
fig, I Cornelius Krieghoff and William Score, Timber Depot, Quebec, as exhibited 
at (he Exposition universelle, Paris, 1867, Mus~ de la civilisation, fonds d'archives du 
Sc!minaire de Quebec, (Phoco: Pierre Soulard, PH1987-0669) 
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CANADA IN PARIS 
Krieghoff at the Universal Exhibition 1867 

Surely one of the most significant contributions ofDennis Reid's Krieghoff: Images 
of Canada - both exhibition and catalogue - was his discussion of Krieghoffs 

ensemble of paintings of the timber trade with the publication of the seldom­
reproduced nineteenth-century photograph of the work. l Long conjectured to have 
been installed in the Legislative Assembly in Quebec City and lost in the fire in 
1883, Krieghoff: Images of Canada revealed that the paintings (fig. 1) had in fact been 
displayed at the Universal Exhibition in Paris in 1867 (UEP). At the Art Gallety of 
Ontario, the originating institution of the Krieghoff retrospective, the photograph 
of the ensemble was enlarged to the scale of the original object, with the actual central 
painting Timber Depot, Quebec (today known as Sillery Cove, Quebec) superimposed on 
its photograph. The painting introduced the "Europe 1864-1870" section, suggesting 
the role it played in promoting Canada on the international stage; and its placement 
with other paintings produced during his years abroad established its position within 
Krieghoffs career. In Reid's catalogue, Timber Depot, Quebec was assessed as "the great 
painting" of this period.2 

The ensemble's unusual conception and arrangement, its ornamental 
presentation, its relatively large scale (about 160 cm high x 210 cm wide), and the 
mere fact of its having been included in the UEP seemingly bespeak its assured 
significance as a signal work of Krieghoffs career, and as a signal Canadian work on 
the international stage.3 But, as Reid noted, the ensemble seems to have made 
virtually no impression either abroad or in Canada.4 Certainly Krieghoff was one of 
the best-known and most-collected artists in Canada during his own day. So why the 
silence about the ensemble? This consideration of the ensemble will reveal the 
differences of agenda, complexities of interpretation, and multiplicities of meaning 
attendant to its presentation in Paris, and its subsequent reception (or lack thereof). 

Current research indicates that the photograph was taken before the ensemble 
left for Paris. and had been used to convince the Canadian organizers to include it in 
the display.5 It shows that the ensemble comprised nine paintings: a large central 
panel surrounded by a symmetrical complement of eight vignettes, each from 
roughly one-tenth to one-twentieth of the size of the central panel. Each painting 
had been simply framed and then set within an encompassing ornate framework 
assembled, as suggested by the joins discernible in the photograph, from at least 
twenty individual carved sections. The paintings and frame sections were secured to 
an opaque backing that stabilized the entire structure.6 The elaborate ensemble 
framework - described as "superb" in one Canadian newspaper7 - was the creation 
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ofWilliam Scott, the Montreal picture-frame maker and dealer who acted in the 
latter capacity for Krieghoff from at least late 1866 to mid 1867, during the artist's 
extended stay in Europe.8 

As the photograph reveals, each of the paintings had its title or subject on a 
label affixed to the framework directly beneath the corresponding image. The large, 
centre panel is identified as Timber Depot, Quebec.9 The vignettes (moving counter­
clockwise starting with the roundel in the upper left corner) can be assumingly 
identified as follows: Taking Parties to the Forest;lO Log House, Wlnter;ll Junction of the 
St. Lawrence and Ottawa River;12 Raft in Danger in Storm in the St. Lawrence;13 Jam of 
Logs at Low Water, Autumn;14 Evening in Log House;15 Drawing Timber;16 Hewing 
Timber. 17 The aspects of the timber harvest, from forest to cove, unfolded over the 
c~urse of almost a year. 18 In the late autumn, lumberjacks entered the forests and 
canoed the streams deeper into the woods, reconnoitering (many on behalf of the 
"lumber lords" who had contracted them) sites for number and quality of trees. They 
set up their base camp (log house) for the season, and built roads from the culling 
sites to the river. Evening activities for the lumbermen around the hearth included 
dinner, smoking, repairing implements or clothing, wrestling and story-telling. 19 

Over the winter, the best trees were sought out, felled and often hewn (the trunk 
squared with an axe), then hauled to the iced-over river where both squared timbers 
and logs remained until spring. The timbers were then floated individually or 
constructed into cribs and negotiated down the river, through rapids and falls, at 
times portaged and in other instances redirected down timber slides constructed to 
circumvent such natural obstacles. Cribs sometimes fell apart, the timbers piling one 
atop the another and creating a "jam" that would require the dangerous job of 
clearing. After overcoming these obstacles, enormous rafts were constructed and 
poled and sailed down the St. Lawrence during late spring and summer; most of 
them (if not lost to storms on the river) arriving at the coves near Quebec City where 
the timbers would be measured and graded before being shipped overseas. 

Krieghoff's ensemble includes many facets of this annual cycle, including a 
single intiinate, interior scene of the evening activities - fiddling and dancing - of 
the lumbermen (Evening in Log House, roundel, lower right) that embraces the 
tendency of popular accounts to romanticize them as "rough children of the 
wilderness."2o But the artist does not include all facets of the timber harvest, nor 
does he emphasize the human aspect. For the most part he focuses on the process of 
timber-making and transportation; if figures are included, their primary function is 
to animate the landscape. In two paintings (junction of the St. Lawrence and Ottawa 
and Raft in Danger in Storm in the St. Lawrence), the human presence is so negligible 
as to be inconsequential; in another (jam of Logs at Low Water, Autumn), it is non­
existent. 

One might be tempted to interpret Krieghoff's ensemble as a selective 
narrative, but the work (particularly the vignettes) does not lend itself to any 
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fig.2 Verso of A Raft in Danger in the St. Lawrence, phOWgffiph 1975 or 
before, photogffipher unknown, Royal Onrario Museum, Department of Western Arr 
and Culture, (Phow: Royal Onrario Museum ) 
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chronologically-sequenced reading, whether by direction (clockwise or counter­
clockwise) or by format (roundel or rectangle). Indeed, the placement of those 
aspects of the trade that Krieghoff does render seems to bear no relation to chronology 
at all, being dictated perhaps rather by aesthetic concerns. There is, for example, a 
symmetry in the counterpoint of the directional movement within the two upright 
panels. The vignettes, despite the apparent significance in terms of reinforcing the 
idea of the vast forests and resource potential, are, even by virtue of their size, mere 
tributaries to the spectacle of landscape that is the subject of the central image. 

In the photograph, the central painting is labelled Timber Depot, Quebec, but 
there is no guarantee that this is the artist's intended title. There are at least two 
instances of paintings in the ensemble bearing an inscription in Krieghoffs hand on 
the verso of the canvas that are variations of the titles on the labels as seen in the 
photograph. Raft in Danger in Storm in the St. Lawrence, is inscribed verso as "Raft 
in danger in the St. Lawrence" (fig.2) and Taking Parties to the Forest is titled "Taking 
Provision[s?} into the Forest." Indeed, there is some question as to whether the title 
by which the central painting is known today, Sillery Cove, Quebec, is accurate. The 
name "Sillery Cove" seems to date from when the painting entered the shop of 
Montreal art dealer William Watson in 1949.21 In August of that year, Watson had 
the painting relined by Frank Worrall, an art restorer in Toronto.22 The dealer's 
"document of authenticity" states that "'Sillery Cove: Quebec: 1859' was written on 
the back of the canvas before relining,"23 but the wording is ambiguous enough to 
raise the question as to whether or not the inscription is in Krieghoffs hand. If it is 
in fact original (and we won't know that unless the relining is removed), then the 
question of intention regarding the change of title is raised. "Sillery Cove, Quebec" 
is very specific indeed, and one can understand that it may have been titled to appeal 
to the local Quebec market.24 If indeed that is what has happened, the alteration to 
the more generic "Timber Depot, Quebec" would say much about the changing 
context of the audience; about the recognition of the painting's changing function 
from inhabiting what was probably intended to be a private space, to one more 
public. 

Commanding in both size and imagery, Timber Depot, Quebec bespeaks the 
region's abundant natural resource and the nature of its commerce. As he did with 
two of the vignettes, Krieghoff took his pictorial cue from a Bartlett engraving, 
Timber Depot near Quebec, in Canadian Scenery (1842).25 Krieghoff, however, 
modifies the perspective and situates the viewer at the Pointe-a-Pizeau, farther west, 
that is so that more of the shoreline is featured. And while both artists depict the site 
as viewed from the heights, the viewpoint in the Krieghoff is higher, thus effecting 
a perspective that is less acute and more expansive in both breadth and depth. 
Strategically framing the vista with the proverbial trees to either side, Krieghoffhas 
affected a picturesque landscape with all its imperialist connotations. 26 It is this 

24 



strongly composed structure, combined with the distant mauve tones, that 
contributes to the monumentality of the painting noted by Reid. 27 Vast quantities 
of timber clog the coves that lie east of Point-a-Pizeau, extending seemingly forever 
along the north shore of the St. Lawrence past Quebec City, which is visible atop 
Cape Diamond in the hazy far distance. Timber Depot, Quebec, both title and picture, 
has evetything to do with business, and in the international context of the Universal 
Exhibition, the business of promoting the sale of timber was the order of the day. 

The painting, with its surrounding constellation of vignettes, had been 
brought to the attention of the Board of Arts of and Manufactures for Lower Canada 
(BAMLC), the body responsible for suggesting the items that Canada East would 
contribute to Canada's display in Paris. A letter from the board to Joseph-Charles 
Tache, Deputy Minister of the Board of Agriculture and de facto organizer of the 
Canadian section in the Paris Exhibition, refers to another received from William 
Scott. Here Scott indicates that Krieghoff assembled ("got up") the group of paintings 
specifically with the Paris exhibition in mind.28 Whether the individual paintings 
were actually created for this ensemble or were already in existence and simply 
appropriated for the project is not entirely clear. Two (Raft in Danger in Storm in the 
St. Lawrence; Taking Parties to the Forest) of the three paintings whose current 
whereabouts are known and for which extensive documentation exists do in fact bear 
inscriptions by Krieghoff on the verso of the canvas indicating, along with signature 
and original title, the date 1866.29 Their distinctive formats (rectangular horizontal 
and roundel respectively) and size indicate that these two, and likely all, were 
intentionally created for a framework of a particular design and thus probably with 
Paris in mind. According to William Watson, however, the major panel, Timber 
Depot, Quebec, dates from 1859, seven years earlier. Could Krieghoff have had the 
central panel already on hand and used it as the generative image for a complex of 
pictures on the timber trade in the hopes of being included in the EUP? The answer 
to that question is still unknown. 

In mid-nineteenth century Canada, the timber trade was a multifaceted 
commercial operation.30 Originally Canada had only produced squared hewn 
timber (most of it white pine) and only for the British market. Eventually, however, 
production expanded to include deals (sawn planks, at least 3" thick, of high quality 
both in terms of wood and sawmanship) as well as regular planks and boards, and 
the market expanded to include the United States.31 While the squared timber 
trade was threatened when the last differential duties had been lifted by 1860,32 the 
market in the early to mid-1860s seemed eminently sustainable. Exports for 1865 
had been at their highest since 1850.33 In January 1866, the BAMLC met with 
Agriculture Minister D'Arcy McGee to consider the role of the Board and as well 
possible contributions to the Canadian display in the Universal Exhibition. It was 
decided that lumber firms should be alerted as soon as possible so that the finest 
trees could be selected for Paris during the current felling season.34 
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fig.3 The Canadian Seclion (LExposition de produits de Canada), reproduction 
in the /fIlli/ratM ullldofl Nm1, Supplement, 25 May 1867, 525. 
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fig.4 Bois du Canada, wood engraving in Franr;ois Dueuing, ed., UExporitl()I/ 
UlliI'rI'rtllfdt 186711hlJlrn. I, no.18 (1 juiller 1867), Paris, Bureau>: d'abonnements, 
1867,288: illusrrotion for H. de la Blanchere, "Les boi>: d'€~nisterie et de troyail 
emmgers. " 
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It is thus not surprising that the industry would play a prominent role when 
Canada promoted itself on the international stage. Twelve years earlier, Joseph­
Charles Tache had been instrumental in the success Canada experienced at the Paris 
Universal Exhibition of 1855. On that occasion, the centrepiece of the Canadian 
section was a monumental, pyramid-shaped structure of sixty-four varieties of wood, 
soaring sixty feet and boasting an internal staircase that visitors could climb 
virtually to its apex.35 Now, as Executive-Secretary for Canada in the 1867 Universal 
Exhibition, Tache would attempt to recapture that same international attention for 
Canada's timber resources. Once again he chose the forest industry as the defining 
theme for the Canadian Court, the main showcase of the Canadian department. 

The Canadian Court asserted its presence by virtue of an enormous colonnade 
featuring a fifty-foot-Iong, thirty-inches-square white pine squared timber supported 
by series of square pillars of various woods. These in turn were supported on bases 
composed of sections of tree specimens, and "placed in a way that the grain can be 
seen pretty well."36 The engravings produced for the Illustrated London News (fig.3)37 
and for UExposition Universelle de 1867 Illustree (fig.4)38 reveal that at either end of the 
colonnade were additional freestanding tapered columns constructed from segments 
of tree trunks. Tall planks (deals) of woods, set out one after another behind the 
colonnade, provided a backdrop. The entire length of the Canadian Court facade was 
articulated by a running canopy ofjaux bird's-eye maple and buttresses ofjaux black 
walnut.39 The court itself was designed to simulate an encampment in a forest interior. 
Iron pillars were painted to represent tree trunks and ornamented with artificial 
branches and leaves40 (seen in fig.4 extending beyond the roofline of the facade). 
These supported "une grande tente d'une eclatante blancheur."41 Other items 
displayed in the court included a collection of fifty specimens of precious Canadian 
woods, each presented in three forms: raw (with bark intact), polished, varnished.42 

For many, the Canadian timber trophy and court display was impressive.43 Various 
forms of the raw product - hewn timber, log segments, deals - were also displayed. 
"Wood" - raw, worked, and finished - was Canada's high-profile presentation of 
itself in the forum of international commerce. 

Timber Depot, Quebec with its entourage of vignettes was obviously appropriate 
for the Canadian Court at the Paris exhibition and Krieghoff surely must have been 
aware of the intention to have forest products as one of its feature displays. Certainly 
the BAMLC understood the value ofKrieghoff's ensemble in this context.44 Dunbar 
Browne, secretary of the BAMLC, inhis letter to Tache dated 5 November 1866, 
promotes the inclusion of Krieghoff's ensemble in the UEP ih large part on this 
basis and sent the photograph of the framed ensemble to reinforce his case: 

28 

At a meeting of the Sub-Committee of the Board of Arts & Manufactures for 

Lower Canada, I was directed to forward to you the enclosed letter from 

William Scott, of this City respecting a set of paintings got up by Mr. 

Krieghoff for the Paris Exhibition, and to express the deep regret the Sub-



Committee felt at being unable to purchase a work of so much merit and interest, 
owing first to the smallness of the amount placed at the disposal of the Board, 
and secondly to the fact that the amount so appropriated has been somewhat 
exceeded. 

The Sub-Committee are highly pleased with the work, and the manner in 
which it is got up, and think it would be highly ornamental to the Canadian 
Court, not only as serving to illustrate one of the most important branches of 
our trade with foreign countries, but as a production of Canadian Art. We 
strongly recommend such action on your part as will secure for the Canadian 
Court at Paris a work of great merit and beauty. 

I send you by express a photograph of the paintings as framed and grouped 
and shall await your answer with interest.4s 

William Scott's enclosed letter, alas, has not been located, so it is not possible 
to determine how he promoted the ensemble on Krieghoff's (and his own) behalf. 
No doubt based on the phrasing in Browne's letter, Krieghoff's ensemble is 
subsequently described in the Montreal Gazette's preliminary list of Lower Canada's 
participants in the Paris show as "illustrative of the timber trade."46 This reinforces 
the significance of the painting for the Canadian Court and certainly suggests that 
this was also the perception of the Canadian contingent. But what is also noteworthy 
about Browne's pitch is that in addition to Krieghoff's work being promoted for its 
subject, so relevant to Canadian commerce, the work is judged and deemed worthy 
of display at the UEP for having value as "Art." And one might even go so far as to 
infer from Browne's letter that it is the "whole package" - not only Krieghoff's 
paintings but also Scott's "ornamental" frame - that speaks to both aspects and is 
significant in both regards. On one level, there is perhaps a curious dichotomy 
between the ornate and refined botanical curvilinear forms of the carved frame, 
presented in formal symmetry, and the subjects of hard labour, natural 
resources, and the enormous raw materials that are "illustrated" in the paintings 
within the framework. But on a certain conceptual level, it does make sense: the 
frame, apparently ungilded, embraces those images of harvesting the raw material 
for the eventual transformation, if not into industrial products, then into finished 
products such as the elegant domestic object manifest in the frame itself. 

Despite the BAMLC committee's high estimation of Krieghoff's paintings as 
both "illustration" and "art," there is little evidence that this esteem was shared by 
others, or that the ensemble was even noticed in any substantive way. The lack of 
recognition in the foreign press regarding its artistic merits is perhaps understandable. 
As one journalist quipped, in the context of Canada exhibiting works of art in 
France, "bringing pictures to Paris is something like bringing coals to Newcastle."47 
Given Krieghoff's popularity in Canada, however, surely the presentation of the 
artist in Europe on this occasion would have been celebrated, at least in the Canadian 
press. But in fact Krieghoff was scarcely mentioned, and the only commentary found 
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fig.'} Plan du PaJais, Illustration for Fran~ois Ducuing, "Le plan par terre du 
Palais de Man," 10 l..'E.Xpollfil)N Untl'trJllltrk 1867 JIIu,urie, 2, no.43 (29 sept. 1867). 
Paris, Bureaux d'abonnemems, 1867,206-207; plan reproduced p.20). 
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to date (that directly relates to the paintings) is uncomplimentary. What explanation 
can account for this lack of response? A possible understanding of this surprisingly 
lacklustre attitude can be found in the consideration of location, function, and 
categorization. 

The building constructed for the UEP consisted of a series of concentric ovals, 
expanding outward around a "central garden." These were cri ss-crossed by avenues, 
streets, and narrower passages radiating out from the garden (fig.5). With such a 
layout, the visitor had a choice: one could focus on one of seven "Groups": I: Works 
of Art; II: Apparatus and Applications of the Liberal Arts; Ill: Furniture; IV: 
Clothing; V: Products (Raw and Manufactured); VI: Apparatus and Processes Used 
in the Common Arts; VII: Food.48 By travelling the full circumference of a single 
oval, the visitor encountered all the displays within that "Group," passing from 
country to country. Alternatively, one could focus on a single country starting from 
either the core or the perimeter of the building, and then working one's way along 
a radial street or passage, visiting all the "Groups" of a single country. 

As a British colony, Canada did not rate a complete radial cutting through all 
zones, but rather was granted space by the British Commissioner within the area 
allotted to Great Britain. Based on various published accounts, one can determine 
that Canada's space comprised a partial length of a radial passage beginning at the 
"Works of Art" zone, then extending outward through the "Liberal Arts," 
"Furniture," and "Clothing," and ending with the "Canadian Court," a space within 
the "Raw and Manufactured Products" zone entered from the radial passageway.49 

As a work" illustrating one of the most important branches of [Canada's} trade 
with foreign countries," and fulfilling the apparent vision of the BAMLC, 
Krieghoffs ensemble should have resided in the Canadian Court complementing 
the magnificent displays of the timber trade. But it did not. As an ensemble 
comprising both oil paintings and decorative frame, it theoretically could have been 
designated for display in either Group III (Furniture), Class 15 (Upholstery and 
Decorative work) or Group I (Works of Art), Class I (Oil Paintings). The ensemble 
was understood first and foremost to be a work by Krieghoff, rather than by Scott, 
and so did not end up in Group III.50 In the catalogue produced by the French 
Commission, Krieghoffs Timber Depot, Quebec and its eight vignettes were 
collectively identified as "Scene des forets;" and because they were oil paintings, 
were officially categorized as "Group I" (Works of Art).51 It would logically have 
shared the space with other oil paintings by Theophile Hamel,52 Antoine 
Plamondon, as well as Napoleon Bourassa's cartoon for his Apotheose de Christophe 
Colomb (fig.6),53 pen and ink drawings of lumbermen and voyageurs by Eugene 
Tache (cousin ofJoseph-Charles),s4 and relief panels of the seasons and medallions by 
sculptor Robert Reid. However, Krieghoffs ensemble was not part of the Works of 
Art section. Rather, as the Journal de Quebec tells us, "Mr. Kraighoffs [sic} painting, 
superbly framed by Mr. Scott (of Montreal) is exhibited in the Canadian section 
amid photographs."55 
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fig.6 Napol~on Bournssa, l' Apotheose de Chriscophe Colomb, 1864 0), pastel 
and graphite on paper, 77 x III cm, Mus~e nacionale des beaux-arcs du Qu€bec, Don 
de la succession Bourassa en 1941,43.55.171. (Photo: Jean-Guy Kerouac) 
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fig. 7 Samuel McLaughlln, Quebec. 1861. An:hlVes nationales du Qu~bec, ~ne 
Documents iconographlques. PI00Q,S4,D27,P4 (Photo: Archives nationales du 
Quebec) 
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Photography was categorized as a component of "Group II" (Liberal Arts), and 
despite the clear appreciation of its aesthetic aspects, evidence suggests it was 
regarded primarily in terms of its informational value as pictorial document. The 
Illustrated London News commentator, for example, after having travelled the "Liberal 
Arts" oval and encountering the photographic production of every participating 
country, could claim that 

the finest panorama that has yet been produced of the civilised world will have 
been seen. If we think: of these beautiful photographs, and the knowledge they 
convey to us, not only of the external appearance, but also of the manners and 
customs of the people, of the many distant countries, and then think: (those who 
are old enough) how little we knew of these same countries some twenty-five 
years ago, we should be thankful to photography for the information and 
pleasure we derive from it. 56 

Phot~graphy was a substantial display for Canada, comprising over two 
hundred works by eight of its most respected photographers of the day, including 
William Notman, Alexander Henderson, Livernois & Cie, Ellison & Co., Samuel 
McLaughlin, and J. Smeaton. Not all the Canadian photographs exhibited in Paris 
were individually listed, but based on published accounts of the display, we do have 
some sense of their content. A number of the photographic images presented wooded 
areas and scenes of the timber trade: Livernois included close-ups of trees,57 and 
Smeaton's photographs of miners are described as offering "graphic portraiture ... of 
the splendid wild scenes of the native forests in Canada."58 The work of Samuel 
McLaughlin is singled out with specific respect to the timber trade. "Mr. 
McLaughlin," reads the same repon, "photographer to the Board of Works, Canada, 
exhibits views of Quebec and Montreal, scenes of the timber trade on the Ottawa, 
timber-yards of Quebec, falls of Montmorency, and delicious wood scenery taken 
both in summer and in the spring, when the ice, melting under the rays of the sun, 
gives a peculiar and striking feature to the picture; also public buildings at Ottawa, 
all excellent photographs."59 McLaughlin's photographs of the timber trade were 
not individually identified but his view ofl'Anse au Foulon, dated to circa 1861, is 
no doubt representative (fig.7). 

Without the Canadian photographs at hand for comparison, one can only 
speculate as to why Krieghoffs painting ensemble ended up in that group display. 
Tache appears to have been the ultimate arbiter for the placement of items within 
the displays.60 Did he take the BAMLC committee's description of the work as 
"illustrative" as being in accordance with the tendency to view photographs in much 
the same light? How is one to assess the function of such an overtly aesthetic 
ensemble of paintings in the context of a display of "documentary" photographs? In 
what ways could a painting by Krieghoff be understood in the same terms as a 
photograph by McLaughlin, Livernois, or Smeaton? 

Perhaps speculating about the potential impact of placing Krieghoff's ensemble 
elsewhere might enlighten us on Tache's rationale for its placement. Would there 
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have been more or less response had the ensemble been placed where the BAMLC 
seems to have had envisioned it: in close proximity to the presentation of the raw 
material where it would serve as a pictorial complement to the impressive feature 
display of wood? But how could it have competed with the grand scale of the 
Canadian Court facade's and specifically with Abbe Brunet's highly praised and 
award-winning collection of wood specimens? Surely it would have seemed but an 
insignificant brochure to any journalist passing through such a temple-like homage 
to one of Canada's prime trade staples. 

And what if "Scene des forets" had been displayed in its officially categorized 
section - "Works of Art"? There is the possibility that the Krieghoff ensemble was 
in fact displayed in fair proximity to the "works of art," with but a small display of 
bookbinding separating the art section from the photographs.6l One newspaper 
correspondent in recounting his/her journey through the Canadian section, actually 
refers to the ensemble in the context of the Canadian works exhibited in the "works 
of art" area.62 Again, it is but a single line, but this time with overt evaluative 
content: "The show of Krieghoffs is not equal to many contributions that he has sent 
to Toronto. "63 Was the "Scene des forets," although displayed with the photographs, 
hung close enough to the "Works of Art" section to lead the journalist to evaluate 
it in that context? Even so, how could the work, impressive as it may have seemed 
on its own, compete for attention with Napoleon Bourassa's imposing, ·life-size 
parade of historical figures comprising his Apotheose de Christophe Colomb? A work 
with a subject so current,64 and produced on such a colossal scale in the grand 
tradition of allegory, ApotUose had become the "darling" of the Canadian press, 
both French- and English-language, even long before the exhibition opened.65 

Indeed, the conception and scale of Bourassa's work made it ideal for grandiose 
placement. It was well nigh the first Canadian item one encountered if travelling by 
"country" from the central garden66 and there was talk (as it was the artist's goal) 
that the finished painting would grace the walls of the new Canadian parliament 
buildings.67 Su<:h an artwork would (and evidently did) overshadow Krieghoff's 
multi-imaged tribute to the timber trade. 

One goal of the Universal Exhibition was that articles on display, particularly 
those related to industry, would ideally not be returned to their original homes, 
producers, or countries, but rather would be purchased by another country as 
evidence of an "interchange of ideas and experiences."68 It would be difficult to 
imagine this destinyJor Krieghoff's ensemble. What person or country outside of 
Canada would have coveted something so prosaically specific to the commercial 
details of its country of origin? Even Great Britain would not likely acquire it as a 
colonial trophy as the Constitution Act was implemented soon after the UEP 
opened. Not surprisingly, then, the ensemble did not sell in Paris. Indeed, it was 
returned to Canada, where it also proved hard to sel1.69 Tache apparently hoped that 
Scott would purchase it back from the Government. The Board of Arts & 

Manufactures did encourage Scott to do so, but to no avail and Tache recommended 
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it be offered for public sale.70 The last piece of primary documentation we have 
states that "the painting" (i.e. the ensemble) was to be sold in Montreal. It is probable 
that the ensemble was dismantled and the paintings sold individually. Current 
research suggests that there is no record of any of the works until 1934, when Marius 
Barbeau published Krieghoff, Pioneer Painter of North America.The paintings Junction 
of the St. Lawrence and Ottawa, Drawing Timber, and Log House, Winter are all 
catalogued, the first two indicated as belonging to the collection ofSeptimus Fraser, 
Montreal. Timber Depot, Quebec and Taking Parties to the Forest only surfaced at Watson 
Art Galleries in 1949 and 1956 respectively, coming from different collections. 

Does the lack of significant critical response to Krieghoff's ensemble boil 
down to the fact that within the Canadian display, it was misplaced, thus 
miscategorized, and unable to be appropriately critiqued? Or did the work's 
multivalent meanings inherent in its format, subject, faux-narrative, intent, and 
destination actually preclude it from gaining critical attention no matter where it 
had been displayed? For the BAMLC, the subject matter and artistic nature made 
the work an illustration of the highest order. For Krieghoff and Scott, as professional 
painter and framer, the ensemble was surely meant to function as proof of their 
status, and give a boost to their careers. But for Tache, the ensemble first and 
foremost could only have been regarded as a calling card for Canada, a country 
represented by timber-rich Canada East ("Quebec" after the Constitution Act). The 
commercial activities depicted in both painting and photography presented Canada 
as a country eager to continue, indeed expand, its engagement in international 
trade.71 

So what are we finally to make of Timber Depot, Quebec and its ensemble; of 
Krieghoffs generalization of the timber industry; of the lack of a significant critical 
response by the Canadian press? There were too many, perhaps implicitly conflicting, 
aims by all the players involved in Canada's display. The lack of recognition of 
Krieghoffs work was in part also symptomatic of the decision to disregard the strict 
accordance between categorization and object and the resulting failure to address the 
display needs of Krieghoff's ensemble categorically or individually. In trying to 
satisfy two purposes and two categories at the 1867 Paris Exposition Universelle, 
Krieghoffs timber ensemble could satisfy neither. 

This case study shows how easily intended meanings and contexts can be lost, 
whether subverted or ignored intentionally or missed or misunderstood accidentally. 
The fact that Dennis Reid recovered Krieghoffs ensemble into artistic acclaim 
speaks as much to the value and contextual meaning of the ensemble today, as to the 
lack of reception that spoke, in similar regards, of the ensemble in its own day. 

ARLENE GEHMACHER 
Associate Curator, Canadian Historical Art 
Royal Ontario Museum 
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Resume 

LE CANADA A PARIS 
Krieghoff a l'Exposition universelle de 1867 

V ne des contributions les plus significatives de l'exposition, ainsi que du 
catalogue, de Dennis Reid Krieghoff: Images du Canada a surement ete son 

commentaire de l'ensemble des tableaux de Krieghoff sur l'industrie du bois et la 
publication d'une photographie de l'reuvre depuis long temps oubliee et jusqu'a 
present inedite. On a longtemps suppose que ces tableaux avaient ete installes 
dans l'Hotel du Pariement, a Quebec, et detruits dans l'incendie de 1883, mais 
Krieghoff Images du Canada revele qu'ils avaient ete exposes a Paris lors de 
l'Exposition universelle de 1867. Au Musee des beaux-arts de l'Ontario, on a agrandi la 
photographie aux dimensions de l'ensemble original et le tableau central original, 
DepOt de bois, Quebec (connu aujourd'hui sous le nom de L'Anse de Sillery, Quebec), a 
ete superpose sur sa photographie. Sa presentation a Toronto suggere qu'il avait une 
place importante, au plan national et international, dans la carriere de l'artiste. 

Les recherches actuelles indiquent que cette photographie a ete prise avant 
que l'ensemble ne soit envoye a Paris et qu'elle avait servi a persuader les organisateurs 
canadiens d'envoyer l'ensemble a l'Exposition. Elle montre qu'il comportait neuf 
tableaux: le grand panneau central entoure symetriquement de huit illustrations 
plus petites de divers °aspects du commerce du bois. Les illustrations (dans le sens 
contraire de celui des aiguilles d'une montre, en commenc;ant par l'reil de breuf 
dans le coin superieur gauche) sont identifiees comme suit d'apres les etiquettes sur 
la photographie : En guidant un groupe en foret; Maison d'habitant en hiver; 
Confluent du Saint-Laurent et de I'Outaouais; Train de flottage en danger durant une 
tempete sur le Saint-Laurent; Train de flottage bloque en eau basse, automne; Soiree dans 
une cabane en rondins; Tirant le bois; Coupant le bois. Chaque tableau etait encadre 
simplement puis inclus a l'interieur d'un cadre tres orne, reuvre de William Scott, 
l'encadreur et marchand d'art montrealais qui s'occupait des affaires de Krieghoff 
durant le sejour de l'artiste en Europe au milieu des annees 1860. 

L'ensemble peint par Krieghoff represente plusieurs aspects de la recolte du 
bois, de la foret jusqu'a la baie, avec un accent sur le processus de fabrication du 
bois d'reuvre et sur le transport. Toutefois il ne comprend pas toutes les facettes du 
cycle annuel, et ne souligne pas l'aspect humain, sauf pour animer le paysage. 
L'ensemble de Krieghoff n'est pas narratif, en ce qu'il ne se prete pas a une lecture 
chronologique, ni par la direction ni par le format. Les illustrations sont simplement 
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tributaires du spectacle paysager represente dans le tableau central, Depot de bois, 
Quebec. POut ce tableau, comme pOut deux des illustrations, Krieghoff s'est inspire 
d'une gravure de Barriett, Depot de bois pres du Quebec, publie dans Canadian Scenery. 
Le tableau de Krieghoff a tout a voir avec le commerce et, dans le contexte inter­
national de 1'Exposition universelle, la promotion de la vente du bois d'reuvre etait 
une priorite. Il n'est donc pas etonnant que 1'industrie forestiere ait ete le theme 
determinant du pavilion du Canada, la vitrine principale de ce departement qui 
comprenait une enorme colonnade de pin blanc supportee par des piliers de 
diverses essences de bois. 

L'reuvre de Krieghoff convenait evidemment au pavilion du Canada et 
1'artiste devait surement etre conscient de l'intention de faire une place tres 
importante aux produits de la foret parmi les produits exposes. La documentation 
existante suggere qu'il a assemble le groupe de tableaux specifiquement en vue de 
l'Exposition de Paris. Mais il n'est pas tout a fait certain que les tableaux 
individuels aient ete reellement crees pOut cet ensemble ou qu'ils aient ete des 
reuvres anterieures convenant au projet. D'apres les registres de William Watson, 
«Depot de bois, Quebec» date de 1859, soit sept ans auparavant. Nous ne savons 
pas encore si Krieghoffl'avait sous la main et l'a utilise comme base d'un ensem­
ble d'illustrations du commerce du bois dans l'espoir qu'il soit inclus dans 
1'Exposition universelle .. 

L'ensemble a ete porte a l'attention de la Chambre des arts et manufactures 
du Bas-Canada, responsable de proposer les articles de 1'est du Canada qui devaient 
faire partie de la section canadienne de l'Exposition. Dunbar Browne, secretaire de 
la Chambre, a obtenu de Joseph-Charles Tache, sous-ministre de 1'Agriculture et 
organisateur de facto de la section canadienne de l'Exposition de Paris, qu'il en fasse 
partie. Dans une lettre datee du 5 novembre 1866 (accompagnee d'une photographie 
de l' ensemble de Krieghoff pour appuyer sa demande), Browne ecrivait a Tache: 
«Le sous-comite est tres heureux de 1'reuvre et de la maniere dont elle est montee, 
et pense qu'elie serait un ornement pour le pavillon du Canada, non seulement pour 
illustrer 1'une des branches les plus importantes de notre commerce exterieur, mais 
comme produit de l'art canadien.» Ce qui est remarquable dans le boniment de 
Browne, c' est que l' ensemble est juge digne d'etre montre a 1'Exposition universelle 
pour sa valeur «artistique». 

La conception et 1'arrangement inhabituels de 1'ensemble, sa presentation 
recherchee, ses dimensions relativement importantes et le fait qu'il ait ete presente 
a l'Exposition universelle de Paris aurait du en faire une reuvre remarquable dans 
la carriere de Krieghoff et une reuvre canadienne importante sur la scene intemationale. 
Mais, comme Reid le fait remarquer, 1'ensemble ne para!t pas avoir fait la moindre 
impression ni a l'etranger ni au Canada. Krieghoff etait certainement l'un des 
artistes les mieux connus et les plus collectionnes au Canada de son vivant, et la 
presentation de l'artiste en Europe a cette occasion aurait assurement du etre 
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celebn§e au moins dans la presse canadienne. Mais, en fait, le nom de Krieghoff est 
a peine mentionne et le seul commentaire directement relie a ces tableaux qu'on ait 
trouve a ce jour est defavorable. Alors, pourquoi ce silence autour de 1'ensemble? 

La raison de 1'accueil plutot froid reserve a 1'ensemble est peut-etre a trouver 
dans la localisation, la fonction et la categorisation. Bien que colonie britannique, 
le Canada n'avait obtenu qu'un espace restreint a 1'interieur de la section reservee a 
la Grande Bretagne. L'ensemble de Krieghoff aurait du demeurer dans le pavillon 
du Canada en complement des magnifiques presentations du commerce du bois. 
Mais ce ne fut pas le cas. Ou encore, il aurait logiquement pu partager 1'espace 
reserve a d'autres peintures a 1'huile d'artistes tels Theophile Hamel, Antoine 
Plamondon et Napoleon Bourassa. Cependant, il ne faisait pas non plus partie 
de la section des ~uvres d'art. Au lieu de cela, on 1'a expose parmi plus de 200 
photographies (par d'eminents photographes canadiens, dont William Notman, 
Alexander Henderson, Livernois & Cie et Samuel McLaughlin, par example), 
un certain nombre qui etaient de la foret et du commerce du bois. On peut 
se demander pourquoi l'ensemble de tableaux de Krieghoff s'est retrouve dans 
ce secteur. Tache a-t-il interprete la description de l' ~uvre de Krieghoff faite par 
le comite de la Chambre des arts et manufactures comme une «illustration», 
conformement au but suppose des photographies? Comment peut-on mesuter 
la fonction d'un ensemble de tableaux clairement esthetique place parmi des 
photographies «documentaires»? 

Le manque de reponse critique significative a 1'ensemble de Krieghoff (sans 
compter qu'a Paris, aucun autre pays n'en a fait 1'acquisition comme exemple d'un 
«echange d'idees et d'experiences») serait-il du au fait qu'il ait ete place dans 
la mauvaise categorie a 1'interieur de la section canadienne, et qu'il n'ait, par 
consequent, pu etre critique de maniere adequate? Ou est-ce queles divers sens de 
1'~uvre, inherents au format, au sujet, a 1'aspect faussement narratif, au propos et 
a la destination 1'auraient exclus de toute attention critique, quel que soit le lieu Oll 
il aurait ete expose? Ce cas de figure montre combien des significations et des 
contextes precis peuvent facilement etre perdus, soit qu'ils aient ete deliberement 
subvertis ou ignores, soit qu'ils aient ete accidentellement meconnus ou incompris. 
Le fait que Dennis Reid ait replace 1'ensemble de Krieghoff sur la scene artistique 
temoigne autant de la valeur et du sens contextuel de l'ensemble aujourd'hui que 
du manque de reconnaissance, aces niyeaux, dont il a ete l' objet a sa propre epoque. 

Traduction: Elise Bonnette 
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