateful to hear that you will 
be showing some of the others to officials of the Dept. of External Affairs." As there is no funher doc
umentation, it is likely the involvement of External Affairs referred to the possible purchase of work 
for diplomatic missions. 

80 On 12 Feb. McCurry wrote to Roberts, thanking him for "the partial list of pictures which 
you think might be considered for exhibition abroad." It was at this time that he informed him of 
the impending visit by Hubbard and Buchanan. McCurry's correspondence with Pellan at that time 
was equally elliptical. Roberts wrote to Hubbard, 20 February asking that "If any of those borrowed 
[pictures] are being considered for the show in Europe, I hope that the National Gallery will get in 
touch with the owners as soon as possible." 

81 While the Board of Trustees had already given their "final approval" in October 1951, 
McCurry would use this sentence in all letters to private collectors. 

82 When the Gallery expressed their interest in borrowing The Sandpit, Barcelo agreed on 7 
March to lend the work but pointed out that it was an oil, not a watercolour. He also expressed a con
cern for insuring his pictures because of international hostilities and McCurry informed him on 10 
March that "should war break out during the period of the exhibition, the pictures will be covered 
by war insurance." 

83 That same day, 15 April, McCurry informed Stern that none of the Robens paintings he 
had shipped to Ottawa would be included in the show. 

84 McCurry had sent Pellan a list of his selected works on 8 April when he also sent a sim-
ilar letter to Douglas Duncan stating which Milnes had been chosen. 

85 The list of this first selection of works records the four names. Also McCurry wrote to 
Sydney Key, Curator, An Gallery of Toronto, 18 Mar. 1952: "On Sunday we had a conference with 
Douglas Duncan and arrived at a semi-selection of Milnes for the Venice Biennale." Duncan was a 
great promoter ofMilne although he was famous for his disorganized business habits; he was also the 
founder of Toronto's Picture Loan Sociery. 

86 One reason for possibly suggesting that this list was drawn up prior to 16 March is 
because when Robens' Still Life, was seen by the selection committee, it was described as in the pos
session of the National Gallery, while on the list it is noted as being owned by the artist. Still-Life was 
officially purchased by the National Gallery at the 27 March 1952 meeting of the Board of Trustees. 
Milne's The Tower, which was also sent to Venice, was purchased at the same time. There are "First" 
and "Second" choice lists for only Robens and Pellan in the NGC files. 

87 Harris also recommended they send Carr's Grey owned by Charles Band: "It is to my mind 
the best thing Emily ever painted and would help her representation and the entire Canadian section. 
It is a very mysterious and wonderful canvas." At the time, Grey was in an exhibition at the Museum 
of Modern An in New York, but was sent to Ottawa for "final consideration" and returned to Toronto 
on 28 April after being rejected. The work selected from Band's collection was Indian Church. 

88 Buchanan's Autumn Woodr had been given to him by Vincent Massey in 1935. 

89 McCurry to Duncan, 15 Apr. 1952. "The Committee thought, however that we should 
send a group of eight Milnes, as his paintings are smaller than those of the other anists .... On the 
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other hand, we thought that a group of 4 oils might strengthen the representations and we added one 
belonging to Donald Buchanan." 

90 The complete list of works collected for the selection can be found in the National Gallery 
Archives. Owners whose work was not going to Venice were notified in mid-April; "insufficient 
space" was given as the reason for their elimination from the selection. 

91 For example, on 18 March McCurry notified Nicholas Ignatieff, Warden of Hart House 
that the Gallery would be sending their David Milne Wttter Lilies to Venice. The same day he also 
informed Sidney Key that the AGT Milne, First Snow in Bethlehem would also go to the Biennale. 

92 McCurry to Duncan, 18 March, concerning Milnes' The Lake: "I should very much appre
ciate it if you would allow the picture to come to the National Gallery for final consideration within 
the next week or so." 

93 The most obvious of these were Buchanan, Vincent Massey and Douglas Duncan as well 
as J.E. Coyne and Charles Band. The private collectors of the Roberts and Pellan works came from 
Quebec. 

94 Sixry lines of space had been reserved for Canada in the Biennale's general catalogue. 
Although there is much correspondence between McCurry and Pallucchini concerning the entries on 
the works, the published entries had missing information and were inconsistent. 

95 "Many American Countries Taking Part," Biennale Bulletin, no. 22. The only other infor
mation given was that McCurry would be the Commissioner for Canada. The press release also 
announced the first time participation of Cuba and Guatemala. 

96 The paintings did not get to Venice as early as originally expected as there was a change 
of ship used to transport the works from New York to Italy. The paintings arrived in Venice around 
22 May. 

97 ASAC. Box 42 - n. "Verbali." The decision to mount the Corot exhibition was taken by 
the International Committee of Experts on 1 Oct. 1951. The Ottawa Corot was requested from the 
National Gallery on 12 Dec. 1951; NGC Curatorial files, "Corot." In the press coverage of the Venice 
Biennale, the Ponte de Narni received more attention than any of the Canadian artists and was widely 
reproduced. . 

98 These were Argentina, Bolivia, Brazil, Cuba, Japan, Norway, South Africa and Sweden. 
Only Argentina, Brazil, and Norway had more than one room. The number of artists and works 
presented varied from country to country. For example, Japan and Bolivia showed twenty-two works 
in a similar size space to Canada. However, there were eleven artists from Japan and three from 
Bolivia. The rest of the sale were devoted to a group show of Italian senior artists; Italian younger 
painters; eight Italian solo shows; three historical Italian exhibitions; foreign artists living in Italy; 
presentations of work by Kokoschka and Soutine; as well as the Corot retrospective. A complete 
inventory of the artwork in each room in the Palazzo Centrale and the individual pavilions can be 
found in the Italian-language general catalogue, XXVI Biennale di Venezia. Catalogo (Venezia: Alfieri 
Editore, 1952). 

Cuba and Japan were also showing for the first time; Notway had not been at the Biennale 
since 1914; Israel made its second appearance and in 1952 constructed its own pavillion as did 
Switzerland. Nine countries had been turned away because of lack of space. The number of foreign 
countries participating increased slightly over the previous Biennale; in total, 640 artists showed 
almost four thousand art works; ASAC, Box 41, "Attivita della Segretaria Generale per l'organiz
zazione della XXVI Esposizione Biennale International d'Arte di 1952." 

99 It is likely that McCurry oversaw the installation as he arrived in Venice on 8 June; 
Pallucchini had informed him that the show must be ready by the 10th. As McCurry was the 
Commissioner for Canada, the Biennale provided his accommodations at the Bauer Hotel on the 
Grand Canal. During his eight-week stay in Europe, he would also attend the the XVII International 
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Congress of the History of Art in Amsterdam as well as beginning the process of acquiring works in 
London for the National Gallery of Canada from the Liechtenstein Collection. 

100 The works were Pellan's Au clair de la lune at $1000 and Femme et la perle, $300; Carr's 
Survival at $800; and Milne's Sled for $175. Sales were a very important source of revenue for the oper
ating of the Biennale as it would receive 15% of any work sold "whether the sale is contracted direc
tly by the artist himself, or the proprietor of the work in question, or by any other person selling on 
behalf of the artist;" Biennale Regulations. In 1954 there would be complications over the sale of a 
Riopelle work; see GAGNON, Chroniques. 

101 See Anne WHITELAW, "Exhibiting Canada: Articulations of National Identity at the 
National Gallery of Canada," unpublished doctoral thesis, Concordia Universiry, Montreal, 1995. 

102 Carlo Cardazo of the Cavallino Gallery had contacted McCurry 18 May 1952 concerning 
the National Gallery's participation. In McCurry's response he noted that the Department of External 
Affairs would be shipping the books. The Massey Commission had suggested that External be more 
actively involved in the dissemination of Canadian publications abroad. 

103 The other commissioners on the International Jury for Prizes were from Argentina, 
Austria, Belgium, Brazil, Cuba, Denmark, Egypt, France, Germany, Japan, Great Britain, 
Yugoslavia, Norway, the Low Countries, Spain, Sweden and Switzerland as well as representatives 
from the Administrative Council of the Biennale and the International Committee of Experts. 

104 There were over thirty other prizes awarded with the majority going to Italian artists. The 
prize money, ranging from 1 million lire for the first prizes down to forty thousand, came largely ftom 
Italian private and public sources. The prize winners are listed in several histories of the Biennale. 

105 The length of the Italian text is sixty-five sentences, and was determined by the Biennale 
organizers. The original English essay at the NGC has a notation that it was written by Robert 
Hubbard. 

106 The subtext is that this contact was prompted by an exhibition at the National Gallery. 

107 This essay was followed by the listing of the works; the artists were identified only by birth 
(and death in Carr's case) date and their current place of residence. 

108 Hubbard's article appeared as "Quattro Pittori Canadesi" ("Four Canadian Painters") in 
La Biennale di Venezia. Rivista bimestrale dell' Ente del/a Biennale 9 (July 1952): 36-37. Short summaries 
in English were printed at the back of the magazine. Hubbard's typescript in the NGC Archives does 
not identifY where the text was published. The black and white reproductions were: Robert's Landscape 
near Lake Oiford and Marian; Milne's Tower, and Pellan's Surprise acadimique. A 900-word text had been 
requested by Elio Zorzi, the Editor of the "official illustrated magazine," on 13 May 1952. 

109 One assumes "the poet" is his uncle Sir Charles G.D. Roberts although his cousin Bliss 
Carmen, his aunt Elizabeth Roberts MacDonald, his sister Dorothy Leisner and his father Theodore 
were all well-known poets. 

110 Donald BUCHANAN, "The Biennale of Venice Welcomes Canada," Canadian Art 9, no. 
4 (Summer 1952): 144-47. Buchanan was also Co-Editor of the magazine in addition to his respon
sibilities at the National Gallery. 

III The works illustrated were Pellan's Homme-Rugby, Roberts' Nude, Carr's Survival and 
Milne's Painting Place. Interestingly, the four works reproduced came from private collections. 

112 "Report from Pierre Dupuy, Ambassador, Canadian Embassy, Rome, Italy to the the 
Secretary of State for External Affairs [Lester Pearson},June 17, 1952, Despatch no. 381. Opening of 
the Venice Biennale." NGC, "Outside Activities/OrganizationslDept. of External Affairs," 7.4.E. 
Dupuy had recently replaced Desy, who was still attached to the Embassy as a diplomat and atten
ded the opening ceremonies of the Biennale. Letters of invitation were sent to all the Ambassadors of 
Italy, including Corrado Baldoni in Ottawa (ASAC Box 43). 
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113 Dupuy was highly impressed that it "had the honour of being reproduced in the cata-
logue." 

114 He continued: "nothing could be more depressing than these specimens that seem to have 
been chosen in a hospital waiting-room of a very poor suburb. I would suggest that the artists who 
indulge in such work be forced to live for some time with their models They would soon be cured or 
else." 

115 Newton was the art critic for the British newspaper The Manchester Guardian, a contribu
tor to various periodicals and the author of several books. His article was published in Vo!. X, no. 1 
(Autumn 1952): 18-21 and was illustrated with Pellan's Surprise academique, Roberts' The Sandpit, 
Carr's Logged-Over Hillside, and Aggresivita Incombente N. 1 by the non-figurative Venetian painter, 
Emilio Vedova (b.1919). 

116 See his "report" on the tour, published as "Canadian Art in Perspective," in Canadian Art 
XI, no. 3 (Spring 1954): 93-95. 

117 Newton had visited Carr in Victoria in 1937, selected eight out of the twelve works sent 
by the National Gallery to London's Coronation Exhibition in May 1937 and had reviewed her work 
favourably in British and Canadian publications of the late 1930s. 

118 Jackson to McCurry, 10 Nov. 1952; McCurry to Jackson, 17 Nov. In the fall of 1952, 
McCurry began proposing a Canadian pavilion to be financed by blocked funds in Europe (which he 
was already using for acquisitions); but the project was generally seen as a luxury when the National 
Gallery premises in Ottawa were so inadequate. 

119 Mrs. H.A. (Bobby) Dyde, a member of the Gallery's Board of Trustees also agreed with 
Newton and Jackson and had harsh criticism of Roberts (whose work she owned and bought for the 
Edmonton Art Gallery). She had not visited the Biennale but naively insisted that the presentation 
would have been more effective if the work of only one painter was shown instead of a group exhibi
tions: "Europeans do not like to see pictures this way." 

120 The Biennale Archives holds ten cartons of 1952 press clippings from Italian newspapers. 
(I examined only those from Rome, Florence and Milan when it became obvious that in general, Italian 
cities were primarily concerned with the exhibitions of their own artists.) The major Italian newspa
pers and periodicals did give some coverage of the exhibitions from other major European countries 
like France, Germany, Belgium ete. The American presentation was not as well covered. In general, 
most publications, regardless of origin, focused on the artists of their own countries. The Biennale pro
duced a lengthy general bibliography; see: "Bibliografica della XXVI Biennale" in La Biennale di 
Venezia. Rivista bimestra/e dell'Ente de/la Bienna/e," numero 13-14 (aprile-giugno, 1953): 69-71. 

121 See "La Biennale di Venezia - Le sezioni straniere," Emporium (Bergamo), CXVI, 1952,87-
96. Podesta was the Editor. All translations from the Italian in this discussion are by the author. 

122 7 Aug. 1952; the other nations were Brazil, Cuba, Bolivia, Guatemala, Japan, South 
Mrica, Sweden and Norway. 

123 Lionello VENTURI, "Mostre d'arte 1952. La Biennale," Commentari HI, no. iv (ottobre
dicembre 1952): 252-55. Venturi was then best known to anglophone audiences for his 1936 publi
cation, The History of Art Criticism. He was the Co-Editor of Commentari and organized the first and 
only exhibition of the Gruppo degli Otto Pitrori Italiani (Group of Eight Italian Painters) for the 
1952 Biennale. He described the movement as Astratto-concreto, a strategy to resolve the conflict 
between abstraction and representation. 

124 See VRINAT's ''L'art moderne devant l'homme. La XXVle biennale de Venise," La Vie 
intellectuelle (Paris), octobre 1952, 65 -77; the reference to Canada is on page 74. 

125 See PICHER's "Nocre peinture et nous. Vers un peinture nationale par sa forme, humaine 
et universelle par son contenu," Arts et pensie 14 (novembre-decembre 1953): 47-52 where he is highly 
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critical of Maurice Gagnon and Pere Couturier. Picher, a painter himself, also wrote in L'Autorite and 
elsewhere, was in charge of exhibitions at the Musee du Quebec and in 1955 helped found the Societe 
des arts plastiques; he later was an exhibitions officer at the National Gallery of Canada. 

126 Marcello VENTUROLI, "Maestri e correnti alia XXVI Biennale di Venezia," Rassegna 
(Pisa), n. 6-8e, 9-10 (guigno-agosto; settembre-ottobre, 1952): 44-45. The announcement of his 
award was in the Biennale Bulletin, no. 66 of 12 Jan. 1953. This special issue of Rassegna was a com
pilation ofVenturoli articles. Guilio Turcato (1912-95) was involved with various artists group and 
was a member of the Gruppo degli Otto Pittori Italiani (see n. 123). I wish to thank Gianni Volpe 
for his insights on the Italian critical texts. 

Appendix I - List of Works 

The listings below and the numbering system replicates the information found in the section 
on Canada in the XXVI Biennale di Venezia. Catalogo, 197-200. English or French titles and 
variations are given below each entry. The information originally sent by the National Gallery 
was incomplete. 

Emily Carr 
1. Porto di Blunden (c. 1929). Ottawa, National Gallery of Canada. 
- Blunden Harbour 

2. Chiesa Indiana (c. 1930). Toronto, colI. C.S. Band, Esq. 
- Indian Church; now Indian Church (Friendly Cove) 

3. Sopravvivenza (c. 1940). Ottawa, coli ].E. Coyne, Esq. 
- Survival 

4. Alberi Arbattuti sulla Collina (1940). cartone. Ottawa, National Gallery of Canada. 
- Logged-Over Hillside 

David Milne 
5. Ninfee (1928). Toronto, colI. Hart House, Universira di Toronto. 
- Water Lilies, now Waterlilies and the Sunday Paper 

6. Luogo di Pittura (1930). Port Hope, colI. H.E. The Rt. Hon. Vincent Massey, C.H., 
Governatore del Canada. 
- Painting Place, now Painting Place III 

7. Boschi in Autunno (c. 1933). Ottawa, colI. D.W. Buchanan, Esq. 
- Autumn Woods, now Black Root II 

8. Nuvole d'Inverno (1937). Toronto, colI. Douglas Duncan, Esq. 
- Winter Clouds 

9. Prima Neve, Betlemme (1941). Acquarello. Toronto, Art Gallery of Toronto. 
- First Snow, Bethlehem, now Snow in Bethlehem II 

10. Riti di Autunno (1943). Acquarello. Ottawa, National Gallery of Canada. 
- Rites of Autumn 

11. La Torre (c. 1947). Acquarello. Ottawa, National Gallery of Canada. 
- The Tower, now Tower (Scaffolding ll) 

12. La Slitta (1949). Acquarello. 
- Sled 

176 



Goodridge Roberts 
13. Nudo (1939). Tavola. Montreal, colI. M. Maurice Corbeit 
- Nude, now Seated Nude 

14. Ritratto (1939). Montreal, colI. M. Maurice Corbeil. 
- Portrait, now Marian 

15. Cava di Sabbia (1942). Olio su masonite. Montreal, colI. M.J. Barcelo, CR. 
- The Sandpit 

16. Paesaggio nei pressi de Lago Oxford [sic], 1945. Acquarello. Ottawa, National Gallery of 
Canada. 
- Landscape near Lake Orford 

17. Natura Morta (1947). Ottawa, National Gallery of Canada. 
- Still Life 

Alfred Pellan 
18. AI Chiaro di Luna, 1937. 
- Au clair de la lune 

19. Donna con Perla, 1938. 
- Femme a la perle 

20. Uomo - Rugby (1942). Montreal, colI. Dr. Albert Jutras. 
- Homme(s)-Rugby 

21. Sorpresa Accademica (1947). Montreal, colI. M. Maurice Corbeil. 
- Surprise academique 

22. Le Isola della Notte (c. 1945). Quebec, colI. M. Mark Drouin 
- Les ties dans la nuit 

Appendix 11 - "Plan for Hanging Venice Biennial, Room, Q!. 22 112' x 22 112'. As of April 1, 
1952." 
Prepared by the National Gallery for Sala XXXVII; the titles are those used on the plan; the 
numbers are those in the catalogue, XXVI Biennale di Venezia (Appendix I above). However, 
there is no documentation that the works were displayed in exactly this order. 

Wall 1- Emily Carr: 
2. Indian Church; 4. Logged Hillside; 3. Survival; 1. Blunden Harbour 

Wall 11 - Goodridge Roberts: 
13. Nude; 16. Landscape; 17. Stilt Life; 15. Sand-pit; 14. Portrait 

Wall III - David Milne: (paintings were double-hung) 
6. Painting Place and 7. Woods; 5. Water Lilies and 8. Winter Clouds; 9. First Snow and 11. Tower; 
12. Sled and 10. Rites 

Wall IV - Alfred Pellan: 
22. Iles de la Nuit; 19. Femmea la perle; 21. Surprise academique; 20. Homme-Rugby; 18. Au clair de 
la lune 
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Resume 

Construire une identite 
La XXVIe Biennale de Venise en 1952 et «la projection du Canada a l'etranger» 

En 1952, le Canada etait pour la premiere fois represente a la Biennale de Venise. 
Ses debuts a «la plus celebre exposition artistique au monde» ont mis le Canada 

sur la scene mondiale et forme l'identite esthetique canadienne de l'apres-guerre. Le 
rapport de la commission Massey avait recommande de «projeter le Canada outre 
frontiere» en mettant en valeur la politique culturelle du pays a l'etranger et en 
encourageant l'engagement proactif de la Galerie nationale du Canada (aujourd'hui 
Musee des beaux-arts du Canada) dans la communaute artistique mondiale. La 
presentation de vingt-deux tableaux par Emily Carr, David Milne, Goodridge 
Roberts et Alfred Pellan a la Biennale de 1952, du 14 juin au 19 octobre, montre 
que la Galerie etait determinee a etablir sa presence sur la scene internationale. Cela 
souleve aussi quelques questions concernant un suppose art national officiel et l'au
thentification institutionnelle de la culture. La maniere de proceder de la Galerie 
nationale et ses implications dans le contexte international de la XXVIe Biennale de 
Venise sont le sujet du present expose. 

La participation du Canada a la XXVIe Biennale reflete son assurance crois
sante dans l'arene internationale et sa situation politique en tant que «moyenne 
puissance». Grace aux politiques du premier ministre Louis Saint-Laurent et de son 
secretaire d'Etat aux Affaires etrangeres, Lester B. Pearson, le Canada s'etait acquis 
une reputation d'honnetete dans le retablissement et le maintien de la paix apres la 
Deuxieme Guerre mondiale. 11 a joue un role de dans la creation des Nations unies, 
en 1945, et Pearson allait etre le president de l'Assemblee generale de l'O.N.D. en 
1952. Saint-Laurent avait ete un des fondateurs de l'Organisation du traite de 
l'Atlantique Nord, en 1949, et avait participe a l'elaboration de sa charte. Cet «age 
d'or» de la diplomatie canadienne a aussi vu l'engagement du pays dans la restruc
turation economique de l'Europe, dans l'etablissement d'institutions pour faciliter 
le commerce multilateral et dans la mise sur pied d'un systeme d'aide systematique 
aux regions sous-developpees du monde. Depuis la victoire alliee, le Canada entrete
nait avec l'Italie des relations «cordiales»; il avait ete l'un des pays signataires du 
traite de paix entre les Nations unies et l'Italie,en 1947. Les deux pays avaient etabli 
des missions diplomatiques a Ottawa et a Rome et, en 1947, Jean Desy etait devenu 
le premier ambassadeur du Canada en Italie. 11 y avait, toutefois, de serieux desac
cords entre les deux pays a propos des negociations autour du reglement des com
pensations financieres que le Canada redamait a l'Italie pour l'assistance militaire 
durant la guerre. 
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Depuis 1895, la Biennale de Venise fournissait un terrain neutre pour la pro
motion d'ideaux sociaux et culturels, en off rant des occasions de contempler l'art de 
diverses nations dans des pavilions qui representaient de nouveaux developpements 
en architecture, ainsi que par 1'eciat des ceremonies et de la remise de prix. Apres les 
changements radicaux de caractere et de structure qu'avaient apportes deux guerres 
mondiales, la Biennale de Venise etait devenue le symbole culturel de la reconstruc
tion politique, sociale et economique de 1'Europe d'apres-guerre. 

Le potentiel d'une Biennale revivifiee comme site de la promotion des cultures 
nationales etait d'un interet certain pour le Canada, comme moyen de «se rattraper» 
sur le plan culturel et de s'y creer une identite comparable a celle qu'il s'etait don
nee sur le plan de la politique internationale. Le rapport Massey soulignait le «cana
dianisme» de 1'art de notre pays et sa valeur comme «element d'unite nationale» et 
«grand moyen d'expression de 1'esprit canadien» et proposait les expositions artis
tiques a l'etranger comme vehicule des plus approprie pour la projection d'un 
nationalisme culturel. Bien que le rapport n' ait pas ete publie avant juin 1951, la 
Galerie nationale connaissait sa position bien avant que le document ne fut rendu 
public. Le directeur de la Galerie, H.O. McCurry, avait presente un memoire a la 
commission et faisait aussi partie du comite des musees de cette meme commission. 
Vincent Massey a ete president du conseil d' administration de la Galerie jusqu' au 
debut de 1952, alars qu'il a ete nomme gouverneur general du Canada. 

La premiere demarche de la Galerie en vue de sa participation a la Biennale fut 
la rencontre de Donald Buchanan avec le secretaire general de la Biennale, Rodolfo 
Pallucchini, a Venise en juillet 1950.11 fut alars suggere que le Canada soit represen
te par quatre artistes. Malgre l' entente verbale concernant la participation du Canada 
a la XXVle Biennale, 1'invitation officielle n'est parvenue qu'en 1952, principale
ment a cause d'une confusion causee par les canaux diplomatiques officiels a Rome 
et a Ottawa. En depit des difficultes que cela causait a McCurry, il est peu probable 
que les inquietudes de la Galerie nationale aient eu beaucoup de poids aupres de la 
bureaucratie federale: le ministere des Affaires exterieures et la Galerie n' etaient pas 
en tres bons termes, car ils se faisait une concurrence evidente comme promoteurs 
de la culture canadienne. Mais la Galerie nationale a fait son propre tour de passe
passe en s'affirmant comme organe officiel de promotion de la culture canadienne. 
En faisant connaltre au public la participation du Canada a Venise, la Galerie a 
appuye sur le fait qu'elle avait eu 1'honneur d'etre invitee a presenter le Canada a la 
Biennale, sans mentionner qu'elle avait sollicite cette invitation. 

On peut raisonnablement supposer que la decision finale d'envoyer Carr, 
Milne, Roberts et Pellan a ete prise au debut de fevrier 1952 par McCurry, Buchanan 
et Robert Hubbard (qui avait ete nomme conservateur de 1'art canadien en 1947). 
Les dossiers de la Galerie contiennent une liste manuscrite, sans date ni signature, 
d'artistes, parmi lesquels Borduas, Pellan et Roberts, avec une fleche a cote de leur 
nom et «deux autres - Binning? Cosgrove? Riopelle?». Sur une autre note, egale-
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ment sans date ni signature, on retrouve les noms de «Pellan» et de «Roberts» 
coches; le nom de Borduas a ete raye; le nom de Binning a ete coche et raye. La liste 
comporte de nouveaux noms, ceux d' «Emily Carr» , coche et accompagne d'un «?», 
et de «Milne», coche. Bien qu'il n'y ait aucun document concernant 1'elimination 
de Pellan, de Riopelle et de Binning, ils allaient representer le Canada a Venise en 
1954. Les quatre artistes finalement choisis refletent un choix sobre et conservateur, 
ce qui n'est peut-etre pas une strategie inattendue de la part de la Galerie pour sa 
premiere apparition a Venise. 

La selection des tableaux pour la Biennale a ete faite par la direction de la 
Galerie, avec, a une occasion, 1'aide du collectionneur et marchand d'art torontois, 
Douglas Duncan. La decision du comite a ete prise a partir d' ceuvres sollicitees de la 
part d'artistes, de marchands d'art, de collectionneurs prives et d'institutions 
publiques, y compris la Galerie elle-meme. Rien ne permet de croire que la Galerie 
ait sollicite des avis exterieurs concernant le choix des participants ou des ceuvres, 
comme cela se faisait dans beaucoup d'autres pays. En fait, la Galerie nationale s'est 
donne beaucoup de mal pour preserver le secret autour du choix des peintres et des 
tableaux. A titre d'exemple, Goodridge Roberts n'a pas su lequel de ses tableaux 
avait ete choisi avant la fin d'avril, alors que 1'ceuvre etait deja en route pour Venise. 
On ne l'a pas non plus informe du nom des autres artistes canadiens participants 
avant le debut de mai. 11 est evident que la Galerie voulait eviter toute critique qui 
aurait pu detourner l'attention des ceremonies d'ouverture de la Biennale et de sa 
propre promotion de l'identite culturelle canadienne officielle. 

Le Canada occupait la salle XXXVII du Palazzo Centrale, qui etait a la fois 
le pavilion de l'art italien et celui des pays qui ne possedaient pas leur propre edi
fice. (Le Canada allait construire son pavillon en 1958). Bien qu'il n'y ait pas de pho
tos de 1'installation de Venise, un plan dessine a la Galerie nationale a partir d'un 
essai d'accrochage des tableaux a Ottawa accorde un mur a chaque artiste. L'ensem
ble de la presentation refletait la definition de la Galerie nationale d'une identite 
artistique nationale a 1'intention d'un public etranger. La Galerie a produit un texte 
non signe pour le catalogue general de la Biennale et un article plus long pour la 
revue de la Biennale - tous deux ecrits par Robert Hubbard et publies en italien. 
Les deux textes, en depit de leurs differences, tendaient a souligner le role de la 
Galerie nationale dans la creation d'un art canadien plutot qu'a analyser le travail des 
artistes. Bien que les textes aient fait brievement reference a 1'aspect international de 
l' ceuvre des quatre peintres, le theme principal etait la creation d'une culture visuelle 
imposee, homogene et commune, alors que, ironiquement, les tableaux montraient 
que les artisans de la modernite canadienne privilegiaient l'individualisme. Les 
textes ne faisaient aucune reference au conflit inherent entre le nationalisme et le 
modernisme qui dominait le debat culturel canadien. Le Canada avait aussi fourni 
au «salon du livre» de la Biennale dix-sept volumes sur l'art moderne au Canada 
ainsi que quelques exemplaires du rapport Massey et des numeros des revues 
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Canadian Art et Arts et Pensee. De plus, en tant que commissaire national, McCurry 
faisait partie du comite international des prix de la Biennale. 

Il n'est pas etonnant que des articles par Donald Buchanan et Eric Newton 
dans Canadian Art aient applaudi la contribution canadienne. Dans les milieux de 
la Galerie nationale, Emily Carr semblait tenir une place privilegiee et meme meri
ter une exposition personnelle a Venise. Un rapport confidentiel par 1'ambassadeur 
du Canada en Italie, Pierre Dupuy, etait tres critique a 1'egard de 1'art international, 
bien qu'il ait ete, luiaussi, tres impressionne par Carr et aussi par Pellan. Les 
quelques articles dans les journaux canadiens tendaient a ne mentionner que le nom 
des artistes, tout en reconnaissant que Venise donnait un certain prestige a 1'art cana
dien et particulierement a la Galerie nationale. Cela suggere un manque general 
d'interet pour un evenement qui se passait au loin et qui n'accueillerait que peu de 
visiteurs canadiens. La presse etrangere ne montrait pas beaucoup plus d'enthousias
me. Les quelques journaux et periodiques europeens qui nommaient le Canada dans 
leurs artiCles sur la Biennale se contentaient generalement de mentionner que c'etait 
sa premiere apparition a Venise. D'autres se plaignaient qu'il n'y euc pas assez de 
documentation pour fournir de la matiere. L'influent critique et historien, Lionello 
Venturi, laissa entendre que les reuvres ne valaient pas la peine qu'on en parle. 
L'article le plus long et le plus positif qui ait paru dans la presse etrangere etait signe 
par Marcello Venturoli, qui allait remporter le prix de la Biennale 1952 pour les 
meilleurs essais dans un periodique italien. Venturoli plac;ait Pellan au premier rang 
etCarr au dernier. 

Retrospectivement, l'importance de la participation du Canada a la Biennale 
est dans la place qu' elle occupe dans la chronologie de 1'histoire de l' art canadien, 
comme premiere apparition signi6cative sur la scene internationale de 1'art contem
porain. Vue sous cet angle, la presentation de la Galerie nationale peut etre consi
deree comme un exemple d'aggiornamento dans une tentative de faire entrer 1'art 
canadien mod erne dans 1'arene internationale. L'exposition est importante aussi par 
le role qu' elle a joue dans le recit de la creation d'une nation moderne. La presence 
du Canada a Venise etait le reflet de 1'assurance qu'il avait acquise dans le domaine 
de la politique internationale. L'exposition etait aussi la manifestation visuelle des 
objectifs de la commission Massey; elle a vraiment ete un instrument exemplaire de 
«la projection du Canada a 1'etranger». Que la presentation de la Galerie nationale 
ait repondu au mandat de la Biennale de presenter les expressions les plus valables 
et significatives de la communaute artistique, est sujet a debat; qu'elle ait pleine
ment participe a la construction d'une identite culturelle nationale exportable, cela 
ne fait aucun douce. 

Traduction: Elise Bonnette 
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fig. I Charles Gagnon. Sans due. 1973, Sackville, N.B., epreuvt 1 
la gellldnt atgent;qut. 28 l< 35 cm. (Photo: cOIJr!ois;t Charles Gagnon) 
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LE FLANEUR ET rALLEGORIE 
Fragments sur les photographies de Charles Gagnon 

«L'esprit des cuItes en se dispersant dans la poussiere a deserte les lieux sacres». 
Louis Aragon, Le paysan de Paris, 1926. 

Sans titre - Sackville, N.B., 1973: Une peau de tigre, un ventilateur et un fer a 
repasser sur une planche (fig. 1). La rencontre est improbable, comme celle d'une 
machine a coudre et d'un parapluie sur une table de dissection. Etrange aussi. Et 
elle suscite le meme sentiment: une vague inquietude, que le langage tentera, en 
vain, de dissiper, avec quelques questions deja, du genre: «Qu'est-ce que cela sig
nifie?». A premiere vue, ces objets n'ont rien a voir les uns avec les autres. Mais 
peu a peu d' etranges correspondances se nouent entre eux, entre la planche a 
repasser et la peau de tigre aplatie, entre le tigre rugissant et le ventilateur arrete, 
entre le ventilateur arrete et le fer refroidissant, entre le seau a cendres et le verre 
d'eau, ete. Et pourtant, tous ces objets sont immobilises, comme petrifies dans la 
lumiere brfrlante du midi, et le mystere reste entier. La plupart des photographies 
de Charles Gagnon sont peut-etre ainsi des enigmes - ou des griphes (comme le 
disaient les anciens)l. 

Evidemment, il ne s'agit pas de reconduire ici une certaine metaphysique 
qui considere l'oeuvre d'art ou la creation artistique comme un mystere ineffable, 
pour mieux se derober a la tache de l'analyse. Ces images sont des enigmes non 
pas parce qu' elles sont inexplicables, mais bien plutot parce qu' elles paraissent 
l'etre: elles manifestent une certaine discursivite en meme temps qu'elles resistent 
a la comprehension. D'une maniere generale, l'enigme est precisement cela: un 
discours obscur. Ce discours peut prendre bien des formes, depuis ces jeux d' esprit 
que sont la devinette, la charade, l'anagramme, le metagramme, le logogriphe, le 
double-sens, le jeu geometrique, le rebus, jusqu'a ces ces figures de rhetorique, ou 
plus precisement ces tropes, que sont la metaphore, l'allusion, la parabole et l'al
legorie2. Mais ces enigmes-ci ont quelque chose d'allegorique. 

Sans titre - Montreal, 1975: Cette image presente une rencontre non moins 
etrange: une vitrine condamnee, sur le mur d'un edifice egyptien ou egyptianisant, 
qui semble un mausolee impenetrable (fig. 2). La vitrine est bordee de deux colonnes 
papyriformes, de hieroglyphes et d'une enseigne moderne qui ne parte que deux 
mots anglais: «BLUE ROOM». La chambre en question est sans doute celle dont 
l'acces nous est interdit et la vue meme. Elle est probablement bleue, mais n'a 
d'autre qualite que celle la - que nous sachions. Car, en fin de compte, !'image est 
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fig.2 Charl~ Gagnon, Sans litre, 1975, Montreal, t'preuve ill!. g\!llI.nne 
argemique, 28 x 35 (:m. (Phoro: (Ouf[oisie Ch.arl~ Gagnon) 

opaque et [es inscriprions indechiffrab[es. SeuJ ce robiner peur-thre suggere une 
communication secrete entre les deux espaces, entre la surfuce et ce qu'elle cache, 
entre le signe er son sens. Mais dans la vitrine, un vague reflet nous deroume de [a 
chambre bleue pour nollS rev-eler l'eodroit du decor: le photogmphe, une rue, des 
arbres, un monument peut..ecre et au loin un edifice. 

Selon Fomanier, l'allegorie est «une proposition i\ double sens, i\ sens licteral 
er a sens spiricuel rour ensemble, par [aquelle on preSente une pensee sous l'image 
d'une autre pensee, propre a la rend re plus sensible et plus frappame que si elle 
euur presemee directemenr er sans aucune espece de voiJeh,. Mais I'allegorie n'est 
pas une figure comme les aunes. Deja. l'allegocie est un trope «en plusieurs 
mots», une «proposition". un discours meme, alors que la metaphore, par exem
pIe, est un trope «en un seul mot>}. Mais l'aJlegorie n'est pas pour autam une 
meraphore filk ou llO alllgorisme (pour reprendre le terme de Fonranier}4. Dans 
l'allegorisme, quelques (ermes seuiemem SOnt metaphoriques dans un ensemble 
de [ermes propres. Par exempie, ["expression «Merrez un rign clans vorre moteur,. 
est un allegorisme: le mot figre est metaphorique,le reste non (et personne ne sup
pose CJu'il s'agit de menre un vrai tigre dans son moteur)'. L'allegorisme a ainsi 
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un sens figure, mais aucun sens litteral. Mais dans l'allegorie, par contre, taus les 
termes sont metaphoriques - comme dans le proverbe «pierre qui roule n'a
masse pas mousse». L'allegorie a ainsi un sens figure et un sens litteral. Mais com
ment sait-t-on alors que le discours est allegorique et qu'il faut chercher, au-dela 
du sens litteral, un sens figure? Parce ce que, litteralement, le discours reste 
etrange, quelque chose semble toujours echapper a notre comprehension. C'est 
que la figure parai't toujours deplacie et c' est ainsi qu' elle se signale comme figure. 
Elle introduit dans le discours une discontinuite qui peut se presenter a divers 
niveaux - au niveau pragmatique (entre le discours et le contexte d'enonciation) 
ou au niveau semantique (entre une phrase et le contexte general du discours, ou 
encore entre un mot et un autre dans le contexte particulier de la phrase). 
L'allegorie se signale ainsi generalement par son incongruite externe, dans le con
texte d' enonciation ou dans le contexte general du discours. Mais n' en deplaise a 
Fontanier, elle se signale aussi souvent, comme l'allegorisme, par une certaine 
incoherence interne, au niveau meme de la phrase. Considerez, par exemple, cette 
image: une femme arrose des fleurs avec l'eau d'une cruche; mais dans l'autre 
main, elle tient un eperon et une lime, tandis qu'a ses pieds gisent des tablettes, 
des rouleaux et des livres, un fouet, une urne pleine de pieces de monnaie, ainsi 
qu'une pierre couverte de hieroglyphes. Meme si l'image esi: litteralement lisible, 
elle reste largement incomprehensible. Que fait cette dame avec ces outils dispa
rates en ce jardin desordonne? Comme un tigre dans un moteur. L'image est un 
veritable bric-a-brac, qui rassemble des choses si heteroclites qu'aucune hypothese 
simple ne peut expliquer leur rencontre ici - sauf evidemment a prendre l'ima
ge dans un autre sens, metaphorique celui-Ia6. L'allegorie - qu'il s'agisse d'un 
discours, d'un recit ou d'une image - est ainsi souvent une figure heterogene et 
cette heterogeneite est le signe meme de sa (meta) discursivite. 

Nettoyeur, botte a lettres, plantes - Montreal, 1976: L'image peut parai'tre d'une 
grande banalite, qui presente un coin de rue comme les autres (fig.3). Mais elle est 
remarquable precisement pour cela qu'elle n'a rien de remarquable. Elle n'a pas de 
centre d'interet, ou plutot elle en a plusieurs, mais d'un interet moindre (que le 
titre, d'ailleurs, nous enumere sans les articuler et dans un ordre inattendu, qui 
n'est pas exactement l'ordre d'imporrance, ni celui de la lecture): la vitrine d'un 
nettoyeur (<<Betty Brite»), une double boi'te aux lettres, des plantes et un panneau 
de signalisation (singulierement, le titre anglais, Cleaner, Mailbox, Sign, Plant -
Montreal, 1976, ne mentionne qu'une plante, mais nomme ce panneau de signal
isation que le titre franc;ais neglige). A ces details, que le regard examine succes
sivement sur la surface, d'autres s'ajoutent a la longue: les trois constructions de 
briques qui accueillent les plantes ou balisent les arbustres, les deux bouches 
d'aeration, les affiches dans la vitrine «<On ne joue pas avec le feu»), l'interieur du 
magasin, les reflexions de deux voitures, ete. - ad infinitum. Entre ces choses, 
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fit..J Charles GagOOll, Nettoyeur, boite llenres. plante5, 1976. Montreal. 
EpraJ"'~ lla ~I.tlll~ lt8~n{jque, 28.3:) (m. (Phow (()UnOISIt: ChuJes 
Gagnon) 

rout un reseau de significarions se risse, le sens proli~re er circuit' sans cesse -
entre le nenoyage ~ sec, ralr expu~. les plaotes emmu~ (mais pt'ut-irre aussi 
rechauff~ par cet air) et les au(rts grimpances, le rransport a gauche (avec rima
ge du camion Immobilise par l'imerdir) et la poste a drolte (avec It'S boitt'S siamoi
ses qUJ anendent la prochaine levee) sans Jamais pourtant riduire 
I'heterogeneire rondamentale de I'image. 

Les photOgraphies de Charles Gagnon pourraient bien ern;' ainsi aUe
gorlques. Mais des allegories d'un genre paniculier: des allegories Iro""itI ou rrady
madn, Car ces Images ne soot probablemem pas construites (au sens strict): elles 
sent phorographiques (c'esc-a-d ire indicielles) et puiS eIJes ne sent ni des mon
tages, OJ des mises en scene. Comment le sair-on} On ne le sair pas. on ne le saura 
Jamais certainemem, mais on le suppose: ces images ne paraissem pas manipul~ 
- la surface est homogene. l't'Space coherent - et It'S choses dans I'espace ne 
semblem pas avoir ete disposks la sciemmem - la disposition parait arbitraJrt', 
le fnm du ha.sacd. Meme lorsque l'image presente des t'Spaces evidemmem ame
nages, con~"Us par des urbanisres, des archice(res, des paysagistes, transformes par 
des deco[Brwrs. des ecalagisres, invt'$ris par des anistes, des usagers, des occu-
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fil.4 Chart" GagnM, Scu1pm~ de Don Judd. 1975, G.ter.e nauonale, 
Oua",_, q.~uve ill .. gEb(ine argenuq~, 28 x 3' cm. 
(Phlxo: counO.SlC Charl" Gagnon) 

pants, ils SOot tOll/Ours malgre lOUt le lieu de renconrres fortunes: ces diverses 
intentions se croisent, se superposem. se contredisent meme, la nature mtervient. 
le temps fair son ceuvre, bref des choses imprevues paralssent ou disparalssent, des 
accidents se produisem, des hasards. des co·incidences qUi excklent route Inten
rion. Et c'est cela precisement que nous montrent ces phorographies, par le 
moment choisi, le poim de vue er le cadrage surtout 

SCU/pfllt't dt Do" Jllt/d, Ga/er-it 1/alI01l(l/t - Ol/mw, 1975: Plusieurs phorographies 
de Gagnon pr6entent des reuvres d'art - deJudd, de Dubuffet, de Rodin, de 
Holzer -, mais les reuvres SOnt raremem centrees (fig. 4), Ces images SOnt le 
r6;uhaf d'operations de decadrage, qUl rtvl-Ient le pourtour de I'ceuvre er le valo-
risent aurant que I'ceuvre elle-meme. ElIes interrogent la difference - im~r

ceptible - entre ran er le non-an. lei, I'an semble mains dans I'obler que dans 
I'reil du regardeur. dont le cadre phorographique seraH en quelque sone I'en
regisu-ement, Et ces phorographies-la nous invitenr meme a revoir routes les 
autres phofOgraphies de Gagnon comme laclocumentation cl'installations rrouvtts 
_ rtady matks, Mais le sens de ces installations n'est pas simple. Dans cene 
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image-ci comme dans bien d' aut res , point de foyer: le regard circule librement, 
selon un chemin chaque fois imprevisible, entre la sculpture, les deux ascenseurs, 
la fontaine, 1'horloge, les carres de lumiere au plafond, l'alarme, le panneau de sor
tie et la sortie elle-meme. Et'la encore, le champ est opaque, mais mysterieux et 
d'autant plus qu'il est plein d'objets hors champ: partout, des portes, des signes, 
des choses suggerent des issues, des conduites, des circuits, des communications 
vers le dehors, le haut, le bas, un ailleurs ou, inversement, la possibilite d'irrup
tions inattendues; partout, des mecanismes attendent patiemment d'etre actives 
-1'ascenseur, la fontaine, 1'alarme -, on ne sait par qui, ni quand, tandis que 
l'horloge bat le temps inexorablement. Vne menace imprecise plane sur le lieu. 
En ce sens, ces images sont paranoiaques. 

Mais comment une rencontre fortuite peut-elle etre une allegorie, un signe 
meme? 11 suffit sans doute qu'elle soit lue comme un signe. Comme la beaute, la 
signification estdans 1'ceil du regardeur. Pourtant, ces allegories ready-mades ne 
sont pas la projection simple de 1'intention du photographe. Elles semblent aussi 
exceder cette intention-la. Et c'est ce qui fait d'ailleurs la qualite exceptionnelle 
de ses images, comme peut-etre des images en general. (L'intentionalite est certes 
une notion problematique - 1'analyse des motifs est toujours conjecturale et 
souvent courte, en particulier lorsqu'elle repose sur une conception limitee du 
sujet -, mais il est difficile d' en faire l' economie, tant en theorie qu' en pratique, 
surtout quand il est question de signification). Roland Barthes a mieux que per
sonne exprime cette idee dans la Chambre claire7 . Barthes ecrivait la n'avoir jamais 
aime les images qui manifestent trop ostensiblement une intention, une intention 
de signification. En particulier, Barthes n'appreciait guere les photographies en 
lesquelles il rencontrait trop vite et trop explicitement 1'intention du pho
tographe, celles, par exemple, dont le principe est le «choc» ou la «surprise»: le 
«rare» (la chose rare), le «numen» (1'instant decisif), la «prouesse», la «technique» 
(une intervention au niveau de 1'objectif, de la pellicule, dans la chambre noire, 
etc.), la «trouvaille», 1'humoristique, etc.8. Plus generalement, Barthes se desin~ 
teressait de toute photographie «homogene»9, en laquelle 1'intention du photo
graphe occupe toute 1'image pour la faire signifier globalement - la <<fJhotogra
phie unaire»: <<la Photographie est unaire lorsqu' elle transforme emphatiquement 
la «realite» sans la dedoubler, la faire vaciller (1' emphase est une force de cohesion); 
aucun duel, aucun indirect, aucune disturbance»10. Pour Barthes, la plupart des 
photographies sont ainsi unaires: la photographie de reportage (qui souvent peut 
«crier», «choquer», «traumatiser», mais est generalement «re<;ue d'un seul coup»), 
pornographique (qui, «toujours naive, sans intention et sans calcuh> , «est toute 
entiere constituee par la presentation d'une seule chose», et n'entrai'ne pas le spec
tateur «hors de son cadre»l1), touristique (ou le paysage est seulement «visitable» 
et non vraiment «habitable» 12), artistique (qui manifeste l' «insistance du pho
tographe a rivaliser avec 1'artiste, en se soumettant a la rhetorique du tableau et a 
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son mode sublime d'exposition»13), ete. C'est sans doute pour les memes raisons 
que, plus tot, Barthes ne fut pas emu par l'exposition de photographies The Family 
of Man: partout, dans les images, leur installation, les legendes qui les accompa
gnent, un dessein se faisait sentir, de moraliser, de sentimentaliser un discouts, en 
l'occurence humaniste et surtout simplificateur en ce qu'il evacue l'Histoire, la dif
ference et le conflit, pour postuler l'existence, sous la diversite, d'une nature 
humaine14. Barthes s'attachait plutat aux photographies au moins «duelleJ», ce qui 
ne veut pas dire contrastees (le contraste en photographie est une forme d'unite), 
mais en lesquelles coexistent «deux elements discontinus, heterogenes en ce qu'ils 
n'appartiennent pas au meme monde»15. Les photographies de Charles Gagnon 
sont ainsi: jamais unaires, toujours au moins duelles et generalement plurielles -
heterogenes. Elles ne sont pas homogeneisees par une intention simple. Bien sur, 
elles manifestent au moins l'intention de montrer ces rencontres fortuites et ainsi 
de les presenter comme des. signes, mais non pas de leur attribuer une signification 
simple et univoque. Elles soulignent au contraire que quelque chose· excede aussi 
l'intention du photographe, la signification et toute comprehension. 

Kitt Peak: ouest de Tucson - Arizona, 1989: De cette image, la lecture est peut
etre plus simple, car quelque chose ici saute aux yeux (fig. 5). Du premier plan a 
l'arriere plan, le regard decouvre vite une rime visuelle ou plutat une analogie 
formelle, structurelle meme, entre deux objets: la poubelle et l'observatoire, avec 
chacun son dame blanc ouvert vers le ciel. Cette image est sans doute dialectique, 
qui oppose la lumiere des astres aux dechets d'une societe de consommation. Mais 
elle interroge surtout la nature de la coincidence. Car il est probable queceux qui 
ont achete et installe cette poubelle n'ont pas prevu cette rencontre. Ni d'ailleurs 
les jardiniers qui ont plante, entre la poubelle et l'observatoire, l'arbre dont la 
forme rappelle aussi celle d'un dome. 

te statut ontologique de ces allegories est ainsi bien ambigu: elles ne sem
blent ni purement objectives - un signe construit, mis en scene par quelqu'un 
- , ni purement subjectives - un signe projete par le regardeur - , mais a la 
fois l'un et l'autre - un signe naturel, per~u comme signe, mais indechiffre. 
Ainsi, plus que des allegories trouvees ou ready-mades, ces rencontres fortuites 
seraient des allegories reelles ou naturelles16. (Le concept de nature est peut-etre 
aussi problematique que celui d'intention, mais il n'en est pas moins indispens
able, surtout dans le contexte d'une reflexion sur la signification, pour nommer, 
justement, ce qui n'est pas le produit d'une intention.) Mais comment est-ce pos
sible? Comment une nature peur-elle etre objectivement allegorique? Ces images 
soulevent ainsi la question teleologique - la question generale des fins de la 
nature. La question peut sembler intempestive, mais elle reste pourtant une ques
tion exemplaire de la modernite: paradoxalement, elle n'a jamais ete aussi souvent 
posee, ni mieux formulee, que depuis le XVIII" siecle et, en particulier, dans le 
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fig.' Charles Gagoon. Kit! Peak. 1989, OIJeSI de Tucson. Arirona, 

t'pl't'u\'f'li 1I11t'lallllf' arittnllqUC'. 28 x }~ cm (PhoIo: c;()UrtOI5IC 

Charles Ga81'1111l) 

champ de ran:. D·ailleurs. I'un des ouvrages fondateurs de I'esthetique moderne, 

la Crlllqllt de la /dCNItI tk JII!." de Kam, est largemem consaCrtt a la .. faculte de 
luger teleologlque ... En effet, dans la deuxieme partie de ce livre, Kam s'imerroge 
sur la valeur du lugemem qUi affirme I'existence de fins objectives dans la natu~ 

(comme systeme ou comme histoi~). DepUlS Aristote au moins, la philosophle 
disungue en effet entre la cause e/fidmlt - la cause qui produir l'effec - et la 

cause finale - la fin en vue de laquelle reff"et esr produir. La plupart des artefacts 
- les phenomenes d'origine humaine - SOnt non seulemenr le resultat de cau
ses (de causes efficienres), malS aussi de fins (de causes finales)17. Mais la transposi
rion de eerre distinction du domaine des phenomenes humains a cdui des 
phenomenes naturels (ou hlstOnques) ne va pas de soi: la nature a sans dome des 
causes, mills ;H-elle db fins, ("'t'$t-a.-<:hre non seulemem des fins Juhj«tn'tS (quI lui 
som attrlbuees apm. coup), mals aussi et surtout des fins ob)tflll!t1 (qUi presidem a. 
sa produCtion)? Devam la nalOft en general (comme devanr I"hisroire), la raison se 
trQUve prise enrre deux hypothb.es, que Kant formule dans J' «anrinomle de la 

faculte de luger telrologique •. $elan la d~ dittmllnlJlt, «tour dans la nature est 
possible scion des 10ls sculemenr mkaniques .. 18: la nature est aveugle et marche 
sans but. Selon l'anllthkefinnllJ(t, «quelques productions de choses marerielies ne 
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sont pas possibles par de simples lois mecaniques» 19: elles semblent le resultat 
d'une finalite, c'est-a-dire d'une raison, d'une vo!onte, d'une intention, bref d'une 
divine providence. Et Kant de donner quelques exemples. Deja, la nature est souvent 
si admirablement organisee qu'elle peut sembler finale (le corps humain, par exem
pIe, est a la fois un etre organise et s'organisant lui-meme: chaque partie y depend 
de l'autre et reciproquement, et «rien ne semble inutile»20). Mais surtout, la 
nature peut parfois sembler nous etre destinee, a nous humains, par son uti!ite pour 
nous -la nature parait soucieuse de notre bien-etre et l'histoire progresser a notre 
avantage21 - , sa perfection - la nature semble soumise a la geometrie, comme la 
trajectoire des boulets forme une parabole et ceHe des corps celestes une ellipse -, 
sa beaute - la nature semble faite pour nous plaire - et, pourrions-nous ajouter, 
par le sens qu' eHe peut avoir pour nous -la nature semble nous envoyer des mes
sages22. 

Cactus, pres de Tucson - Arizona, 1991: Evidemment, les photographies de 
Charles Gagnon relevent du genre du paysage (fig. 6). Mais, qu'ils soient urbains 
ou naturels, ces paysages sont desertes ou desertiques, bref inhumains. Car les 
corps s'y font rares. Parfois, une personne parait, mais elle est floue, en mouve
ment, decentree, coupee par le cadre ou si lointaine qu'eHe n'est pas identifiable. 
Et generalement, l'etre humain est absent. Mais il est souvent presente indirecte
ment, par des objets, des meubles, des portes, des fenetres, des vitrines, des 
escaliers, des lieux de passage, qui attendent un regard, un corps. Et puis, les 
choses inanimees sont souvent anthropomorphiques: elles ressemblent a des etres 
petrifies, qui sentent, pensent et dialoguent dans un langage secret - comme 
dans cette image-ci, Oll la nature, explicitement, s'anime. Le cactus au centre sem
ble un corps et, mieux, une personne, qui, un bras derriere le dos et l'autre leve, 
fait signe. Mais quel signe fait-il au juste et a qui? Du pouce, a la prochaine 
voiture? Un salut, a quelque autre personnage de son entourage, a l'un des deux 
cactus derriere lui, qui sont comme ses enfants, ou a cet arbustre dont les branches 
se dressent au ciel? A moins qu'il ne nous indique ce qu'il faut regarder dans 
l'image - comme le faisait, dans certains tableaux de la Renaissance, la figure de 
l'admoniteur qui, regardant le spectateur tout en pointant du doigt une partie de 
l'image, invitait a lire l'essentiel de la scene peinte. Si tel est le cas ici, notre 
admoniteur est plutat imprecis: il n'indique rien dans l'image, mais quelque chose 
au-dela du cadre, en dehors du champ, le ciel peut-etre ou quelque divinite atten
due, mais encore irrepresentable - comme le saint Jean-Baptiste de Bronzino 
annon~ait la venue du Christ en pointant au-dela de la representation. Mais l'ima
ge se complique quand cet admoniteur naturel recontre son alter ego artificiel en 
ce poteau dont l'enseigne a disparu. Par sa verticalite, son bras horizontal sur
monte d'un ornement orfevre, le poteau ressemble au cactus (qui ressemble a une 
personne) et, comme lui, il fait signe, mais signe de rien, comme un signifiant 
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/i,.6 Chules Gasoon, <:.nU5, 1991. pre5 de Tucson. Am:ona, q,mlve i
la 8~latll\t ar~lIqlll", 28 I: 3) cm. (Pnoc:o: oounOISIC Charles Gagnon) 

emancipe de son signifie, comme un pur IOd6, sans referent: il renvoie a la fois a 
cene enseigne a~nre er au loin hors du cadre. Et puis, comme pour mamfester, 
Ijneralemenr, le caractere impenetrable de l'image, un cable porte par une Iigne 
de couns poteaux nous Interdlt I'acco a la scene en profondeur et nous encourage 
a passer nOtre chemin SUlvant cene route laterale. Ainsi, les paysages deserts de 
Charles Gagnon SOnt aussi des C()m'trUlli()n pi«"t1 ou des tableaux d'histoire: elles 
semblent mConter des histoires, mais on ne sait trop lesquelles, paree que le rkit 
semble avoir ece suspendu, trop tOt ou trop card, ou fragmenre. Et amsi,l'allegone 
prend parfois une forme narrative, pour devenir une parabole. Mais le sens, tOU~ 
IOurs, nous khappe et l'aJlegorie teste fmgmemet. 

Ainsi, au XVlll~ sikle, la question teleologique s'est generalement posh a 
I'occaslon d'une ~flexion sur la nature, son orgamsanon, son hlstOlre et, dans le 
domame e5therique en partlculier, a propos de I'an: des jardlns ou du genre de la 
peinrure de paysage. Mais bientot la question des fins va aussl se ~r ailleurs. a 
l'occasion d'une ~flexion sur la ville, sur la ville moderne (qui nait sans douce a 
eene epoque) et dans le domaine Iitteraire en partieulier. En effer, la Iinerarure 
fait rm: tOt de la vi lie un rheme privilegie et pour longtemps. Dans le cas de 
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Paris, la ville moderne par excellence, cette histoire est familiere, qui va de Restif 
de La Bretonne et Mercier au surrealisme et a Fargue en passant par Hugo, 
Balzac, Nerval, Baudelaire, puis le symbolisme. Dans cette tradition, la ville est 
souvent representee comme une seconde nature: un immense organisme dont les 
fins sont insondables ou une foret de symboles indechiffrables. Le surrealisme est 
a cet egard particulierement revelateur. Deja, bien des textes publies dans la 
mouvance du mouvement prennent la vilIe non seulement comme decor, mais 

. aussi comme theme et meme comme personnage - notamment Le paysan de 
Paris d'Aragon, Nadja et L'amour fou de Breton, Les dernieres nuits de Paris de 
Soupault - ou, souvent, l'espace urbain devient le seul moteur du recit et ou 
la description finit par se substituer a la narration. Mais encore, ces textes sur
realistes posent explicitement la question teleologique. Le flaneur surrealiste erre 
sans but dans la vilIe, dans un etat de disponibilite complete, qui le rend sensi
ble a certaines co'incidences singulieres. Mais le flaneur n'en reste pas la: il inter
prete ces rencontres fortuites comme des signes - un «hasard objectif». Breton 
definit d'abord la notion, comme Engels a qui, d'ailleurs, il emprunte le 
terme,«hasard objectif»: <<la rencontre d'une causalite externe et d'une finalite 
interne,,23. Mais son interpretation cesse vite d'etre strictement materialiste pour 
devenir veritablement finaliste: ces rencontres fortuites ne sont pas des signes pro
jetis par le sujet dans l'objet, mais bien des signes destinis au sujet par quelque 
mysterieuse providence. Ces «rapprochements soudains», ces «petrifiantes co'in
cidences» sont des «faits qui, fussent-ils de l'ordre de la constatation pure, 
presentent chaque fois toutes les apparences d'un signal, sans qu'on puisse dire 
au juste de quel signal, qui font qu'en pleine solitude, je me decouvre d'in
vraisemblables complicites, qui me convainquent de mon illusion toutes les fois 
que je me crois seul a la barre»24. Enfin, plusieurs de ces oeuvres surrealistes 
accordent une place centrale a la photographie - Nadja et l'Amour fou par 
exemple, qui sont abondamment ilIustres de photographies. Par son indicialite 
sans doute et sa temporalite, la photographie semble pouvoir, mieux encore que 
le texte, temoigner de ces rencontres fortuites et surtout reveler leur dimension 
symbolique. Car elles sont comme des epiphanies. 

Vitrine - Kingston, 1972: Les vitrines sont si nombreuses dans l'oeuvre pho
tographique de Gagnon que, parfois, toutes les autres images paraissent avoir ete 
prises a travers une vitre, comme si le monde entier avait ete un grand magasin, 
invitant, mais ferme (fig. 7). Dans cette image-ci, la vitrine peut paraltre banale, 
comme toutes les vitrines. Pourtant, elle a bien quelques singularites. Deja, elle 
n'est pas simplement amenagee comme une vitrine, mais comme un interieur. 
ElIe semble ainsi livrer au regard une intimite. Mais bient6t, quelques indices dis
sipent l'illusion. Deja, cet interieur est plut6t mal amenage, incoherent meme, qui 
semble hesiter entre plusieurs gouts, entre plusieurs lieux, le salon, le bureau, la 
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fig,7 Charles Glagnon. Vi~rine. 1972, Kingston, t'prellve ~ la 8~la(ine 
argemiqlle, 28 x 35 cm, (Pho[o: (:l)urroisie Charles Gllgllon) 

cuisine (a moins qu';1 n'en propose la synthese impraticable), Et puis cerre suite 
de frigidaires n'a pas grand sens (it moins que Cl" divan zebre ne suggere un dimat 
tropical). Mais encore, routes ces etiquetres pendues aux meubles, id er la, et 
surrour Cl" label coIie sur la vitrine, presque a la surface de I'image, rappellenr au 
flineuI' que ces choses qui se reveleor a lui derriere cene surface ne SOot que des 
marchandises, qu'il n'est lui·meme devant dies qu'un consommateur et que 
CHARGEX peut lui permeme de passer de I'autre cOte du miroir pour posseder 
enfln I'objet de ses desirs, 

11 peut paraltre paradoxal que la question teleologique se pose ains; dans la 
modernire er, non seulement dllOS la nacure, mais dans la vi lie, Car dans la moder· 
nire, le monde s'est radicalemenr laYcise et la ville peut sembleI' le lieu lak par 
excellence: eUe est l'autre de la nature, essentieUement humaine et dairement 
inhabit&! par Oieu. Mais peur..erre est-<:e precisemenr pour cela que la question se 
pose la avec une acu/{e particum~re, la vil1e moderne nait avec le devcloppement 
du capiralisme, de I'industrie, de l'economie monetaire, Avec elle, la population 
s'accroit, la bourgeoisie s'affirme et de nouvelles classes apparaissem, comme la 
boheme, et certaines grandes figures de la modernite, comme le flaneur. Le flaoeur 
appaniem a la boheme. 11 est de cette nouvelle dasse de jeunes et de moins jeunes 
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gens, lettres mais infortunes, jadis attires par la grande ville, mais aujourd'hui 
marginalises dans cette ville meme25 . Ainsi exclu du circuit de l'echange, le 
flaneur a du temps libre et, pour tuer le temps, il erre dans la ville. Ni vraiment 
producteur, ni consommateur, il est plutDt contemplatif. Par un mecanisme de 
defense, il a tendance a esthetiser cette ville qui l'exclut (comme il esthetise sa 
marginalite meme). Autour de lui, il fetichise la marchandise pour lui donner 
quelque valeur d'usage alors qu'elle n'aura jamais plus qu'une valeur d'echange; il 
la «transsubstitue» en un signe divin, pour mieux nier son insignifiance absolue; 
il imagine la ville comme un temple ou mieux, une nature ordonnee, une foret de 
symboles, pour oublier cju'elle n'est qu'un grand magasin, Oll s'echangent toutes 
les choses et les etres; il assigne a l'histoire des fins transcendantes, alors qu'elle 
n'est soumise qu'a la necessite aveugle de l'economie de marche, Oll s'opposent une 
foule d'interets heterogenes qu'aucune «main invisible» ne pourra jamais har
moniser. Ou alors, il s'identifie a la marchandise, il attribue une we aux objets 
inanimes, pour mieux oublier la transformation generalisee des etres en marchan
dise. La ville entiere devient son espace interieur, son reve a lui26. 

Toilettes et glacier - Jasper, Alberta, 1981: Cette image releve du genre de la pho
tographie de paysage (fig. 8). EIle rappelle en particulier toutes ces images de 
montagnes sublimes auxquelles la peinture romantique nous a habitues, puis une 
certaine photographie. Ici, entre deux montagnes enneigees, un prodigieux glacier 
poursuit sa descente inexorablement, sur des centaines d'annees. Pour trouver 
quoi? Deux latrines. Face au glacier, elles semblent bien precaires. D'ailleurs, elles 
ne sont fixees la que par quelques pierres derisoires. Cette image-ci est ainsi dia
lectique. Elle oppose la grandeur sublime des mouvements geologiques au 
derisoire humain, trop humain, des mouvements intestinaux. Mais cette rencon
tre fortuite s'enrichit d'un troisieme terme, par une resonance purement linguisti
que que revele la version anglaise du titre:Johns,Jasper Glacier - Alberta, 1981. 
Et c'est ainsi qu'au bout du monde, devant un glacier, entre deux latrines, Jasper 
Johns apparatt, comme un mirage. La nature aurait-elle, sur des milliards d'annees 
et sollicitant toutes les forces de l'histoire, rapproche ici ces choses improbables, 
pour faire un simple jeu de mots et mauvais de surcrott? 

Ainsi, il ne s'agit pas de savoir si ces teleologies sont reelles, ces allegories 
naturelles. Elles ne le sont pas bien sur, meme si elles paraissent l'etre. Si certains, 
plutDt religieux ou au mieux hegeliens, pensent encore que le jugement 
teleologique est objectif (et que Dieu, l'Esprit, la Nature ou quelque autre volon
te agit dans le monde, dans l'histoire et nous parle), la plupart, plutDt kantiens, 
considerent que le jugement teleologique est subjectif, au mieux un simple 
principe regulateur, purement heuristique, souvent utile, mais a jamais indemon
trable27 • En fait, il s'agit bien plutDt de comprendre ce qui se joue dans la reprise 
obstinee de cette question intempestive des fins de la nature et de son sens. Les 
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~r.;8-C;;;;j;;'G;;';;;;:;,,'bO;;;I;"~'6;;;et glacier, 19811. JUI~" .;;;;:;:::;;;;;::;::,;...-"" 
bo gl!laWle u8rnllq~, 28 J: 3S (m (PhoI:o: COO([OIS"~ CharIe5 Gagnonl 

phorogmphies de Charles Gagnon manifestent peur-etre moins le d6:ir de (muver 
dans le monde quelque fin, quelque sens, que la vo lont~ de faire le deuil de ee 
dkir. Si, dans ces images, le monde parait un moment altegoriqut, rallegorie reste 
fi nalemem jncomp~hensJble et le monde redevlent vIce cC' qu'il a [ouiours ere: 
desordon~, irrem&iiablemem. Pour ceux qui es~rtnt, le monde ainsi est une 
nmtL. qw suscire blen de la melancoLie, un spltm. Mais POUf Ctux qui n'anendent 
rien,le moooe est un !w".{).bra{, qui peut 3ussi mue sounft' - par hasard. Pour 
ceux-Ia, le monde n'a pas vralrnem ere desene par Oieu: 11 est ~ulement habne 
par plusieurs dieux, souvem en discorde er tOujours malicieux. 

OUVIER ASSELlN 
Departement d'histoire de l'art 
Universite Concordia 
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Notes 

L'occasion de cette reflexion sur l'ceuvre photographique de Charles Gagnon nous a ete 
donnee par l'exposition retrospective organisee par le Musee du Quebec du 2 mai au 27 septembre 
1998 - Charles Gagnon. Observations - qui presentait une centaine de photographies, selectionees 
par l'artiste, qui rendent compte d'une trentaine d'annees de travail. Le catalogue de l'exposition 
presente un excellent texte de l'historienne d' art Penny Cousineau, qui, entre autres, situe his
toriquement l'ceuvre photographique de Gagnon par rapport a la photographie documentaire sociale 
et a la photographie formaliste. 

2 Marcel BERNASCONI, Histoire des inigmes, Paris, Presses universitaires de France, 1964, 
p.12. 

3 Pierre FONTANIER, Lesfigures du discours [l830}, Paris, Flammarion, 1977, p.114. Pour 
ee qui suit, if. aussi Olivier REBOUL, Introduction et la rhitwique, Paris, Presses Universitaires de 
France, 1991, p.136-8; et Groupe Mu, Rhitorique generale, Paris, Seuil, 1982, p.137-9. 

4 FONTANIER, p.115-118. 

5 REBOUL, p.136. 

6 Cette image est une allegorie de la grarnmaire tiree de l'Iconologia de Ripa. Cl Cesare 
RIPA, Baroque and Rococo Imagery. The 1758-60 Hertel Edition 0/ Ripa's 'Iconologia', edited by Edward 
A. Maser, New York, Dover, 1971, planehe 191. 

7 Roland BARTHES, La chambre claire. Note sur la photographie, Paris, Cahiers du cinema, 
Gallimard, Seuil, 1980. 

8 Ibid., p.57-9. 

9 Ibid., p.46. 

10 Ibid., p.69. 

11 Ibid., p.70-1, 90-5. 

12 Ibid., p.66. 

13 Ibid., p.180. 

14 Roland BARTHES, Mythologies, Paris, Seuil, 1957, p.173-76. 

15 BARTHES, La chambre claire, p.44. 

16 On se souviendra que Gustave Courbet avait sous-titre ainsi son Atelier du peintre: 
«Allegorie reelle determinant une phase de sept annees de ma vie artistique». Mais l'expression, qui 
est a la fois un oxymoron, une alliteration et presque un palindrome, avait probablemeot ici le sens 
inverse: cette «allegorie reelle» renvoie au tableau comme allegorie du reel plutot qu'au reel eomme 
allegorie. 

17 Emmanuel KANT, Critique de la /aculte de juger, traduction de A. Philonenko, Paris, Vrin, 
1979, p.192. 

18 Ibid., p.203. 

19 Ibid. 

20 Ibid., p.195. 

21 «L'herbe est neeessaire au betail ( ... ), celui-ci est necessaire a l'homme» (ibid., p.197). Et 
de ce point de vue, meme les choses desagreables pourraient bien, en fin de compte, nous etre utiles: 
«On pourrait par exemple dire que la vermine qui importune les hommes dans leurs vetements, leurs 
cheveux, leurs lits, est de par une sage disposition de la nature un aiguillon pour la proprete, qui est 
deja en elle-meme un important moyen pour la conservation de la sante» (ibid., p.198). 
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22 Notons ici que l'intervention divine dans la nature et dans l'histoire peut etre envisagee de 
deux manieres au moins: comme une simple «chiquenaude» initiale (Dieu n'aurait eu a intervenir 
qu'une seule fois, a l'origine du temps, pour creer le monde avec ses lois et le mettre en mouvement) 
ou comme une «creation continuee» (Dieu aurait a intervenir a tout instant dans le monde, au moins 
pOut le maintenir et entretenir les lois de la nature). 

23 Andre BRETON, L'amour fou, Paris, Gallimard, 1937, p.28. 

24 Andre BRETON, Nadja, Paris, Gallimard, 1964, p.19-20. 

25 C£ par exemple: Robert DARNTON, Boheme litteraire et Revolution. Le monde des livres au 
XVlll'siecle, Paris, Gallimard, Seuil, 1983, p.7-41 et Pierre BOURDIEU, Les regles de l'art. Genese et 
structure du champ litteraire, Paris, Seuil, 1992, p.84-89. 

26 Cl Walter BENJAMIN, Paris, capitale du XIX'siecle. Le livre des passages, traduit de l'alle
mand par Jean Lacoste d'apres l'edition originale etablie par RolfTiedemann, Paris, Cerf, 1989, et 
Charles Baudelaire. Un poete Iyrique a I'apogee du capitalisme, traduit par Jean Lacoste, Paris, Payot, 1982. 
Cl aussi Heinz WISMANN (ed.), Waiter Benjamin et Paris, Colloque international 27-29 juin 1983, 
Paris, Cerf, 1986; Susan BUCK-MORSS, The Dialectics of Seeing: Waiter Benjamin and the Arcade Project, 
Cambridge (MA), The M.LT. Press, 1989; Rainer ROCHLITZ, Le dlsenchantement de l'art. La philoso
phie de Waiter Benjamin, Paris, Gallimard, 1992; Margaret COHEN, Profane Illumination: Waiter 
Benjamin and the Paris of Surrealist Revolution, Berkeley, University of California Press, 1993. 

27 La science contemporaine est generalement deterministe, mais rarement teleologique: l'ex
plication requiert toujours I'identification des causes efficientes, mais plus du tout celle des causes 
finales. La tMorie du chaos, par exemple, qui en fin de compte ne croit pas a l'existence du hasard et 
tente constamment de trouver un ordre sous le desordre apparent de certains phenomenes complexes 
(comme les phenomenes meteorologiques, les turbulences liquides, les variations des populations, les 
mouvements du coeur et les activites du cerveau, les mouvements boursiers, etc.), n'a jamais recours 
a la notion de finalite: un mouvement peut-etre determine, ordonne et stable, mais non periodique 
et, par consequent, largement imprevisible, sans qu'il soit necessaire de supposer quelque fin a l'ceu
vre dans la nature. Tout au plus a-t-on besoin, dans certains cas, des notions d'auto-regulation, d'ac
tion reciproque ou de retroaction. Cl James GLEICK, Chaos, New York, The Viking Press, 1987. 
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Summary 

THE FIANEUR AND THE ALLEGORY 
Fragments on the Photographs of Charles Gagnon 

I n the photograph Sans titre - Sackville, N.B., 1973, we see a tiger skin, an elec
tric fan and an iron on an ironing board. The grouping is improbable and strange, 

like the one with a sewing machine and an umbrella on a dissecting table. Both stir 
up the same vaguely troubling feeling that words will try vainly to dispel with ques
tions such as "What does this mean?" At first glance, these objects have nothing in 
common. But slowly, strange connections are made between the ironing board and 
the flattened tiger skin, between the roaring tiger and the motionless fan, between 
the motionless fan and the cooling iron, between the pail of ashes and the glass of 
water and so on. And yet, all these objects are still, frozen in the blazing noon light 
and the mystery remains intact. Most of Charles Gagnon's photographs could be 
thought of as enigmas - or logogriphs - or more properly allegories. 

According to Fontanier, an allegory is "an expression with both a literal and 
a figurative meaning in which one presents one thought in the image of another, 
thus making it more perceptible and more striking than if it were presented 
directly without any kind of disguise." But an allegory is not like as other expres
sions. An allegory is a trope "in several words," a "proposition," even a discourse, 
whereas a metaphor, for example, is a trope "in just one word." Yet an allegory is 
not quite like a drawn-out metaphor or an allegorism (to use Fontanier's term). In 
an allegorism, only some terms are metaphorical in a group of literal terms; the 
allegorism has a figurative meaning, but no literal meaning. In an allegory, on the 
other hand, all the terms are metaphorical; an allegory has a figurative and a lit
eral meaning. But how does one know that the discourse is allegorical and that it 
is necessary to look beyond the literal to find the figurative meaning? Because, lit
erally, the discourse has a strangeness; something always seems to elude our under
standing. The represented figure always seems out of place and so draws attention 
to itself as a figure. Generally, an allegory is distinguished by its external incon
gruity in the context of general discourse. Whether Fontanier likes it or not, it is 
just as often distinguished like allegorism, by a certain internal incoherence at the 
level of the sentence. Even if the image reads literally, it remains incomprehensi
ble, like a hodgepodge so mixed up that no simple hypothesis could explain the 
grouping - except, of course, if one understands the image in another way, 
metaphorically this time. Allegory - whether a discourse, a story or image - is 
often a heterogeneous figure and this heterogeneity is a precise indication of its 
(meta) discursivity. 
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In this manner, Charles Gagnon's photographs could very well be allegor
ical. But allegories of a special kind: found or ready-made allegories. These images 
are probably not constructed (in the strict sense); they are photographs (that is to 
say, indexes) and they are neither arranged nor staged. How do we know? We do 
not know and can never be certain, but we assume it: these images do not appear 
manipulated - the surface is homogenous, the space is coherent - and the 
objects in space do not seem to have been placed there on purpose - the arrange
ment appears arbitrary, the result of chance. Even when the image presents obvi
ously modified spaces conceived by town planners, architects and landscape 
artists, transformed by decorators and display designers, taken over by artists, 
users and occupants, despite everything, these spaces are sites of chance encoun
ters; the various intentions intersect, are superimposed and even contradicted, 
nature intervenes, time does its work, small unexpected things appear or disap
pear, and accidents, chance and coincidences occur that exceed all intention. This 
is precisely what these photographs show us through the chosen moment, the 
point of view and especially the framing. 

But how can a chance encounter be an allegory, even a sign? Without doubt, 
it can be read as a sign. Like beauty, the significance is in the eye of the beholder. 
However, these ready-made allegories are not the straightforward projection of the 
photographer's intention. They seem to exceed intention. And perhaps like 
images in general, this is what makes the quality of Charles Gagnon's images 
exceptional. His photographs are never unary, they always have at least a double 
meaning and generally can be read on many levels - heterogeneous. They are not 
homogenized by a single intention. Certainly, they indicate, at least, the intention 
of showing these chance encounters, presenting them as signs but not giving 
them a single meaning. On the contrary, they emphasize that something as well 
goes beyond the intention of the photographer, the significance and the total com
prehension. 

The ontological status of these allegories is very ambiguous: they seem nei
ther purely objective - a constructed sign, staged by someone - nor purely sub
jective - a sign projected by the spectator - but both at the same time - a nat
ural sign, perceived as a sign, but indeciphered. Thus, these chance encounters 
would be real or natural allegories rather than found or ready-made ones. But how 
is this possible? How can nature be allegorically objective? These images raise a 
teleological question - the general question about the purpose of nature. The 
question may seem untimely, but it remains exemplary of modernity; paradox
ically, it has neither been sufficiently posed nor has it been better formulated, 
especially in the field of art since the eighteenth century. Moreover, one of the 
founding works of modern aesthetics, the Critique of Judgment by Kant, is mostly 
devoted to the "faculty of teleological judging." In the second part of this book, 
Kant questions the value of a judgment that affirms the existence of an objective 
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purpose in nature (as a system or as history). Since Aristotle, or earlier, philosophy 
has distinguished between the efficient cause - the cause that produces the effect 
and the final cause - the purpose for which the effect is produced. Most artefacts 
- phenomena of human origin - are not only the result of causes (efficient caus
es), but also of purposes (final causes). But the transposition of this distinction 
from the sphere of human phenomena to that of natural (or historical) phenome
na is not evident: nature certainly has causes, bur does it have purposes; that is to 
say, not only subjective purposes (that are attributed to it afterwards), but also and 
in particular objective purposes (that direct production)? Before nature in general 
(as before history), reason is caught between two hypotheses that Kant formulates 
in the "antinomy of the faculty to judge teleologically." Following the determinist 
thesis, "all in nature is possible according to purely mechanical laws;" nature is 
blind and progresses without a goal. According to the finalist antithesis, "some 
productions of material things are not possible by simply mechanical laws;" they 
seem to be the result of a finality, that is, a reason, a will, an intention, in short, 
divine provide1}ce. Kant gives a few examples. Often nature is already so admirably 
organized that it can seem final. The human body, for example, is both an orga
nized being and a being organizing itself, each part depending on the other and 
vice versa, and "nothing seems unnecessary." But above all, nature at times seems 
destined for human beings by its usefulness to us - nature appears concerned for 
our well-being so that history will progress to our advantage. Nature's perfection 
- seems to submit to geometry, like the trajectory of a cannonball forms an arc 
or heavenly bodies move in an ellipsis; its beauty - nature seems made for our 
pleasure - and, we could add, by the meaning that it can have for us - nature 
seems to send us messages. 

Thus, in the 18th century, the teleological question was generally asked 
when reflecting on nature, its organization and its history, and especially in aes
thetics concerning the art of gardens or landscape painting. But soon the question 
of purpose would also be asked elsewhere, such as when reflecting on the city, the 
modern city (which probably developed at the time) and particularly in literature. 
Indeed, literature makes the city a special subject very early on and continues to 
do so. The case of Paris, the modern city par excellence, is well-known: it moves 
from Restif de La Bretonne and Mercier to Surrealism and to Fargue including 
Hugo, Balzac, Nerval, Baudelaire and Symbolism. In this tradition, the city is 
often represented as a second nature, an immense organism whose purposes are 
unfathomable or a forest of indecipherable symbols. In this respect, surrealism is 
particularly revealing. Many texts influenced by this movement take the city not 
only as a setting, but also as a theme and even as a character - in particular Le 
paysan de Paris by Aragon, Nadja and I'Amour fou by Breton, Les dernieres nuits de 
Paris by Soupault where urban space often becomes the only driving force in the 
story and description is substituted for narrative. These surrealist texts explicitly 
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ask the teleological question. The surrealist flaneur strolls the city in a state of 
complete openness which makes him sensitive to certain remarkable coincidences. 
But the wanderer does not remain unmoved; he interprets these chance encounters 
as signs - "objective chance." Breton first defined the notion like Engels from 
whom he borrowed the term: "objective chance" is "the meeting of an external 
causality and an internal finality." But his interpretation quickly moves beyond 
being strictly materialist to become truly finalist: these chance encounters are not 
signs projected by the subject onto the object, but rather signs destined for the sub
ject by some mysterious providence. These "sudden close encounters," these "awe
some coincidences" are "acts that, although they may be pure observation, always 
present all the appearances of a signal, without saying exactly which signal, mean
ing that, in complete solitude, I find myself with unlikely complicities which 
remind me of my illusion every time that I think I am alone in control." Several of 
these Surrealist works give a central place to photography - Nadja and l'Amour 
Iou, for example, are abundantly illustrated with photographs. In its indexicality 
and temporality, photography seems to present these chance encounters better than 
text and, above all, reveals their symbolic dimension. Photographs are like epipha
nies. 

It may appear paradoxical that the teleological question is posed this way in 
the context of modernity and not only in nature but in the city. The modern world 
is completely secularized and the city seems to be the secular place par excellence: 
it is the opposite of nature: essentially humane and clearly inhabited by God. But 
perhaps this is why the question is asked here with particular intensity. The 
modern city was created through the development of capitalism, industry and 
monetary economy. Populations grew, the bourgeoisie asserted itself and new 
classes appeared, like Bohemia, and with them some of the great figures of 
modernity, like the flaneur. The flaneur belongs to Bohemia. He is from this new 
class of young and not so young people, well-read but poor, once attracted by the 
big city, but today marginalized by the city. Excluded from the network of 
exchange, theflaneur has free time and to kill time, he strolls the city. Neither pro
ducer nor consumer, he is contemplative. As a defence mechanism, he tends to 
aesthetize the city that excludes him (just as he aesthetizes his own marginality). 
He fetishizes the commodities he finds around him and gives it some usage value, 
whereas it has never had more than exchange value, and he transsubstitutes it into 
a divine sign, better to deny its total insignificance. He imagines the city as a tem
ple or, better, as organized nature, a forest of symbols in order to forget that it is 
only a department store where all things and beings are exchanged. He assigns 
transcendent purposes to history although it is subject only to the blind necessity 
of a market economy, where a mass of conflicting interests confront each other in 
a way that no "invisible hand" could ever make harmonious. Or, he may identify 
with the commodity, giving a soul to inanimate objects in order to forget the gen-
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eral transformation of human beings into commodities. The city becomes his 
mental space, his own dream. 

It is not a matter of knowing if these teleologies are real, these allegories nat
ural. They certainly are not, even if they appear to be. If some thinkers, most of 
them religious or Hegelians, still believe that teleological judgments are objective 
(and that God, Spirit, Nature or some other will has an effect on the world, on 
history and speaks to us), most people, that is, Kantians, consider that teleolog
ical judgments are subjective. At best, they are a simple regulating principle, 
purely heuristic, often useful, but forever unprovable. In fact, it is more important 
to understand what is at stake in the persistent asking of this untimely question 
about the purpose and meaning of nature. Perhaps Charles Gagnon's photographs 
show less the desire to find some purpose or meaning in the world than the wish 
to overcome this desire. If, in his images, the world appears to be allegorical for a 
moment, the allegory remains ultimately incomprehensible and the world quickly 
returns to what it always was: incurably disorderly. For those who hold hope, the 
world is a ruin, which creates great melancholy, spleen. But for people who do not 
expect anything, the world is a great bric-a-brac which can also make you smile -
by chance. For these people, the world has not really been deserted by God; it is 
inhabited by several gods, often in conflict, always mischievous. 

Translation: Janet Logan 
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fig.! Affiutnce au Musre du Qui:bec all cours de I'ett 1998. 
(Photo: John R. Porcer) 
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RODIN, LALIBERTE ET LES AUTRES 
Realites et perception d'un musee d'art 

I I est de bon ton qu'un directeur general de musee fasse le point sur les realisa
tions recentes de son institution, particulierement lorsque celle-ci vient de con

nal'tre un beau succes dont la portee a ete internationale. Par contre, il n'est pas 
courant qu'un specialiste de l'art du Quebec - et universitaire de surcrol't -
assumant une fonction de gestionnaire dans un musee d'Etat se prete a un tei exer
cice pour une revue savante a laquelle son nom est associe depuis plus de quinze 
ans et dans laquelle il a deja commis des articles «savants» assortis d'un appareil 
scientifique consequent! «Mais puisqu'on m'y invite, me suis-je dit, et que j'ai 
toute latitude quant au choix de mon propos, pourquoi ne pas y aller de reflexions 
a batons rompus en adoptant le point de vue d'un historien de l' art qui, il y a bien
tot dix ans, sautait la cloture et troquait la theorie universitaire pour le beau risque 
quotidien des responsabilites museales.» Apres tout, ce n'est pas parce qu'un his
torien de l'art devient administrateur ou directeur de musee qu'il cesse pour cela 
de reflechir, d'autant plus qu'au c~ur de la vie quotidienne d'un musee on a la 
possibilite d'accomplir certaines choses et d'en comprendre d'autres, aussi bien en 
materialisant ses reves qu'en vivant certains cauchemars! 

Le present texte s'inscrit dans la foulee de reflexions Oll j'ai eu l'occasion 
d'expliciter mes ideaux et ma vision du musee, ou encore de mettre en contexte 
ma contribution presente a l'evolution d'une institution comme le Musee du 
Quebec (fig.1)1. Dans le meme esprit, je me suis toujours fait un devoir de pro
fiter de la redaction de prefaces destinees aux publications du Musee pour reflechir 
sur leurs differents contenus, afin de bien mesurer, par exemple, la portee d'une 
exposition et de l'inscrire dans une continuite significative. Ainsi le catalogue de 
l'exposition Rodin a Quebec presentee au Musee du Quebec du 3 juin au 13 sep
tembre 1998 n'a pas fait exception. Dans ce cas particulier, il m'apparal't de sur
crol't interessant de dresser aujourd'hui un petit bilan sans pretention, preferant 
risquer de tourner quelques coins ronds plut6t que de passer sous silence certaines 
observations utiles. 

En marge d'une exposition comme Rodin a Quebec, il pourrait etre tentant de 
rester a la surface des choses, de cultiver les illusions de perspective ou de se can
tonner dans les agreables echos mediatiques de l'evenement (fig. 2). Loin de 
vouloir bouder notre plaisir, rappelons que Rodin a Quebec aura ete l'exposition du 
siecle dans la Capitale, 1'exposition la plus frequentee dans les musees d'art dans 
le monde en 1998 avec 524 273 visiteurs2. Le succes de l'evenement aura 
d'ailleurs valu au Musee du Quebec de multiples reconnaissances officielles, aussi 
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fig·2 Une section de I"exposition Rodin i'I Quebec, la salle des BOII'ltoil de 
Ca/Il/s. (photo: Patrkk Altman, MU5& du Quebec) 

bien des milieux de la politique, du (QUIisme er des affaires que des secteu~ de la 
museologie et des communic3rions3. Cela die, un rei succes souieve narurellemem 
des questions. 

Plusieurs commentareurs aurom succombe a la tentadon de dasser Rodin d 
Quebec dans la categorie des blockbuJlerJ en raison de son immense succes populaire. 
A l'ioverse, il m'esr apparu symptomadque que le critique en arcs visuels du Globe 
arid Mail de Toronto, Slake Gopnik, ne J'air pas fait dans son article inticule «Big 
shows, big crowds and big waste of ralems», paru le 24 avril 1999. De son COffi

mentaire se degage un certain profil du blockbllJier, a savoir une exposition 
itineraore deja touce mite qui prafite de la fermeture tempomire d'une institution 
daree de riches collections et dont le principal objeaif est de mire un bon coup 
cl'argent, sussi bien en amont (ill5tiwrion preceuse) qu'en aval (institution d'ac
cueil), Suivanr le poior de vue du journaliste, de relies expositions ne tirem pas 
parti des competences du personnel specialise des institutions h6tes, eJles ne per
mettent pas de mire progresser la recherche et e1les peuvem me-me avoir une inci
dence negative sur la production anistique locale ou natianale (collections et pro
grammatian), 

206 



"1..3 U~ ,_mt de t"ap05ruOfl Lalibent! tl Rodin (Photo: ).-F 8ntrt') 

Selon une [t'lle persp«uve, Rodm a QHlbtr- aum ere aux antipodes d'un h/«t.· 
bNJltr classique, malgre son succes de foule. Au depart, I'exposltion ne fut 
d·ailleurs pas con,ue comme un b/«kbHJltr. Elle visair le developpemem des con
naissances sur Rodin et sa presence dansles coliecrlons quebecoises er canadiennes, 
I'emergence de nouve-.IUX savoir-fuire, I'atteinte d'un large public, I"explomtlon 
d'approches &iucatlves medites et la mise en reuvre de partenariatS imemarionaux 
promeneurs. Loin d'avoir nui awe anisres du Quebec. les surplus generes par 
I"evenemenl auront en Outre perm is la presentation d'autres expositions de qualite 
ainsi qu'une serle d'acquisltions maJeures en art du Quebec pour les JXriodes an
cienne, moderne er comemporaine, sans compter la mise sur pied d·un fonds de 
doration dont le Musee du Quebec pourra profirer a long terme. Cans un SOUCI 

d'~uilibre er de mise en contexte de ran du Quebec, Rod!n i QNIh« comportlldt 
par surcroir une exposition satellite intirulee l.41iber-rl tl Rodm (fig.3), qui a permis 
de mieux cerner une facette essenrlelle de la produCtion de ee .sculpreur quebecois. 

En bref. Rodm i QHIbtt: aura ere une exposition awe effetS srrucrumntS, mar
qu& de I"empreinre du Musie du Quebec. et dont le contenu n'a cessi de se boOl
fier au fit des trois ans de son elaboration, et n'eran done pas ee qu'on appelle 
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filA u~ snnc:e de ~monslr"'"Of\ des prc'ldd& de I ... sculp!Ure dam I. saJle 
&il.KlluYe oompllmenf;ure 11'n:po!i1U0fI Rodin 1 Qulbec. (Photo: 
Pamdc Ahnun, Mush du QuIb«) 

communement une .. valise .. , mais bien un pro,et ambitieux fonde sur une 
coherence scientlfique et qUI misait sur I'appon de specialiste$ aussi bien quebe
cois qu'etrangers, Cene Importante retrospective tablait evidemment sur des pries 
genereux du musee RodlO de Paris, mais elle aura aussi permis la mIse en valeur 
d'<ruvres maJeures provenant de differences collections publiques et privets du 
Quebec et du Canada. Plmot que de dec-ourager le visiteur, des drain d'entree rrk 
raisonnables visaient au commire a I'inciter a revenir voir I'exposition, 

En complement la I'exposition Rodi,,;; QNlbtc, le visiteur pouvait compter sur 
un ma(eriel didactique abondanc et diversifie, sur un audioguide billOgue et 
meme sur une grande salle educative (fig.4) ou now avions rttonstitue un atelier 
de sculpture et de moulage permertant d'experimenter les proc&Ms de creation du 
grand sculpreuf. En bref, I'idie fondamentale etait de donnef au visneUf un acces 
incelligent la I'an : qu'il en air deja une connaissance fine ou qu'il soit en plein 
processus d'inltlatlon, il devau POUVOif rrouver son bunn. L'une de nos plus 
grandes joies fut d'ailleurs de consurer que la moitie de nos visiteurs n'avaienr 
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jamais visite un musee avant de mettre les pieds au Musee du Quebec a!' ete 1998. 
Et tant mieux si ces visiteurs n'etaient pas taus «payants», si les jeunes de 16 ans 
et moins avaient un acces gratuit a l'exposition, si les non-voyants et mal-voyants 
ont pu profiter d'un nouveau programme d'acces, ou si certains ont decouvert 
Rodin par le canal du cinema, de la danse, d'une conference, d'une demonstration 
technique ou d'une reception privee tenue en dehors des heures regulieres d'ou
verture de la billetterie! 

Le Musee d'aujourd'hui appartient a tous ceux qui franchissent ses portes et 
il doit etre tres inventif en matiere de corridors d'acces. Il doit etre aussi savant 
que populaire et c'est par son haut niveau de permeabilite qu'il peut pretendre 
remplir sa mission. Et qu'il soit bien clair qu'il n'y a la aucun nivellement par le 
bas, d'autant plus que Rodin a Quebec ou Laliberte et Rodin ont ete des expositions 
assorties de catalogues aussi serieux qu' attrayants qui en perpetueront adequate
ment le souvenir. A l' evidence, les statistiques de frequentation et le niveau des 
surplus budgetaires engendres par une exposition ne doivent pas constituer les 
seuls criteres d'appreciation de la performance d'un musee. Rodin a Quebec aura ete 
une grande exposition, mais pour des raisons multiples, runsi que l'a d'ailleurs 
reconnu l' Association des musees canadiens en decernant au Musee du Quebec son 
prix d'Excellence dans la categorie «Gestion museale4». 

Cela dit, les gens de musees ont un devoir de memoire en regard de ce qu'ils 
accomplissent, devoir qu'ils ont trop souvent tendance a oublier. Regarder derriere 
soi, c'est non seulement prendre du recul et se donner 1'0pportunite de reflechir, 
mais c' est aussi l' occasion de bonifier les projets a venir, car rien n' est jamais par
fait. Pour un musee comme le notre, l'objectif ne sera jamais de battre des records 
d'affiuence, mais bien de continuer a presenter d'excellentes expositions qui cons
titueront autant d'occasions de decouvertes pour nos visiteurs de tous ages et de 
toutes provenances geographiques et socio-economiques. 

Eclairer certains gestes, les colliger, les ordonner et les evaluer, c' est creer du 
sens et alimenter la reflexion. Il est d' ailleurs frustrant, lorsqu' on regarde en 
arriere, de constater que des pans entiers du passe de nos institutions semblent 
nous avoir echappe. C'est le cas de certaines grandes expositions tenues en nos 
murs et pour lesquelles il ne nous reste meme pas de trace visuelle. L'action d'un 
musee ne se resume evidemment pas a une exposition, mais il est troublant de 
constater certains trous de memoire. Il y a quelques semaines, le Musee du Quebec 
a amenage en ses murs un nouvel espace polyvalent que nous avons baptise le salon 
Paul-Rainville. Or, qui se souvient de Paul Rainville, et plus encore, de son par
cours comme deuxieme directeur du Musee du Quebec? En poste de 1941 a 1952, 
il aura ete un directeur dynamique et polyvalent, bref, un homme d'idees et de 
realisations. Sous sa gouverne, le Musee aura franchi le cap des 100 000 visiteurs 
par annee, malgre des contraintes de toutes sortes. A la faveur d'une petite notice 
biographique publiee en 1997 dans un numero de la revue Muses, j' ai resume a 

209 



grands traits 1'action de ce visionnaire qui presida le Comite national de l'ICOM 
a compter de 1949 et qui, a titre de president de 1'Association des musees cana
diens, redigea un important rapport inedit intitule «Le musee et l' education des 
adultes au Canada» .. On lui doit de surcrol't des dizaines d'acquisitions majeures 
et la presentation d'une soixantaine d'expositions a partir de 1941. Nombre de 
pieces incontournables d'artistes comme Joseph Legare, Louis-Philippe Hebert, 
Jean Dallaire, Paul-Emile Borduas et bien d'autres sont entrees dans nos collec
tions grace a sa determination. Et Dieu sait s'il eut a reuvrer dans un contexte 
budgetaire difficile, preferant multiplier les initiatives plutot que de succomber a 
une frustration legitime. Sait-on, par exemple, que des pieces essentielles, des 
chefs-d'reuvre d'artistes tels qu'Antoine Plamondon et James Wilson Morrice se 
retrouverent a 1'Art Gallery of Ontario ou a la National Gallery of Canada apres 
que ses fermes recommandations d'achat furent demeurees lettre morte ... Et c'est 
ce meme Paul Rainville qui realisa 1'impossible en presentant a Quebec, en exclu
sivite nord-americaine, 1'exposition La peinture franfaise depuis 1870: la collection 
Maurice Wertheim a rete 1949. Pendant trois semaines, ce fut un veritable «triom
phe» a Quebec, l' affiuence etant telle qu' on dut ouvrir le musee le soir trois fois 
par semaine! Et comme Rainville avait le souci des traces, il s'associa personnelle
ment a la publication d'un catalogue illustre fort ambitieux pour l'epoque, dans 
lequel on trouvait la signature de prestigieux collaborateurs, dont 1'historien de 
1'art John Rewald. La memoire est une denree essentielle au sein des institutions 
museales et il nous appartient de la cultiver et, le cas echeant, de la ranimer 
lorsqu'elle fait defaut. 

Les moyens dont nous disposons aujourd'hui sont bien sur beaucoup plus 
considerables qu'ils ne 1'etaient a 1'epoque de pionniers comme Paul Rainville. 
Voila pourquoi il nous importe d'assortir nos manifestations de catalogues, de 
livres (figs.5 et 6), de brochures et de depliants (fig.7). Ceux-ci constituent autant 
des temoignages d' evenements que des outils de rayonnement susceptibles de 
rejoindre des publics elargis, aussi bien ici qu'a 1'exterieur du Quebec. Un simple 
coup d'reil retrospectif sur les publications qui ont emane du Musee du Quebec 
depuis 1993 montre bien le risque qu'il y aurait a reduire 1'action d'un musee 
comme le notre a une seule exposition, eut-elle ete grandiose6. 

Derriere le voile mediatique de Rodin a Quebec, il y a pres d'une cinquantaine 
d'artistes qui ont eu droit a une etude particuliere ces dernieres annees, sans 
compter des publications a caractere collectif et differentes erudes touchant des 
themes divers. Retrospectivement, on constatera combien les horizons de 1'art sont 
multiples et combien 1'action que nous menons s'inscrit dans une dynamique 
d'equilibre entre les volets quebecois et international de nos engagements, sans 
oublier bien sur le role essentiel que nous nous effor~ons de jouer, de concert avec 
nos partenaires du reseau museal quebecois et canadien. On pourrait egalement 
souligner notre engagement soutenu envers 1'art acmel, notre double volonte de 
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soutenir des artistes en emergence et de saluer les contributions presentes 
d'artistes confirmes, voire l'ouverture de nouveaux chantiers dans le champ des 
arts decoratifs et du design. Les horizons du Musee du Quebec ne se confinent plus 
aux plaines d'Abraham, mais touchent des capitales et des grands centres comme 
San Francisco, Rome, Barcelone, Paris et bien d'autres. 

Ultimement, 1'objectif d'une institution comme la natre est de reconnattre, 
de faire exister et, disons-Ie, de combler quelques trous de memoire collectifs. Et 
ce processus de mise en valeur, nous n'hesitons pas a le mener avec le concours 
complementaire de chercheurs et de partenaires de l' exterieur, et notamment avec 
des universitaires. On a parfois tendance a oublier le role d'un musee comme le 
natre dans la construction d'une histoire de 1'art. Pour enrichir et alimenter la 
memoire, il doit developper des outils de connaissance et de reconnaissance. En 
matiere de collections, illui incombe d'elargir sans cesse les corpus et de restau
rer ce qui peut 1'etre. Et il ne doit pas se contenter de montrer. Il doit choisir et 
miser sur ce qui presente la pertinence la plus haute. Il lui appartient de faire 
renattre ce qui a ete en dormance, voire ce qui semblait perdu dans les corridors 
de 1'oubli. Ainsi l'exposition Dallaire, inauguree en juin 1999, marque-t-elle une 
avancee appreciable non seulement par la reunion lumineuse de quelque 128 
ceuvres selectionnees dans un corpus six fois plus large, mais egalement par la 
reconnaissance et la comprehension nuancee d'un parcours artistique singulier. Au 
gre d'un tel exercice, il nous importe de nous inscrire dans la duree. Dans cette 
perspective, 1'exposition Dallaire fait en quelque sorte echo aux initiatives prises 
un demi-siecle plus tot par notre predecesseur Paul Rainville. Suivant un scenario 
analogue, l'exposition Le renouveau de I'art religieux au Quebec 1930-1965, presen
tee en nos murs de mars a octobre 1999, fut la premiere manifestation du genre 
depuis celle du Cafe du Parlement de Quebec, en 1952, sous le titre L'art religieux 
contemporain au Canada. Les initiatives ne sont pas du meme ordre, mais elles s'ins
pirent d'un souffie commun et de la volonce de progress er dans la connaissance et 
la diffusion de 1'ceuvre des principaux artistes quebecois. 

Pour bien cerner 1'apport d'une institution, il importe de 1'embrasser dans 
sa globalite plutat que de se limiter, par exemple, a quelques expositions. Dans un 
musee, les expositions ne sont d'ailleurs pas tout. Il suffit pour s'en convaincre de 
parcourir nos rapports annuels (fig.8) ou voir notre Bulletin trimestriel (fig.9). On 
pourra alors comprendre la vision qui sous-tend 1'action quotidienne d'un musee. 
Au-dela du prisme des sujets abordes par differents collaborateurs, le «Mot du 
directeur» pourra, quant a lui, eclairer le lecteur sur le mandat de 1'institution, sur 
le role de sa fondation, sur ses efforts d'accessibilite, sur son partenariat avec les 
universites, sur son rayonnement en region, sur les processus d'elaboration de sa 
programmation, sur sa presence a 1'echelle internationale, sur 1'importance qu'il 
accorde a 1'education, sur 1'evolution de la frequentation du public, sur 1'elabora
tion de son jardin de sculptures, sur le classement comme monument historique 
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RAPPORT 
ANNUEl 

fig.8 Les roppom annuels du Mus€e du Qutbec depuis 1993. 
(PhQ[os: P"trlck Airman, MuseI' du QI.II!bec; &Iiti<jue: COMPE1.EC) 
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fig.9 Couvertures des nume'f05 du Bulletin frimes[riel du MI.l.ste du Qu~bec 
publu!s depuls J'automne 1994. (Phofos: Patrick I\lrmpn, Mustt du 
Qu~bec: &1i[Jque: COMPELEC), 



de run de ses pavillons ou sur 1'actualisation des politiques de sa collection Pret 
d'reuvres d'art. 11 y a la des reflexions qui aident a comprendre et surtout qui met
tent en perspective. C' est ainsi que dans le Bulletin du Musee du Quebec de l' ete 
1999, on apprendra, sans veritable surprise, que 1'acquisition d'reuvres d'art cons
titue 1'une des missions fondamentales du Musee du Quebec, mais qu'en cette 
matiere notre institution privilegie plus que jamais 1'entree en ses murs d'reuvres 
fortes et franchement complementaires aux collections existantes. On y fait 
notamment etat des reuvres majeures acquises au cours des derniers mois dans les 
differents champs de collection, notamment grace aux surplus budgetaires engen
dres par Rodin a Quebec, et des resultats tangibles de l' engagement pris par le 
Musee du Quebec depuis 1993 a 1'egard de sa collection de photographies. Dans 
cinq, dix, vingt ou cinquante ans, ces petits edairages periodiques sur les dif
ferents volets de 1'action du Musee permettront peut-etre de mieux comprendre 
son evolution a 1'oree des annees 2000. 

Comme je me plais souvent a le repeter, 1'art n'existe que dans la lumiere. 11 
en va de meme du musee, un haut lieu culturel ou on doit avoir le souci constant 
des traces. Au-dela du qui et du quoi, du combien et du comment, il faut toujours 
garder a 1'esprit le pourquoi. Au-dela des succes de foule, un musee se construit 
petit a petit a la faveur degestes multiples qui prennent tout leur sens avec le 
temps. Le musee est le fruit d'apports successifs, la resultante d'impulsions, d'ac
tions et de reactions. C'est egalement un lieu ou on doit cultiver 1'art du possible, 
toujours regarder en avant, mais en n'oubliant jamais ce qui est derriere. Pour rela
tiviser le present, il importe de se souvenir aussi bien des coups d'audace et des 
succes d'un Paul Rainville que des frustrations qu'it a pu eprouver periodique
ment en raison des faibles moyens dont il disposait. 11 y a la des lec;ons de choses 
qui peuvent nous aider a nuancer certains jugements et a progresser en ayant a l' es
prit le chemin parcouru. Et peu importe que 1'on n'atteigne pas tous ses objectifs; 
1'impottant est d'en avoir, de savoir ou 1'on va et d'avancer en gardant en memoire 
d'ou 1'on vient. Un musee se juge, s'evalue et s'apprecie dans la duree, a la lumiere 
de 1'ensemble de ses actions. Et, en bout de piste, tout compte: la mega-exposi
tion qui fait un tabac durant tout un ete dans la Capitale aussi bien que la selec
tion de chefs-d'reuvre quebecois du Musee qui part en tournee regionale pour trois 
ans et qui, passant par Sept-lles ou Amos, suscitera peut-etre 1'eveil d'une passion 
pour 1'histoire de 1'art et la museologie. 

JOHN R. PORTER 
Directeur general 
Musee du Quebec 
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Notes 

«Le refus de la nostalgie» dans Tendances de la museologie au Quebec, sous la direction de 
Michel Cote, Quebec, Musee de la civilisation et Societe des musees quebecois, 1992, p.23-35 (Actes 
du 3e Forum sur les tendances de la museologie au Quebec organise par la Societe des musees quebe
cois, Quebec, le 27 fevrier 1992). Egalement publie en anglais sous le titre «Against Nostalgia», dans 
Museological Trends in Quebec, p.23-34. «Le Musee du Quebec: une memoire vivante», dans Culture, 
institutions et savoirlCulture franfaise d'Amirique, sous la direction d'Andre Turmel, Sainte-Foy, Les 
Presses de l'Universite Laval, 1996, p.151-70 (Actes du Seminaire de la CEFAN). «[Le directeur de 
I:\lusee.} Un gestionnaire qui doit avoir de la vision», dans La societe et le musee, l'une change, l'autre aussi, 
sous la direction de Guy Dore,. Francine Lelievre, Jean Davallon et Roland May, Montreal, Musee 
d'archeologie et d'histoire de Montreal, 1997, p.75-82 (Actes du coHoque tenu au Centre canadien 
d'architecture de Montreal, dans le cadre des Neuviemes entretiens du Centre Jacques-Cartier, les 2, 
3 et 4 octobre 1996). 

2 Voir «Exhibition Attendances. 1998: a selective record», Apollo, decembre 1998, p.60-62. 

3 On trouvera une liste sommaire des reconnaissances obtenues par le Musee du Quebec dans 
«Rodin a Quebec recueille les honneurs», Bulletin du Musee du Quebec, ete 1999, p.18. 

4 De fa~on plus specifique, ce prix a ete remis aux deux co-organisateurs de l'exposition, a 
savoir Yves Lacasse, conservareur en chef adjoint et direcreur des expositions, et moi-meme. 

5 «Paul Rainville (1887 -195 2), un directeur de musee visionnaire», Muse, vol. XlV /4-XV 11, 
juin 1997, p.42. Egalement publie en anglais dans la meme revue sous le titre «Paul Rainville (1887-
1952). A Visionary Museum DirectoD>, p.43. 

6 Voir John R. PORTER, «L'art et le livre au Musee du Quebec», dans Arts et meti~s du livre, 
supplement au no 213 (mars/avril1999) [Le Quebec. Guide pratique}, p.13-14. 
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Summary 

~ 

RODIN, LALIBERTE AND OTHERS 
Reality and the perception of an art museum 

This article analyzes the Musee du Quebec's recent exhibitions and puts them 
into perspective by reflecting on the museological institution and its obliga

tion to preserve memory that is the responsibility of those who built it. The text 
is a continuation of lectures and papers presented at conferences, and pursues a 
reflection made when writing prefaces for the Museum's publications. 

To contextualize the Rodin et Quebec exhibition in particular, it may be inter
esting to add a small assessment from the catalogue preface which formulates cer
tain useful observations. Rodin et Quebec was the exhibition of the century in 
Quebec City and the most attended exhibition in an art museum, in 1998. With 
such a success it would be tempting ro stop at this point and limit discussion to 
the event's favourable media coverage, but this success also raises questions. Some 
commentators did not hesitate to classify this exhibition as a "blockbuster" 
because of its huge success with the public. But in its conception, as in its real
ization, Rodin et Quebec was the antithesis of the classic blockbuster. From the 
beginning, the aim of the exhibition was to develop knowledge about Rodin and 
his works in Quebec and Canadian collections, to stimulate new expertise, reach 
a large public, explore new educational approaches and set up interesting part
nerships. It was an ambitious project based on genuine scientific structure, with 
the contribution of specialists from Quebec and abroad. 

Far from being threatening to local artists, as a blockbuster might have 
been, the event generated a financial surplus and, as a result, other quality exhi
bitions could be presented; major artworks from Quebec could be acquired and a 
donation fund could be set up from which the Musee du Quebec will profit for 
some time to come. In addition, Rodin et Quebec had a companion exhibition titled 
Laliberte et Rodin, which provided an opportunity ro explore an essential facet of 
this Quebec sculptor's work. 

As a complement to the exhibition, visitors had access to an abundance of 
teaching material, a bilingual audioguide and a sculpture and modelling studio 
was set up in a large education room, where they could experiment with the 
Rodin's creative process. In short, the basic idea was to present an intelligent 
approach to art whether the visitors were already knowledgeable or novices. One 
of our greatest joys was to note that half of our visitors had never set foot in a 
museum before visiting the Musee du Quebec in the summer of 1998. 
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Today, a museum belongs to the people who visit it. It must be both for 
scholars and for the public at large. This should not mean a lowering of standards: 
catalogues that are both serious and attractive accompanied the Rodin a Quebec and 
Laliberte et Rodin exhibitions. Quite obviously, a museum's performance is not 
measured only by the crowds and economic returns. Rodin a Quebec was a great 
exhibition for many reasons, as the Canadian Museums Association emphasized 
when awarding the Musee du Quebec its prize for Excellence in the category 
"Museum Management." 

The Musee's objective continues to be the presentation of excellent exhibi
tions that will create many discovery opportunities for people of all ages from all 
socio-economic and geographic backgrounds. In this respect, the Musee du 
Quebec - and indeed, all museums - has an obligation to preserve memory, an 
obligation that they often tend to forget. To look back is not only to distance one
self and take time to reflect, it is also an opportunity to improve future projects. 
However, it is frustrating to note that certain chapters of our institutions' histo
ries seem to elude us because of the loss of traces which would perpetuate memo
ry. The Musee du Quebec recently created a new multipurpose space called the 
Paul-Rainville room. Who today remembers Paul Rainville, or more specifically, 
his accomplishments as the second Director of the Musee du Quebec? From 1941 
to 1952, he was a man of ideas who made things happen. Under his guidance the 
Musee passed the 100,000 visitors per annum mark. Rainville presided over 
!cOM's national committee beginning in 1949, and as President of the Canadian 
Museums Association wrote an important unpublished report titled "Le musee et 
l'education des adultes au Canada." He was also responsible for dozens of major 
acquisitions and the presentation of some sixty exhibitions, all accomplished in a 
difficult budgetary situation. For example, it was Paul Rainville who did the 
impossible by presenting the exhibition La peinture /ranfaise depuis 1870: la collec
tion Maurice Wertheim in Quebec. It was the sole North American showing of the 
exhibition, and it was a veritable triumph in the summer of 1949. Because 
Rainville was concerned about traces, he associated himself with prestigious col
laborators to produce an illustrated catalogue which was a highly ambitious pro
ject for the time. 

Memory is an essential element of museological institutions and it is up to 
professionals to cultivate it and to revive it when it is lacking. This is why it is 
important that exhibitions are accompanied by catalogues, books, pamphlets and 
brochures that are accounts as well as instruments of influence here and outside 
Quebec. A simple retrospective glance at the Musee du Quebec's publications 
since 1993 clearly demonstrates the risk of reducing the work of a museum like 
ours to a single exhibition, even a grandiose one. Behind the media haze of Rodin 
a Quebec, nearly fifty major studies have been published on specific artists and their 
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work over these years and that does not include publications for group exhibitions 
and studies on various themes. 

At times there is a tendency to forget the role a museum like the Musee du 
Quebec plays in the history of art. In order to enrich and sustain memory, a muse
um must develop tools of knowledge and acknowledgement. It is responsible for 
continually adding to and maintaining its collection. It is up to museums to 
revive what is dormant and seems to have been lost with the passage of time. 
Thus, the Dallaire exhibition, which opened in] une 1999 marked an appreciable 
move forward not only with the collection of 128 works selected from a body of 
work six times that size, but also through the recognition and subtle comprehen
sion of a remarkable artistic career. It was important to us to inscribe such an exer
cise in a contextual continuum. The Dallaire exhibition can be seen as a response 
to the initiatives Paul Rainville took half a century ago. In addition, the exhibi
tion Le renouveau de l'art religieux au Quebec, 1930-1965, presented at the Musee 
from March to October 1999, is the first showing of its kind since the one orga
nized at the Cafe du Parlement de Quebec in 1952 titled I:art religieux contempo
rain au Canada. 

The Musee du Quebec's contribution is reflected not just through exhibi
tions. Reading its annual reports or even its quarterly Bulletin makes this evident 
and also provides a better understanding of the vision underlying daily events at 
the Musee. And in five, ten, twenty or even fifty years, the short periodic accounts 
in these publications about various sections of the Museum's work will perhaps 
give a better understanding of its development. 

Beyond public success, a museum is built up slowly by many gestures that 
only reveal their meaning with time. A museum is the result of successive contri
butions; it is also a place where the potential of art should be cultivated, always 
looking ahead, but never forgetting the past. To put the present in perspective, it 
is important to remember both Paul Rainville's daring ideas and successes and his 
frustrations due to the inadequate means at his disposal. There are lessons here 
that can help us make judgments and progress. Whether or not all the objectives 
are reached, it is important to have a direction, to know where to go, and to move 
forward, while always keeping the past in mind. A museum is judged, evaluated 
and appreciated for its continuity. In the end everything counts: the huge exhibi
tion that is a hit all summer in Quebec City as well as the selection of works by 
Quebec masters from the permanent collection which will tour different regions 
of Quebec for three years and will perhaps arouse the awakening of a passion for 
art history and museology. 

Translation: Janet Logan 
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Museum par/by Nina G. PARRIS 

Note de publication/Publication Notice 
JAN ROSENEDER Portrait Miniatures in the Royal Ontario Museum 

par/by H. HICKl-SZABO 
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VOLUMEVl!2 

Articles 
GILBERT 1. GIGNAC et/and Thoughts of Peace and Joy. A Study of the Iconography 
JEANNE 1. 1'ESPERANCE of the Croscup Room 

JOHN R. PORTER 

JANET WRIGHT 

Sources et/and Documents 
LOREN SINGER 

Comptes rend us/Reviews 
MARY F. WILLlAMSON 

LAURIER LACROIX 

ANNDAVIS 

ESTHER TREPANIER 

Articles 
RUSTIN STEELE 
LEVENSON 

JOHN R. PORTER 

YVES LACASSE 

Comptes rend us/Reviews 
FRAN<;:OIS-MARC 
GAGNON 

KEVIN FORREST 
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l' ancien baldaquin de la chapelle du premier palais episcopal 
de Quebec a Neuville 

Thomas Seaton Scote. The Architect versus the Administrator 

Canadian Art History Theses and Dissertations Update/ 
Memoires et theses en l'histoire de l'art au Canada 

The Concordia University Art Index to Nineteenth Century Canadian 
Periodicals diriger par/edited by Hardy GEORGE 

Royal Canadian Academy of Arts, Exhibitions and members/Academie 
royale des arts du Canada. Expositions et membres. 1880-1979 
par/by Evelyn de Rostaing McMANN 

. F.H. VARLEY. A Centennial Exhibition par/by Christopher VARLEY 

Les esthitiques modernes au Quebec de 1916 Cl 1946 
par/by Jean-Rene OSTIGUY 

VOLUME VIlli 

Materials and Techniques of Painters in Quebec City, 
1760-1850 

1'Abb€ Jean-Antoine Aide-Crequy (1749-1780) et ['essor de la 
peinture religieuse apres la Conquete 

La contribution du peintre americain James Bowman (1793-1842) 
au premier decor interieur de l'eglise Notre-Dame de Montreal 

The Chilkat Dancing Blanket par/by Cheryl SAMUEL 

F itzGerald as Printmaker. A catalogue raisonne of the first complete 
exhibition of the printed works par/by Helen COY 



Bibliography/Bibliographie 
J. Russell Harper 1914-1983 

Articles 
PHILIP McALEER 

ALEXANDRA E. CARTER 

FRANCE GASCON 

Comptes rend us/Reviews 
SYLVAIN ALLAIRE 

LIZ WYLIE 

CHRISTOPHER VARLEY 

VOLUME VII/2 

St. Paul's, Halifax, Nova Scotia and St. Peter's, Vere Street, 
London, England 

William H. Eagar. Drawing Master of Argyle Street, Halifax 

Claude Tousignant. Sculpter pout peindre 

Maurice Cull en 1865-1934 par/by Sylvia ANTONIOU 

Stanley Brunst. Radical Painter par/by Terrence HEATH 

Alberta Rhythm. The Later Work of A. Y. Jackson par/by Dennis REID 

Note de lecture/Publication Notice 
CHRISTOPHER VARLEY Arthur Lismer. Nova Scotia, 1916-1919 par/by Gemey KELLY 

Articles 
JOHN R. PORTER 

ANDRE LABERGE 

ALLAN PRINGLE 

ESTHER TREPANIER 

Comptes rend us/Reviews 
GILES HAWKINS 

PHYLLIS LAMBERT 

LORA SENECHAL 
CARNEY 

GWENDOLYN OWENS 

VOLUME VIII/l 

Antoine Plamondon (1804-1895) et le tableau religieux. 
Perception et valorisation de la copie et de la composition 

Un nouveau regard sur l'ancienne chapelle Notre-Dame-du
Sacre-Coeur de la Basilique Notre-Dame de Montreal 

William Cornelius Van Horne, Art Director, 
Canadian Pacific Railway 

Modernite et conscience sociale. La critique d'art progressiste 
des annees trente 

The Lost Craft of Ornamented Architecture. Canadian Architectural 
Drawings, 1850-1930 par/by Jean B. WEIR; Percy Erskine Nobbs. 
Architecte, Artiste, Artisan/Architect, Artist, Craftsman 
par/by Susan WAGG 

Early Canadian Courthouses par/by Margaret CARTER 

David Milne and the Modern Tradition of Painting 
par/by John O'BRIAN 

Oavid Milne and the Modern Tradition of Painting 
par/by John O'BRIAN 
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DONALD B. WEBSTER 

Expositions/Exhibitions 
CHRISTINA CAMERON 

YVES CHEVREFILS 

Earthenware. The Potters' View of Canada. Canadian Scenes of 
Nineteenth-Century par/by Elizabeth COLLARD 

L'art de l'architecture. Trois siecles de dessin d'architecture a Quebec! 
Three Centuries of Architectural Drawings in Quebec City 

Private Realms of Light. Canadian Amateur Photography, 1839-1940/ 
Le coeur au metier. La photographie amateur au Canada, 1839-1940 

Note de lecture/Publication Notice 
JOHN O'BRIAN The Watercolours of David Milne par/by Gwendolyn OWENS 

Articles 
JEANTRUDEL 

YVES CHEVREFILS 

Comptes rendus/Reviews 
WILLIAM LIPKE 

VOLUME VlII/2 

Joseph Legare et la bataille de Sainte-Foy 

John Henry Walker (1831-1899), Artisan-Graveur 

Art at the Service of War par/by Maria TIPPETT 

Notes de lecture/Publication Notices 
JOAN MURRAY Edmund Morris. Frontier Artist par/by Jean S. McGILL 

PIERRE THEBERGE 

RON SHUEBROOK 

Articles 
DENIS MARTIN 

VICTORIA EVANS 

JEAN-RENE OSTIGUY 

Walking Woman Works. Michael Snow 1961-67 
par/by Louise DOMPIERRE 

Toronto Painting '84 par/by David BURNETT 

VOLUME IX/1 

Notes sur l'iconographie de Saint Fran<;ois Regis en Nouvelle-France 

Bertram Brooker's Theory of Art as Evinced in his The Seven Arts. 
Columns and Early Abstractions 

La qualite psychique dans la peinture de Denis Juneau 

Notes et commentaires/Short Notes 
MONIQUE Late Victorian and Edwardian Jewellery in Montreal 
NADEAU-SAUMIER 

NICOLE CLOUTIER 

Comptes rendus/Reviews 
ANNDAVIS 
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Deux tableaux de James Wilson Morrice dans la collection Morozov 

Kenojuak par/by Jean BLODGETT; The Wacousta Syndrome, 
Explorations in the Canadian Landscape par/by Gaile McGREGOR 



Notes de lecture/Publication Notices 
LYSE BROUSSEAU Le motif du bit. Une etude illustrfe/The Wheat Pattern, 

An Illustrated Survey par/by Lynne SUSSMAN 

Articles 
GINETTE LAROCHE 

ROSALIND PEPALL 

VOLUME IX/2 

Les Memorial Windows, Une memoire de verre 

The Murals in the Toronto Municipal Buildings, 
George Reid's Debt to Puvis de Chavannes 

Notes et commentaires/Short Notes 
MONIQUE LANTHIER Le portrait d'homme d'Ozias Leduc au MBAM retrouve 

son identite 

ODETTE LEGENDRE 

Comptes rendus/Reviews 
GILLES THERIEN 

.A propos de Joseph Poisson et d'Antonio Leroux, 
Un ajout aux Artistes de mon temps d'Alfred Laliberte 

The Four Indian Kings/Les quatres rois indiens 
par/by John G. GARRATT avec la collaboration 
de/with the collaboration of Bruce Robertson 

MICHAEL BELL Canada in the Nineteenth Century. The Bert and Barbara Stitt 
Family Collection/Le Canada aux dix-neuvieme siecle. Collection de 
la /amille Bert et Barbara Stitt par/by Andrew J. OKO 

ARLENE GEHMACHER Les paysages d'Ozias Leduc, lieux de mediation/Contemplative Scenes. 
The Landscapes o/Ozias Leduc par/by Louise BEAUDRY 

Notes de lecture/Publication Notices 
ANNE PAGE SybilJacobson - Painting in the West pari 

by Mary B. ALEXANDER 

LIZ WYLIE Expressions ojWill, The An ojPrudeme Heward parlby Natalie LUCKY] 

REESA GREENBERG Further Comments on Natalie Luckyj's Publication/ 
Autres remarques sur la publication de N. Luckyj 

Livres et catalogues refus/Books And Catalogues Received 

Articles 
FRAN<;:OIS-MARC 
GAGNON 

CECILE LANGLIOS
SZASZKIEWICZ 

VOLUME XII 

Figures hors-texte. Note sur l'histoire naturelle des indes 
occidentales du pere Louis Nicolas, jesuite 

L'enigme du tabernacle des Soeurs Grises 
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VIRGINIA NIXON The Concept of "Regionalism" in Canadian Art History 

Notes et commentaires/Short Notes 
YVES LACASSE La source gravee de L'Agonie au jardin des Oliviers 

d'Antoine Plamondon (1804-1895) 

Sources et/and Documents 
LOREN SINGER 

Comptes rendus/Reviews 
ALANGOWANS 

GILES HAWKINS 

CYNTHIA COOK 

Canadian Art History Theses and Dissertations! 
Memoires et theses en histoire de l'art canadien 

The Buildings of Samuel Maclure. In Search of Appropriate Form 
par!by Martin SEGGER; Statues ofParliment Hill. An Illustrated 
History/Statues de la Colline du Parlement. Histoire Illustree 
par!by Terry Gail GUERNSEY 

Construction d' un musee des beaux-artsl Montreal 19121 
Building a Beaux-Arts Museum par!by Rosalind M. PEPALL 

UUMAJUT. Animal Imagery in Inuit Art parlby Cynthia DRISCOLL 

Notes de lecture/Publication Notices 
LAURIER LACROIX An American Art Student in Paris. The Letters of Kenyon Cox, 

. 1877-1882 par!by H. Wayne MORGAN, ed. 

A Letter to the Editors/Lettre aux redacteurs 
LOUISE BEAUDRY Apropos d'Ozias Leduc 

Articles 
ELIZABETH MILROY 

VOLUMEX/2 

Points of Contact. Thomas Eakins, Robert Harris and the Art 
of Leon Bonnat 

LORA SENECHAL CARNEY David Milne. Subject Pictures 

PAUL BOURASSA La diffusion d'un theme iconographique dans l'are au Quebec. 
La mort de Saint Fran<;ois Xavier 

Notes et commentaires/Short Notes 
NICOLE CLOUTIER Morrice. 1912 

Comptes rendus/Reviews 
JEAN-GUY MEUNIER 

KATHERINE TWEEDIE 

Simiologie du langage visuel par/by Fernande SAINT-MARTIN 

Michel Lambeth. P hoitographerlP hotographe 
parlby Michael TOROSIAN 

Recent Publication on Canadian ArtlPublications recentes en art canadien (1986-87) 
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Articles 
MARC GRIGNON 

ANGELACARR 

MARIO BELAND et/ 
and GINETTE LAROCHE 

HELENE SICOTTE 

Sources et/and Documents 
BRIAN FOSS 

Comptes rend us/Reviews 
FRAN(:OIS-MARC 
GAGNON 

JOHN O'BRIAN 

JEAN BELISLE 

LIZ WYLIE 

Articles 
HOWARD SHUBERT 

BERNARD MULAIRE 

SANDRA PAIKOWSKY 

VOLUME XI/1 et/and VOLUME XII2 

Le precis d'architecture de Jerome Demers. Un theorie dechiree 

Georges Theodore Berthon (1806-92). Portraiture, Patronage, 
and Criticism in Nineteenth-Century Toronro 

L'odysee de deux anges volants du Musee du Quebec. 
Un cas de recherche en sculpture ancienne 

Waiter Abell au Canada, 1928-1944. Contribution d'un critique 
d'art americain au discours canadien en faveur de I'integration 
sociale de l' art 

Canadian Artist Copyists at the National Gallery, London 

Robes of Power, Totem Poles on Cloth par/by Doreen JENSEN 
et/and Polly SARGENT 

The Canadian Art Club, 1907-1915 par/by Robert J. LAMB 

L'architecture des eglises du Quebec 1940-1985 
par/by Claude BERGERON 

Paterson Ewen. The Montreal Years par/by Matthew TEITELBAUM; 
Paterson Ewen. Painting 1971-1987. Phenomena par/by Philip MONK 

VOLUME XIII1 

Cumberland & Storm and Mies Van Del' Rohe. 
The Problem of the Banking Hall in Canadian Architecture 

Olindo Granon et Louis-Philippe Hebert. Une relation profession
neHe entre deux sculpteurs a la fin du XIXe siecle 

Goodridge Roberts in New York 

Notes et commentaires/Short Notes 

FRAN(:OIS-MARC Antoine Plamondon. Le dernier des Hurons (1838) 
GAGNONet/ 
and YVES LACASSE 

SUSAN GUSTAVISON 

Comptes rendus/Reviews 
FRANCINE SARRASIN 

The Picture Frames of Clarence Gagnon. A Neglected History 

Alfred Laliberte. Les artistes de mon temps texte etable, presente et 
annote par/by Odette LEGEND RE; Alfred Laliberte sculpteur 
par/by Odette LEGENDRE 
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BRIANFOSS 

LAURIER LACROIX 

Articles 
DENIS GRENIER 

ESTHER TREPANIER 

CHRISTINE BOYANOSKI 

Sources et/and Documents 
LOREN SINGER 

Comptes rend us/Reviews 
JEAN-RENE OSTIGUY 

BRIANFOSS 

Industrial Images/Images industrielles par/by Rosemary DONEGAN 

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 par/by Charles C. HILL, Pierre LANDRY, eds. 

VOLUME XIII2 

La descendance quebecoise de la Sainte Cecile de Raphael. Le role 
de la copie dans la diffusion d'un theme iconographique europeen 

Deux protraits de la critique d'art des annees vingt. 
Albert Laberge et Jean Chauvin 

Charles Comfort's Lake Superior Village and the Great Lakes 
Exhibition 1938-39 

Memoires et theses en histoire de l'art canadien/ 
Canadian Art History Theses and Dissertations 

L'estampe au Quebec, 1900-1950 par/by Denis MARTIN 

In Seclusion with Nature. The Later Work of L. LeMoine FitzGerald, 
1942 to 1956 par/by Michael PARKE-TAYLOR 

BERNADETTE DRlSCOLL Contemporary Inuit Drawings par/by Marion E. JACKSON 
et/and Judith M. NASBY 

in memoriam 

Articles 
LAURIER LACROIX 

HEATHER C. FRASER 

Robert H. Hubbard 1916-1989 

VOLUME XIIIIl 

Ombres portees. Notes sur le paysage canadien·avant 
le Groupe des Sept 

Paterson Ewen. The Turn from Non-Figurative to 
Figurative Painting 

Notes et commentaires/Short Notes 
MARYLIN McKAY ].W. Beatty at Rosedale Public School 

Sources et/and Documents 
JEANTRUDEL 

Comptes rendus/Reviews 
HARDY GEORGE 
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The Montreal Society of Artists 

Discerning Taste. Montreal Collectors 1880-1920 
par/by Janet M. BROOKE 



FRAN<;:OIS DION Les mattres canadiens de la collection Power Corporation du Canada 
1850-1950 par/by Didier PRIOUL, Laurier LACROIX 
et/and Joanne CHAGNON 

Publications ricentes en art canadien/Recent Publications on Canadian Art (1987-1989) 

Articles 
PHYLLIS LAMBERT 

VOLUME XIIII2 et/and VOLUME XIV/l 

Ernest Cormier et I'Universite de MontreallErnest Cormier 
and the Universite de Montreal 

SHELLEY HORNSTEIN The Architecture of the Montreal Teaching Hospitals of the 
Nineteenth Century 

ISABELLE GOURNAY 1'architecture hospitalo-universitaire. Le tournant des annees 20 

FRANCE VANLAETHEM Ernest Cormier, un grand professionnel 

EBERHARD H. ZEIDLER The Rediscovery of Art in Healing. Current Issues in 
University Hospital Design 

MYRA NAN ROSENFELD Ernest Cormier and European Culture. The Influence of French 
Seventeenth- and Eighteenth-Century Architecture and Theory 
on Cormier's Designs for che Univecsice de Montreal 

ROBERT LITTLE 1418, Avenue des Pins, la maison Ernest Cormier and the 
European Context 

NICOLE CLOUTIER 1'reuvre d'Alfred Laliberte et les ideologies nationalistes 

LAURIER LACROIX Entre I'erable et le laurier (avec mes hommages a Paul Morin) 

YVAN LAMONDE Ernest Cormier et la modernite en architecture. 

Articles 

GINETTE LAROCHE 

Commentaire sur les communications 

VOLUME XIV/2 

Les jesuites du Quebec et la diffusion de I'art chretien. 
l' eglise du Gesu de Montreal, une nouvelle perspective 

HELENE SICOTTE A Kingston, it y a 50 ans, la conference des artistes canadiens. 
Debat sur la place de l' artiste dans la societe 

DONALD GOODES Qualified Democratization. The Museum Audioguide 

Notes et commentaires/Short Notes 
ELIZABETH MULLEY Lucius R. O'Brien. A Victorian in North America 

DEIDRE SIMMONS Frederick Alexcee, Indian Artist (c. 1857 to c.1944) 
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Sources et/and Documents 
IRENE PUCHALSKI 

Comptes rendus/Reviews 
LIZWYLIE 

JOHN O'BRIAN 

JOHANNE LAMOUREUX 

John S. Archibald, Architect (1872-1934) 

The True North. Canadian Landscape Painting 1896-1939 
par/by Michael TOOBY, ed. 

Jack Shadbolt par/by Scott WATSON 

Splitting Images. Contemporary Canadian Ironies 
par/by Linda HUTCHEON; Remembering Post-Modernism. 
Trends in Recent Canadian Art par/by Mark CHEETHAM 

Note de publication/Publication Notice 
ELLEN 1. RAMSAY Lucius R. O'Brien. Visions o/Victorian Canada par/by Dennis REID 

Articles 
MARC GRIGNON 

JEANTRUDEL 

MARYLIN McKAY 

PAUL WALTON 

Sources et/and Documents 
GLO'RIA LESSER 

Comptes rendus/Reviews 
JANICE HELLAND 

FRANKLIN TOKER 

C.J. FOX 

CHRISTINE BOYANOSKI 

Articles 
MARIELLE LAVERTU 
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VOLUME XV/l 

La pratique architecturale de Claude Baillif 

Aux origines du Musee des beaux-arts de Montreal 

Canadian Historical Murals 1895-1939. Material Progress, 
Morality and the 'Disappearance' of Native People 

Beauty My Mistress. Hector Charlesworth as Art Critic 

The R.B. Angus Art Collection. Paintings, Watercolours 
and Drawings 

By a Lady. Celebrating Three Centuries 0/ Art by Canadian Women 
par/by Maria TIPPETT 

A Not Unsightly Building. University College and Its History 
par/by Douglas RICHARDSON 

The Talented Intruder. Wyndham Lewis in Canada, 1939-1945 
par/by Catharine M. MASTIN, ed. 

The Crisis 0/ Abstraction in Canada. The 1950s 
par/by Denise LECLERC 

VOLUMEXV/2 

La pinacotheque de I'Universite Laval 1875-1910. 
Les collections d'art du Seminaire de Quebec au XIX' siecle: 
role et justification 



KRISTINA HUNEAULT 

BERNARD POTHIER 

ESTHER TREPANIER 

Sources et/and Documents 
LOREN LERNER 

Comptes rendus/Reviews 
ELIZABETH COLLARD 

FRANKLIN TOKER 

JEANLAUZON 

Heroes of a Different Sort. Gender and Patriotism in the War 
Workers of Frances Loring and Florence Wyle 

Un duel de Philippe Hebert et ses variantes 

Hommage a Marian Dale Scott, 1906-1993/ 
A Tribute to Marian Dale Scott, 1906-1993 

Memoires et theses en histoire de rart canadien/ 
Canadian Art History Theses and Dissertations 

Living in Style. Fine Furniture in Victorian Quebec pari 
by John R. PORTER 

Music of the Eye. Architectural Drawings of Canada's First City, 
1822-1914 par/by Gary K. HUGHES 

Une tradition documentaire au quebec? QueUe tradition? 
Quel documentaire? Aspects de la photographie quebicoise et canadienne 
par/by Serge ALLAIRE 

VOLUME XVI/1 

Pulisher's Note/Note de l'editeur 
SANDRA PAIKOWSKY Twenty Years LaterNingt ans plus tard 

Articles 
JOCELYNE CONNOLLY 

GILLIAN POULTER 

Sources et/and Documents 
HELENE SICOTTE 

Comptes rend us/Reviews 
BRIAN FOSS 

FRAN<:;:orS-MARC 
GAGNON 

JOAN ACLAND 

Le Musee d'art contemporain de Montreal. Decideurs et 
tendances socio-esthetiques de la collection 

Representation as Colonial Rhetoric. The image of 'the Native' 
and 'the habitant' in the formation of colonial identities in early 
nineteenth-century Lower Canada 

Un etat de la diffusion des arts visuels a Montreal. Les annees 
cinquante: lieux et chronologie. Premiere partie: 1950 a 1955 

The Urban Prairie by Dan RING 

Les arts visuels au Quebec dans les annees soixante. La reconnaissance de 
la modernite sous la direction de/under the direction of 
Francine COUTURE 

Sculpture of the Inuit par/by George SWINTON 
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Articles 
]OYCE ZEMANS 

Sources et/and Documents 
HELENE SICOTTE 

Commentaire/Commentary 
ESTHER TREPANIER 

Comptes rend us/Reviews 
BRIAN FOSS 

PETER O'BRIEN 

Articles 
MARIO BELAND 

Sources et/and Documents 
ANITAGRANT 

Comptes rend us/Reviews 
LIZ WYLIE 

PIERRE DE LA 
RUFFINIERE DU PREY 

Articles 
DAVID CALVIN STRONG 

ESTHER TREPANIER 

Sources et/and Documents 
]OANNECHAGNON 

Comptes rend us/Reviews 
BRIAN FOSS 
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VOLUME XVII2 

Establishing the Canon. Nationhood, Identity and the National 
Gallery's First Reproduction Program of Canadian Art 

Un etat de la diffusion des arts visuels a Montreal. Les annees 
cinquante: lieux et chronologie. Deuxieme partie: 195611 1961 

Les solitudes canadiennes. Reflexions a partir de quelques 
publications recentes 

Alex Colville. Paintings, Prints and Processes 1983-1994 
par/by Philip FRY; Alex Colville. The Observer Observed 
par/by Mark A. CHEETHAM 
The Michael Snow Project. Visual Art 1951-1993 par/by Dennis 
REID, Philip MONK et/and Louise DOMPIERRE 

VOLUME XVIII1 

L'ensemble statuaire de l'eglise Saint-Joseph de Deschambault. 
Une reuvre inedite de Franc;ois Baillairge (1759-1830) 

Lismer in Sheffield 

Somewhere Waiting. The Life and Art of Christiane Pflug 
par/by Ann DAVIS 

A History of Canadian Architecture. Volume 1 & 2 
par/by Harold KALMAN 

VOLUME XVIII2 

Photography into Art. Sidney Carter's Contribution to Pictorialism 

Nationalisme et modernite. La reception critique du Groupe des 
Sept dans la presse montrealaise des annees vingt 

Le portrait de Sir James Henry Craig par Levi Stevens 

Visions of Light and Air. Canadian Impressionism, 1885-1920 
par/by Carol LOWREY, ed. 



Articles 
MARYlIN McKAY 

YVES LACASSE 

ESTHER TREPANIER 

VOLUME XVIIIIl 

St. Anne's Anglican Church, Toronto. Byzantium vetsus Modernity 

Le monument aux Patriotes d'Alfred Laliberte 

Les femmes, l'art et la presse francophone montrealaise de 
1915 a 1930 

Notes et commentaires/Short Notes 
NICOLA J. SPASOFF The Dissemination of the Arts and Crafts Style in Domestic 

Architecture. The Case of Kingston, Ontario 

Comptes rendus/Reviews 
PATRICIA AINSLIE 

JEAN BELISLE 

JANICE ANDERSON 

Articles 
KIMGAUVIN 

ELIZABETH LEGGE 

LOUISE VIGNEAULT 

Comptes rendus/Reviews 
JANICE HELLAND 

Articles 
JOYCE ZEMANS 

LOUISE MOREAU 

COLLEEN SKIDMORE 

A New Class of Art. The Artist's Print in Canadian Art 1877-1920 
par/by Rosemarie 1. TOVELL 

Du Baroque au Neo-c!assicisme. La sculpture au Quebec 
par/by Rene VILLENEUVE 

Locating Alexandra par/by Margaret RODGERS 

VOLUME XVIII/2 

Corridart Revisited/Revoir Corridart 

Taking it as Red. Michael Snow and Wittgenstein 

Riopelle et la quete ludique de l'Autre 

This Woman in Particular. Contexts for the Biographical Image of 
Emily Ca" par/by Stephanie KIRKWOOD WALKER 

VOLUME XIX/1 

Envisioning Nation. Nationhood, Identity and the Sampson
Matthews Silkscreen Project. The Wartime Prints 

L'art de la modernite. La revue Vie des Arts et sa contribution au 
discoUts sur les arts visuels au Quebec dans les annees 1950 et 1960 

Concordia Sa/us. Triumphal Arches at Montreal, 1860 
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Articles 
ANGELACARR 

DANIELLE DOUCET 

Comptes rendus/Reviews 
ROSEMARIE TOVELL 

BARBARA WINTERS 

in memoriam 

Articles 
FRAN~OIS-MARC 

GAGNON 

LAURIER LACROIX 

JEAN BELISLE 

BRIANFOSS 

ESTHER TREPANIER 

SANDRA PAIKOWSKY 

OLIVIER ASSELIN 

JOHN PORTER 
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VOLUME XIX/2 

Portrait of Dr. Salem Bland. Another Spiritual Journey for 
Lawren S. Harris? 

Un art moderne public au Quebec sous Maurice Duplessis. 
Les reuvres murales non commemoratives 

Painting Places. The Life and Work of David B. Milne 
par/by David P. SILCOX 

Ozias Leduc et son dernier grand !Iiuvre par/by Levis MARTIN 

Evelyn de Rostaing McMann par/by Cheryl SIEGEL 

VOLUME XXIl et/and XX/2 

La republique des castors de la Hontan. 
Savoir indien et mythologie blanche 

Les envois de tableaux europeens de Philippe-Jean-Louis 
Desjardins 11 Quebec, en 1817 et 1820. Etablissement du contenu 

Une residence oublii!e. La maison de Louis-Hippolite LaFontaine 

"Synchromism" in Canada. Lawren Harris, Decorative Landscape, 
and Willard Huntington Wright, 1916-1917 

Les carnets de dessins de Marian Dale Scott 

Constructing an Identity. The 1952 XXVI Biennale di Venezia 
and "The Projection of Canada Abroad" 

Le flaneur et l'allegorie. Fragments sur les photographies de 
Charles Gagnon 

Rodin, Laliberte et les autres. Realites et perception d'un musee d'art 




