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A NOTE OF APPRECIATION 

This issue of The Journal of Canadian Art History is the last to be published 
under the editorship of Sandra Paikowsky. Beginning with the next issue 

that undertaking will be performed by Martha Langford, who joined the 
editorial board in 2007. 

Sandra founded The Journal in 1974 with fellow Concordia University 
art history professor Donald Andrus. Before Sandra and Don established The 
Journal, scholars of Canadian art had the option of publishing usually short 
articles in Canadian historical periodicals or, much more rarely, substantial 
studies in international art journals. A great deal has changed since then within 
the larger arena of Canadian publishing. When I moved to Montreal three 
decades ago as a graduate student in Canadian art, five years after the founding 
of The Journal, it was neither dauntingly difficult nor prohibitively expensive 
to amass a library that included virtually all the relevant monographs and 
exhibition catalogues that had appeared during the previous quarter century. 
Over the years since the 1970s, however, important publications have substantially 
expanded the scholarly material available on historical Canadian art. As a result, 
when I cut my Canadian art library in half in 2009 in preparation for moving 
from Montreal to Ottawa (there being nothing quite like changing cities to 
encourage downsizing), I was able to dispense with several hundred volumes 
and still maintain a considerable collection. Yet, despite the post-1970s 
proliferation of books and catalogues, The Journal remains today what it was 
in 1974: the only periodical devoted exclusively to the history of the visual 
arts in this country. 

Donald Andrus left The Journal in 1987 but Sandra carried on. Under 
her stewardship The Journal has striven to convey the breadth, depth and 
variety of Canada's pre-contemporary art. The conviction that the past and 
the present are inextricably intertwined, and that the importance, the 
complexity and the implications of contemporary art can be fully grasped 
only through an understanding of its antecedents, has consistently informed 
Sandra's editorial management. 

But what most readers could not possibly know is that under Sandra's 
direction The Journal has been a place of tremendously good times in terms of 
friendship and growth. Proud though I am of the quality of the work we have 
published over the years, my fondest memories are of the discussions - sometimes 
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tense but much more often excitingly freewheeling - that I had with Sandra 
about The Journal's contents. These were debates about potential and actual 
articles; about all kinds of personalities; and about the contentious intricacies of 
manuscripts' structure, thematic development, grammar and punctuation. All of 
these topics, it turned out, could (and did) lead to moments of absolute hilarity. 
In the process, Sandra taught me invaluable lessons about writing and publishing. 
I have learned a tremendous amount from her, have enjoyed every minute of it, 
and am enduringly grateful to her for taking me on board, first as a member 
of the editorial board and later as associate editor. Most of all, though, I am 
indebted to Sandra for passing on to me, during our many Journal conversations, 
her unrelenting insistence that thinking and writing about art requires equal 
parts of eye and mind, of thought and emotion, and of instinct and research, 
but that the starting point is always the art object itself. These lessons have 
constituted a wonderful education for which I am deeply grateful. 

Sandra's stepping down as editor marks the end of an era. Despite 
ongoing input from myself and other members of the editorial board, she has 
long been the driving force and by far the hardest worker in the production of 
each issue. The transition to new editorial management of The Journal will be 
eased somewhat by the fact that all the articles in two upcoming issues - a festschrift 
project in honour of Fran~ois-Marc Gagnon, conceived and orchestrated by 
Sandra - were written in accordance with her instructions that each author select 
a single work of art and then make it the lodestar (one of Sandra's favourite 
words) for a wide-ranging essay. This conceptualization of works of art as 
the indispensable starting points and touchstones for the construction of 
worlds of aesthetic, historical, social, political, economic and philosophical 
argument exemplifies her central contribution to the study and dissemination 
of the history of art. In The Journal of Canadian Art History she has left an 
enviable legacy. 

It's been a privilege, Sandra. Thank you. Well done. 

Brian Foss 
Associate Editor 
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TEMOIGNAGE DE RECONNAISSANCE 

Ce numero des Annates d'histoire de I'art can~dien est le dernier dont Sandra 
Paikowsky aura ete la redactrice en chef. A compter du prochain numero 

cette fonction sera entierement assumee par Martha Langford, qui s'est jointe a 
l'equipe de redaction en 2007. 

Sandra a fonde les Annates en 1974 avec son collegue, le professeur 
d'histoire de l'art Donald Andrus. Avant que Sandra et Don ne fondent les 
Annales, les specialistes de l'art canadien n'avaient d'autre choix que de publier 
de courts articles dans les revues canadiennes d'histoire ou, beaucoup plus 
rarement, des etudes importantes dans des revues d'art internationales. De 
grands changements se sont produits depuis dans le plus vaste secteur de 
l'edition au Canada. Lorsque je suis arrive a Montreal, il y a trente ans, comme 
etudiant de troisieme cycle en art canadien, cinq ans apres la fondation des 
Annates, il etait possible de constituer une bibliotheque comprenant presque 
tous les catalogues d'expositions et monographies publies au cours du precedent 
quart de siecle sans faire face a des difficultes insurmontables ou a des conts 
pharamineux. Depuis les annees soixante-dix, cependant, d'importantes 
publications ont considerablement augmente la documentation specialisee sur 
l'histoire de l'art canadien. Ainsi, lorsque j'ai dfi reduire ma bibliotheque de 
moitie, en 2009, en preparation a mon demenagement de Montreal a Ottawa 
(rien de tel que changer de ville pour vous inciter a reduire les bagages), j'ai pu 
me passer de plusieurs centaines de volumes tout en conservant une collection 
considerable. Pourtant, en depit de la proliferation de livres et de catalogues a 
partir des annees soixante-dix, les Annales demeurent aujourd'hui ce qu'elles 
etaient en 1974 : la seule publication consacree exclusivement a l'histoire des 
arts visuels dans ce pays. 

Donald Andrus a quitte les Annates en 1987, mais Sandra a poursuivi 
l'reuvre. Sous sa conduite, les Annates ont travaille a faire connaitre la largeur, la 
profondeur et la variete de l'art canadien precontemporain. La vision de Sandra, 
comme redactrice en chef, a ete constamment nourrie par la conviction que le 
passe et le present sont inextricablement lies, et que la signification de l'art 
contemporain ne peut etre pleinement comprise qu'a travers la comprehension 
de ses antecedents. 

Mais ce que la plupart des lecteurs ne peuvent savoir, c'est que, sous la 
direction de Sandra, les Annates sont devenues un lieu extraordinaire en termes 
d'amitie et de croissance. Aussi fier que je puisse etre de la qualite du travail que 
nous avons realise au cours des annees, mes plus chers souvenirs sont ceux des 
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discussions - parfois ten dues mais beaucoup plus souvent libres et stimulantes 
- que j'ai eues avec Sandra au sujet du contenu des AnnaJes. C'etaient des debats 
sur les articles reels ou eventuels, sur toutes sortes de personnalites, et sur les 
delicates complexites de la structure, du developpement thematique, de la 
grammaire et de la ponctuation des manuscrits. Tous ces sujets etaient de nature 
a provoquer, et ont provoque, des moments d'hilarite absolue. Pendant ce 
temps Sandra me donnait d'inestimables le~ons d'ecriture et d'edition. J'ai 
enormement appris avec elle et ce fut un plaisir de tous les instants. J e lui suis 
a jamais reconnaissant de m'avoir associe a l'equipe de redaction, d'abord 
comme membre, puis comme redacteur adjoint. Mais ce dont je suis le plus 
re con n a i ssant envers Sandra, c'est de m'avoir repete avec insistance, au cours de 
nos nombreux entretiens aux AnnaJes, que la reflexion et l'ecriture sur l'art 
exigent que l'ceil et l'esprit, la pensee et l'emotion, l'instinct et la recherche 
soient en parts egales, mais que le point de depart doit toujours demeurer 
l'objet d'art lui-meme. Ces le~ons ont constitue une merveilleuse education 
pour laquelle je lui suis profondement reconnaissant. 

Le depart de Sandra comme redactrice en chef marque la fin d'une 
epoque. Malgre des contributions regulieres de ma part et de celle d'autres 
membres du comite de redaction, elle a longtemps ete le moteur et de loin le 
travailleur le plus acharne dans la production de chaque numero. La transition 
vers une nouvelle gestion redactionnelle sera facilitee d'une certaine maniere 
par le fait que tous les articles des deux prochains numeros - une festschrift en 
hommage a Fran~ois-Marc Gagnon, con~ue et organisee par Sandra - ont ete 
realises selon sa directive que chaque auteur choisisse une seule ceuvre d'art et 
en fasse« l'etoile guide» (une des expressions favorites de Sandra) pour un essai 
de grande envergure. Cette conceptualisation des ceuvres d'art en tant que 
points de depart et pierres de touche indispensables pour la construction de mondes 
d'arguments esthetiques, historiques, sociaux, politiques et economiques, illustre 
sa contribution capitale a l'etude et a la diffusion de l'histoire de l'art. Elle laisse, 
dans les AnnaJes d'histoire de J'art canadien, un legs enviable. 

Ce fut un privilege, Sandra. Merci. Bravo! 

Brian Foss 
Redacteur adjoint 
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PUBLISHER'S NOTE 

The content of this volume of The Journal uJCanadian Art History/Annales d'histoire 
de l'art canadien continues the theme of the various possibilities of art historical 
interpretation under the rubric of "biography." H6U:ne Sicotte examines the 
life of Franc;ois Beaucourt and his early involvement with the Masonic Order 
as a means to investigate a series oflater portraits that he produced in Quebec 
and a way to read through the paintings. Marius Barbeau's education at Oxford 
and in Paris and his deep interest in the theories of vitalism become the 
means by which Frances Slaney explores Barbeau's ways of seeing and his 
encouragement and support of the work of the Group of Seven and their 
associates. Loren Lerner's study of two commemorations of Norman Bethune 
demonstrates how interpretations of a life can produce narratives that disclose 
more about the desires of its authors than the subject. 

This particular volume of The Journal/Annales has a special personal 
significance, as it will be my last regular issue as its managing editor, although I 
will continue on as its publisher. I will also edit the next special volumes of the 
JCAH/AHAC, which will be a Festschrift in honour of Franc;ois-Marc Gagnon 
and his unexcelled contribution to the writing of Canadian art history. We are 
most pleased to announce that Martha Langford is taking over as The 
Journafs/Annales new Editor and begins another era of the publication, while 
continuing to serve the community in the best traditions of scholarship that 
signifies our endeavors over the past decades. I would like to take this occasion 
to offer my greatest gratitude to our Editorial Board, our Advisory Board and 
especially to our Assistant Editor Brian Foss, our Administrator Assistant 
Brenda Dionne, our copy-editors Mairi Robertson and Elise Bonnette as well 
our translators and research assistants, along with the many others who have 
helped maintain our continuing commitment to the narrative of Canadian art. 
Concordia's Art History Department and the Faculty of Fine Arts have always 
been our staunchest supporters, providing us with a home and a sense of security 
that have been a privilege and an honour. I am always most indebted to our 
numerous contributors, spanning the gamut from senior to younger scholars, as 
they are the very people who have established The Journal's/ Annales role as a 
primary source for advancing Canadian art historical learning. 

As this is my final occasion as Managing Editor, I would like to dedicate 
this volume to my late husband, the painter John Fox. Because of his enormous 
knowledge of art history and his insistence on good writing, he served as The 
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Journafsl Annates longtime resident advisor, critic, grammarian, wordsmith, 
fact-checker (and disputer). With his infinite patience for living with stacks 
of articles in various states of editing and bundles of galley proofs, John 
unwaveringly made sure that we got the job done. 

Sandra Paikowsky 
Publisher and Managing Editor 
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NOTE DE L'EDITRICE 

Le present numero des Annates poursuit le theme des diverses manieres 
d'interpreter 1'histoire de 1'art sous la rubrique « biographie ». Helene Sicotte 
etudie la vie de Fran\rois Beaucourt et son affiliation a 1'Ordre ma\ronnique 
comme instrument d'enquete sur la serie de portraits qu'il a realises plus tard au 
Quebec et une maniere d'etudier les tableaux. Les annees de formation de 
Marius Barbeau a Oxford et a Paris, ainsi que son interet marque pour la theorie 
du vitalisme, sont le moyen par lequel Frances Slaney explore la maniere de voir 
de Barbeau et l'encouragement et 1'appui qu'il a accordes au travail du Groupe 
des Sept et de leurs associes. I1etude de deux commemorations de Norman 
Bethune, par Loren Lerner, montre comment 1'interpretation d'une vie peut 
produire des recits qui en disent davantage sur les desirs de leurs auteurs que sur 
le sujet lui-meme. 

Le present volume des Annates revet une signification speciale pour 
moi, car c'est le dernier numero regulier auquel je participe en tant que 
redactrice en chef, bien que je conserve la fonction d'editrice. Je serai aussi la 
redactrice en chef des prochains volumes speciaux de JCAHIAHAC qui seront 
une Festchrift en l'honneur de Fran\rois-Marc Gagnon et de son excellente 
contribution a l'ecriture de 1'histoire de 1'art canadien. Nous avons le plaisir 
d'annoncer que Martha Langford assumera les fonctions de redactrice en chef 
des Annates et ouvrira une ere nouvelle pour la revue, tout en continuant a servir 
la communaute selon la meilleure tradition intellectuelle qui a marque nos 
efforts durant les dernieres decennies. J'aimerais profiter de l'occasion pour 
exprimer ma gratitude envers notre comite de redaction, notre comite de 
lecture et particulierement notre redacteur adjoint, Brian Foss, notre assistante 
a l'administration, Brenda Dionne, nos reviseuses Mairi Robertson et Elise 
Bonnette ainsi que nos traducteurs et assistants de recherche et les nombreuses 
autres personnes qui ont contribue a maintenir notre engagement soutenu a 
relater l'histoire de 1'art canadien. Le Departement d'histoire de l'art de 
1'universite Concordia et la Faculte des beaux-arts nous ont toujours soutenus 
fermement, nous fournissant un lieu et un sentiment de securite qui sont un privilege 
et un honneur. Je dois toujours beaucoup a nos nombreux collaborateurs, depuis 
les auteurs chevronnes jusqu'aux plus jeunes chercheurs, car ce sont eux qui 
ont assure le role des Annales comme source premiere pour l'avancement de 
la connaissance de 1'histoire de l' art canadien. 
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Puis que c'est la derniere occasion qui m'est donnee en tant que 
redactrice en chef, je voudrais dedier ce volume a mon regrette epoux, le 
peintre John Fox. Grace a son immense connaissance de l'histoire de l'art et a 
son insistance sur la qualite de l'ecriture, il a ete pendant longtemps, et dans 
l'ombre, conseiller, critique, grammairien, artisan des mots, verificateur de faits 
(et argumenteur). Vivant avec une infinie patience au milieu de piles d'articles a 
diverses etapes de la redaction et de paquets de galees, John voyait sans faillir a 
ce que le travail soit fait. 

Sandra Paikowsky 
Editrice et redactrice-en-chef 
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fig· } Fran~is Malepan de Beaucourt, Portrait de Margaret Sutherland (nee 
Robertson), 1792, huile sur toile, 82 x 61 cm, Mu.5&! royal de l'Ontllrio, 988.96.l. 
(Photo: Bryan Boyle, Musee royal de J'Ont3rio) 
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FRAN(:OIS BEAUCOURT (1740-1794) 
ET SES ALENTOURS 
Retour sur son milieu familial, aper~u de ses rapports avec les 
cercles du theatre et de l'Academie de peinture a Bordeaux et 
mise au point sur son affiliation a la franc-ma~onnerie 

Depuis la publication de la monographie de Madeleine Major Fn!geau sur 
Fran\;ois Beaucourt en 19791, on a surtout approfondi l'analyse de l'reuvre 

canadien de ce peintre qui commen\;a sa carriere en France2• Si l'acquisition du 
portrait de Margaret Robertson Sutherland (fig.l) par le Musee royal de 
l'Ontario a fait decouvrir, en 1988, un autre aspect de la production canadienne 
de Beaucourt, en ouvrant une fenetre sur ses rap ports avec la bourgeoisie 
anglophone de Montrea13, que dire de l'achat recent par le Musee des beaux­
arts de Montreal d'un portrait d'homme (fig.2), dont le libelle de la signature 
nous apprend qu'il a ete peint au Cap-Fran\;ais (actuel Cap-Haltien), dans la 
partie fran\;aise de l'ile de Saint-Domingue (actuel Halti)4. Avec son portrait 
d'une esclave noire, La Nigresse (fig.3), de 1786, c'est donc le deuxieme tableau 
connu de Beaucourt qui nous situe dans les Antilles. Auparavant, le peintre 
s'etait signale pour la demiere fois a Bordeaux, au mois de decembre 1784, au 
moment ou il annon~it son depart prochain pour les Ameriques5 a ses confreres 
de l'Academie de peinture, sculpture et architecture civile et navale de Bordeaux 
(desonmis, Academie de peinture de Bordeaux). Or, cette ville n'etait pas 
seulement la capitale du gouvemement de l'ancienne province fran\;aise, qui 
regroupait la Guyenne, la Gascogne, la Saintonge, le Limousin et le Beam, mais 
un grand centre commercial et portuaire ou transitait le gros des importations 
de sucre, de cafe, d'indigo et de coton en provenance des lIes Sous-le-Vent. 

Avant l'apparition recente de ce portrait d'homme sur le marche de l'art 
en France, une compilation des francs-ma\;ons ayant appartenu aux loges 
fran\;aises des Ameriques avait deja mis en lumiere le sejour de Fran~ois 
Beaucourt au Cap-Fran\;ais. L'etude, publiee en 1993 et compilee a partir des 
a rchives de la franc-ma\;onnerie fran\;aise rassemblees a la Bibliotheque nationale 
de France a Paris (BnF), fait l'historique des loges instituees dans les colonies 
fran\;aises d'Amerique entre 1770 et 1850. Elle nous apprend que le peintre 
« Fran\;Ois Beaucour » etait affilie a La Write, loge fondee en 1767 a l'orient du 
Cap-Fran\;ais. Le nom de Beaucourt figure sur un seul des onze tableaux de 
cette loge actuellement conserves a la BnF: celui du 24 juin 17886• La recherche 
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fig.2 Fra~is MaJepan de Beaucoun, Portrait d'un architecte, maitre d 'une 
loge ma~nnique au Cap-Fran~is (Saint-Domingue, actuellbiti), 1787, huile 
sur toile, 701: 57 cm, Musee des beaw:-arts de MontIial, ac:hat, legs Horsier et Annie 
Townsend. (Photo: Christine Guest, MBAM). 
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fig.3 Fran~is Mlllepan de !kaucoun, La Negresse, 1786, huile sur wile 
vergie sur wile, 69]1. 60 on, coli. du Musee McCord d'histoire CIInadienne, 
M 12067, don de David Ross McCord. (photo: Musec McCord). 
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menee recemment a Paris par Jacques Des Rochers, conservateur de l'art canadien 
au Musee des beaux-arts de Montreal, lui a permis de retracer le tableau en 
question7• Les donnees qu'il contient nous renseignent sur le grade de maitre 
qu'avait atteint Beaucourt en 1788. Elles offrent aussi un aper~u du vaste reseau 
de relations auquell'avait introduit la societe ma~onnique de Saint-Domingue, 
composee essentiellement dans ses echelons superieurs de negociants, de 
fonctionnaires, de medecins, de notaires, de militaires et de simples bourgeois. 
Parmi les officiers et dignitaires de cette loge, plusieurs devaient etre en mesure 
de lui commander des reuvres ou de le presenter a des personnes haut placees. 
I.:un des deux membres honoraires de La Vb-ite etait l'avocat et arpenteur creole 
Mederic-Louis-Elie Moreau de Saint-Mery (1750-1819), auteur d'une celebre 
Description topographique, physique, civile, politique et historique de la partie franfaise 
de l'Isle Saint-Domingue. Avec des Observations generales sur la Population, sur le 
Caractere &' les Mreurs de ses divers Habitans ; sur son Climat, sa Culture, ses 
Productions, son Administration, &'tc, &'tc., Accompagnes des details les plus propres a 
faire connattre Ntat de cette Colonie, a Npoque du 18 Octobre 1789, publiee a 
Philadelphie en 1797, Oll ce partisan de la Revolution fran~aise s'etait refugie 
en 1793 avec un groupe d'aristocrates fran~ais qui avaient fui, comme lui, la 
dictature jacobine de Maximilien de Robespierre8• I.:histoire de la loge La Write 
autorise a penser que Beaucourt aurait quitte Saint-Domingue peu apres 
l'enclenchement du grand soulevement des esclaves qui debuta a la fin du mois 
d'aout 17919• Plusieurs colons partirent alors vers des destinations diverses : la 
France ou la Jamalque pour certains, les nouveauxEtats americains pour d'auttes, 
ces derniers privilegiant alors des villes po:tuaires de la cote est comme Charleston 
(Caroline du Sud), Baltimore (Maryland), Philadelphie (pennsylvanie) ou New York. 
S'il suivit effectivement les membres de sa loge, Beaucourt serait alle d'abord a 
Baltimore avant de se rendre a Philadelphie10 Oll il publia un avis dans le General 
Advertiser, a compter du 3 janvier 179211 • Selon un autre scenario possible, 
Beaucourt aurait pu quitter Saint-Domingue plus tard au cours de l'automne 1791 
et se rendre directement a Philadelphie sans passer par Baltimore. Dans les deux 
cas, il serait reste peu de temps au Maryland et/ou en Pennsyivanie, trop peu de 
temps pour y laisser des traces perennes, hormis l'avis deja mentionne12• 

La suite de la carriere de Beaucourt est mieux connue : arrive a Montreal 
vers la fin du mois de mai ou le debut de juin 1792, le peintre y signa un bail a 
loyer le 5 juin. La veille, il avait place une annonce dans la Montreal Gazette y 
detaillant ses talents de peintre, de portraitiste et de decorateur d'interieur et de 
theatre13. Durant les deux annees suivantes, Beaucourt n'eut guere le temps de 
chomer. n executa des portraits et des tableaux religieux pour les Sreurs grises 
de Montreal et pour les paroisses de Varennes, de Saint-Martin, sur l'ile Jesus, 
et de Saint-Joseph, a Lanoraie14• n peignit aussi des portraits pour des familles 
bourgeoises de Montreal et des environs. Ce travail fut brusquement interrompu 
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par son deces, survenu le 24 juin 1794, quelques mois apres son cinquante­
quatrieme anniversaire de naissance. Apres sa mort, sa veuve, Benoite Camagne 
Beaucourt (v.1755-1843), native de la paroisse Saint-Michel-de-Bordeaux, 
demeura a Montreal. Le couple n'avait pas eu d'enfant, aucun du moins qui eut 
survecu. Dans sa fuite de Saint-Domingue, il avait cependant entraine avec lui 
l'esclave Catherine Cola -la servante du tableau de 1786? - et un jeune gar~on 
d'une dizaine d'annees, Jean-Baptiste Fran~ois, qui fut baptise a Montreal le 14 
avril 179615. Le 5 juillet 1810, Benoite Camagne Beaucourt epousa en secondes 
noces Gabriel Franchere (1752-1832), negociant prospere, marguillier de la 
paroisse Notre-Dame et futur maitre du havre de Montrea116• Elle devint ainsi 
la belle-mere de Gabriel Franchere fils (1786-1863), voyageur, trafiquant de 
fourrures, auteur du recit de ses voyages de par le monde et qui, au terme de ses 
aventures, devait s'etablir et finir ses jours a Saint-Paul, au Minnesota. Benoite 
Camagne Franchere survecut a son second mari et mourut le 13 janvier 1843 
dans sa quatre-vingt-huitieme annee. En etablissant le contenu de son testament, 
onze ans plus tot, elle avait legue une part de ses biens a son beau-fils 17. Si 
d'aventureil s'y trouvait des ceuvres de Beaucourt, c'est chez la descendance 
de Franchere et sur le marche de l'art aux Etats-Unis qu'il faudrait les 
rechercher aujourd'hui. 

Refaisant le parcours de l'artiste, je me suis interessee surtout aux« alentours » 

de Fran~ois Beaucourt, j'entends par la son milieu familial, sur lequel je fais le 
point en ajoutant de nouvelles donnees aux elements rassembles par Major 
Fregeau, et des reseaux auxquels l'artiste fut associe de pres ou de loin, qu'il 
s'agit des cercles du theatre a Bordeaux et dans les Antilles, de l'Academie de 
peinture de Bordeaux ou encore du mouvement ma~onnique dans les differents 
ports d'attache du peintre. 

Fran~ois Beaucourt, fils de Paul Beaucour (1700-1756) et 
Marguerite Haguenier (1716-1762) 
Ne dans la paroisse Saint-Eustache a Paris en 1700, Paul Mallepart de 
Grandmaison, dit Beaucour, serait arrive au Canada dans la jeune vingtaine. 11 
est dit « sergent dans les troupes de la cornpagnie de Mr de Beaujeu » a son 
mariage en 173718. On peut presumer qu'il s'agit de Louis Lienard, sieur de 
Beaujeu (1683-1750), et non de l'un ou l'autre des deux fils de ce demier qui 
firent carriere aussi dans la marine, mais ne monterent en grade qu'apres 1730. 
Ne a Paris, Lienard etait passe en Nouvelle-France en 1697.11 s'y enrola dans 
les troupes de la Marine, gravit les echelons et repassa en France avec les galons 
de capitaine en 1712. De retour au Canada, il cornmanda le fort de 
Michillimakinac de 1719 a 1722, sejourna ensuite a Montreal jusqu'en 1728, 
puis reprit le chemin des Grands Lacs, Oll il servit sous les ordres de Constant 
Le Marchand de Lignery (v.1663-1731)19. 
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Beaucour pourrait avoir fait le voyage en Nouvelle-France en tant que 
soldat du sieur de Beaujeu, au premier retour de celui-ci en 1718 ou 1719. Son 
nom n'apparait dans les archives qu'une dizaine d'annees plus tard, signe peut­
etre d'une arrivee plus tardive au pays ou d'un tres long cantonnement au fort 
de Michillimakinac. Ce fort et le poste de traite situe a proximite se trouvaient 
au confluent des lacs Huron, Michigan et Superieur, dans cette region 
hautement strategique, communement appelee « le Pays d'en Haut20 ». La 
toute premiere mention de « Paul de Beaucourt » le designe comme temoin au 
mariage de Jean Montary et Marie Lafleur qui fut celebre a Quebec le 26 aout 
173021 • Quatre ans plus tard, le meme « Beaucourt » etait de l'equipe qui 
construisait le bateau Saint-Louis avec d'autres charpentiers, calfats et scieurs de 
long, tel qu'indique dans un rapport fait le 15 juillet 1734 au secretariat d'Etat 
a la Marine et aux Colonies22 • Le lieu du chantier naval n'est pas precise, mais 
on saura, grace a un autre rapport redige le 26 septembre 1735, qu'il se trouvait 
dans la region du lac Ontario. Le nom complet de « Paul Beaucourt », y figure 
cette fois parmi les charpentiers affectes a la construction de la goelette Reine 
Marie23 • Deux ans plus tard, le 25 juin 1737, ce sergent de la compagnie de Mr 
de Beaujeu epousa a Montreal Marguerite Haguenier, quatrieme de dix enfants 
issus du second mariage de Louis Haguenier (1683-1756), habitant de La 
Prairie-de-Ia-Magdeleine (actuelle La Prairie), village situe pres de Montreal, 
sur la rive sud du fleuve Saint-Laurent. 

On a explique ce mariage par le fait que Beaucour etait en garnison a La 
Prairie24, ce qui est possible, mais non prouve. La bourgade avait ete fortifiee a 
la fin du XVIIe siecle et la palissade de bois subsistait toujours au milieu du 
XVille siecle. Cependant, la presence de soldats en garnison y etait reduite et 
fluctuante depuis la signature de la Grande Paix de Montreal en 170125. IJabbe 
Elisee Choquet y signale quelques officiers entre 1700 et 1743, dont un Jean­
Baptiste Hertel de Rouville qui aurait commande le fort en 173426• Cette 
famille compta au moins deux Jean-Baptiste qui firent carriere dans l'armee, 
mais ni l'un ni l'autre n'etait actif a cette date27• Durant la guerre de Sept Ans, 
des soldats seront en garnison au Sault-Saint-Louis28, fief voisin de La Prairie. 
Or, rien n'assure qu'il en etait de meme trente ans plus tot, a l'heure OU les 
effectifs de l'armee etaient concentres le long de la riviere Richelieu, autour du 
lac Champlain ou en d'autres lieux strategiques. 

A dire vrai, Paul Beaucour aurait pu faire la connaissance de Louis 
Haguenier, pere et fils, avant de s'etablir a La Prairie. Dans les annees 1730, les 
Haguenier effectuerent en effet de frequents voyages dans le Pays d'en Haut 
pour le compte de trafiquants de fourrures de Montrea}29. En mai 1734 par 
exemple, Louis Haguenier pere fut engage par les negociants montrealaisJean­
Baptiste Blondeau et associes pour conduire un canot jusqu'au poste des lllinois. 
En juin 1736, Louis Haguenier fils se rendit dans la region des Grands Lacs 
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pour J ean-Baptiste Hervieux, marchand de Montrea13o. En juin 1737, nouveau 
voyage d'un Louis Haguenier a destination cette fois du poste du detroit 
(Detroit) avec obligation expresse de passer au nord du lac Ontari031. Comme 
bien des militaires cantonnes dans les regions eloignees, il n'est pas impossible 
que Beaucour se soit livre a des activites de traite et ait ainsi lie connaissance 
avec Haguenier32 • 

Le premier enfant du couple Beaucour, prenomme Paul comme son pere, 
fut baptise a Montreal le 23 juillet 1738. Vabsence d'autres donnees sur cet 
enfant pourrait indiquer qu'il mourut en bas age, comme sept autres enfants nes 
de ce mariage33 , et peut-etre a un moment OU la famille s'etait eloignee de 
Montrea134. Deux ans plus tard, Beaucourt n'etait pas present a La Prairie lors 
du bapteme de son fils Fran~ois, le 25 fevrier 1740. Sa femme ne sachant pas 
ecrire, l'acte de bapteme fut signe par la marraine de l'enfant et le cure de La 
Prairie, Jacques de Ligneris (ou Lignery), fils de ce Constant Le Marchand de 
Lignery qui commandait le fort de Michillimakinac dans les annees 172035• En 
1741, Paul Beaucour installa sa famille a Montreal dans une maison de la rue 
Saint-Paul appartenant au sieur Labrosse36• n s'agit du sculpteur Paul­
Raymond Jourdain dit Labrosse (1697-1769) qui, depuis 1731, possedait une 
maison sur la rue Saint-Pau137• Beaucour avait pu connaitre Labrosse par 
l'intermediaire de son beau-pere, Louis Haguenier, qui n'etait pas seulement 
voyageur, mais aussi maitre-menuisier. Se10n Marius Barbeau, Haguenier avait 
fait un travail pour Labrosse en 1734 au pays des Illinois38, mais cela reste a 
prouver. n aurait pu tout aussi bien lier connaissanee aveeJourdain dit Labrosse 
dans son propre village de La Prairie-de-Ia-Magde1eine. Entre 1736 et 1756, le 
scu1pteur eonfectionna en effet pour eette fabrique un retable, un tabernacle et 
les lambris du chreur de l'eglise OU Haguenier fut lui-meme engage en 1740 
pour executer des travaux de menuiserie39• N'est-ce pas a cette epoque 
justement que Paul Beaucour se logea a bail chez le fameux scu1pteur? 

La famille serait demeuree a Montreal jusque vers 1745 ou 1746. Le nom 
de Paul Beaueour est cite dans un acte de 1742 par lequel Louis Haguenier vendait 
ses droits successifs et immobiliers a son fils Fran~ois40, mais cela n'etablit pas 
le lieu du domicile de Beaucour. Les baptemes a l'eglise Notre-Dame-de-Montreal 
de deux fillettes, nees respectivement en 1742 et 1745, sont des preuves plus 
tangibles de sa presence dans cette ville41. En suivant les actes de bapteme et de 
sepulture des autres enfants Beaucour, on peut ensuite loealiser la famille a 
Quebec de 1747 a 1753. Au cours de eette periode,« Paul Beaucourt» figura 
sur le role des officiers d'epee et de plume, des officiers mariniers et des soldats 
invalides etablis en Canada, eomme l'atteste le paiement de sa demi-solde pour 
l'annee 175142. D'autres sommes lui furent peut-etre versees avant et/ou apres 
eette date, voire jusqu'a son deces a Quebec, le16 juillet 1756, soit que1que 
dix ans apres que l'ancien soldat eut entrepris une carriere de peintre et de 
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reparateur de tableaux43 • Moins d'un an apres sa mort, sa veuve epousa en 
secondes nocesJean-Romain Lasselin dit Bellefleur, caporal de la compagnie de 
Chassignol, rattachee au regiment de Guyenne44• Des neufs enfants nes de son 
premier mariage, il ne restait plus que Franc;;ois, age de 17 ans. Le 5 fevrier 
1757, le jeune homme accompagna sa mere et son futur beau-pere chez le 
notaire Simon Sanguinet, a Quebec, pour y apposer sa signature sur leur 
co ntrat de mariage45• Deux jours plus tard, lors de la ceremonie religieuse a 
l'eglise Notre-Dame-de-Quebec, la presence de Franc;;ois Beaucourt ne fut pas 
signaIee dans les registres paroissiaux. Cinq ans plus tard, il n'etait pas present 
non plus lorsque la depouille de sa mere fut inhumee, le 16 avri11762, a Saint­
Constant, pres de La Prairie, ou le couple s'etait s'installe apres la capitulation 
de la colonie46• Des le mois de mai suivant, Jean-Romain Lasselin, desormais 
etabli comme maitre-tailleur a Saint-Constant, prit une nouvelle epouse en la 
personne de Marianne Betourne. Encore une fois, Franc;;ois ne fut pas cite parmi 
les 23 personnes identifiees au registre47• 

La mort de Marguerite Beaucour annulait-elle la clause de son contrat de 
mariage avec Lasselin a l'effet que Franc;;ois, seul enfant vivant issu de son 
precedent mariage « Sera nourry et entretenu au depens delad. Communaute 
presentement Stipulee jusques a l'age de Vmgt Cinq ans, Si Tant lad. 
Communaute dure48 » (souligne par moi)? Ne beneficiant plus de la protection 
de son beau-pere, Franc;;ois Beaucourt aura pu quitter le logis familial apres le 
deces de sa mere en avri1176249• Il avait 22 ans et etait depuis longtemps en age 
de travailler, sans compter qu'il avait dfi faire l'apprentissage d'un metier et mettre 
de l'argent de cote. n avait rec;;u une certaine education et savait signer son nom, 
pour lequel il priviIegiait deja l'orthographe « Beaucourt ». Parmi les chemins 
qui s'offraient a lui, il Y avait celui, tres populaire a l'epoque, de la traite et du 
commerce des fourrures50• Dans l'autoportrait de Beaucourt que le Musee des 
beaux-arts du Canada a acquis en 1939 et dont l'authenticite n'a pas ete remise 
en cause depuis51 , l'homme, assez jeune, s'y est represente clans des vetements 
rehausses de fourrure. Ce costume fut autrefois associe a la Russie pour nulle 
autre raison que Beaucourt auraitvoyage dans ce pays52. De l'avis de Robert H. 
Hubbard, il pouvait tout aussi bien s'agir d'une pelisse canadienne53 • Les deux 
hypotheses restent ouvertes, mais ces fourrures pourraient avoir un rapport avec 
le futur beau-pere de Beaucourt qui, d'apres une information fournie par Major 
Fregeau, avait a sa disposition a Bordeaux en 1774 « un reste de pelleteties propres 
pour des fourrures pour homme et femme54 ». Des liens commerciaux avaient 
ete etablis sous le regime franc;;ais entre Bordeaux et le Canada, notamment 
par le negociant et armateur bordelais Abraham Gradis (1699-1780) qui 
commerc;;ait aussi avec les Antilles. Apres la conquete, cette predominance du 
marche des fourrures au Canada devait d'ailleurs inciter le negociant et 
pohe Joseph Quesnel (1746-1809) a investir a son tour ce lucratif creneau 
commercial, en lien avec son oncle Louis-Auguste Quesnel, etabli a Bordeaux55• 
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Une autre option offerte au jeune Franc;ois Beaucourt en 1762 aurait ete 
de suivre le flot des Franc;ais qui fuyaient la colonie conquise par les Anglais pour 
s'en retoumer en France. On a evoque comme motif possible de ce voyage le 
desir de parfaire une premiere formation artistique acquise aupres de son pere. 
Le titre de peintre que Paul Beaucour se donna apres 1746 pouvait etre le fruit 
de son experience dans le travail du bois, comme charpentier ou autre. Ayant eu 
a raccommoder quelques tableaux56, il aura pu s'essayer ensuite a la peinture. 
Malgre bien des speculations de Gerard Morisset57, on a retrouve a ce jour 
seulement deux toiles malhabiles portant sa signature, celles-Ia meme que 
l'historien de l'art avait examinees et fichees au presbytere de Cap-Sante58• On 
ne saura sans doute jamais si cette courte experience picturale du pere decida de 
la carriere du fils, ni par quel hasard ce dernier se retrouva ensuite a Bordeaux. 
Une hypothese qui en vaut bien d'autres est qu'il aurait eu de la famille en 
Guyenne, du cote des Beaucourt ou des Haguenier59, a moins que Romain 
Lasselain, ancien du regiment de Guyenne, ne l'ait recommande a quelqu'un 
de cette region. 

Apres un intervalle d'une dizaine d'annees, Franc;ois Beaucourt reapparait 
en effet a l'eglise Saint-Seurin-de-Bordeaux, le 12 juillet 1773, jour de son 
mariage avec Benoite Camagne, fille de 16 ans de Marie Nones et de ]oseph 
Gaetan (Cajetan ou Cayetan) Camagne (v. 1724-1797). Dans le contrat de mariage 
i1 est dit que Beaucourt est « natif de Quebec » et peintre de son metier60. 

Faudrait-il en conclure que c'est par la peinture que Beaucourt avait connu 
Camagne? Ce dernier etait peintre et decorateur scenique, mais il etait aussi, a 
cette epoque, proprietaire d'une salle de spectacle. 

Le Theatre de la Corderie, a Bordeaux 
En 1772, Jean-Baptiste Gaussen-Couvreur, dit Lecouvreur, ancien clerc de 
Paris converti a la comedie depuis le debut des annees 1760, avait ete engage 
a Bordeaux. Des lors et jusqu' en 1798, il tint le registre journalier des 
representations de la plus ancienne troupe de cette ville. Ce document, dit 
« Manuscrit Lecouvreur », est intitule Etat des pieces jouees dans la troupe de 
comidie etablie sous les ordres de Mgr le marichal Duc de Richelieu, aux frais de MM. 
Les Actionnaires de Bordeaux, pendant I'annee qui a commence le lendemain de la 
Quasimodo 1772, et qui a pris fin la veille des Rameaux 177361 . Ce titre indique 
seulement la premiere saison de la collecte des donnees qui se poursuivit 
jusqu'en 1798, sauf pour les annees 1776 et 1782. Lecouvreur annexa a ce 
registre un tableau de la troupe62, composant ainsi un document unique sur la 
tres riche vie theatrale a Bordeaux, a une epoque OU des spectacles y avaient lieu 
tous les jours, sauf durant de courtes periodes de relache obligatoire63 • Durant 
la saison 1773-1774, Lecouvreur nota la presence d'un ~~ Beaucourt64 » au sein 
de la troupe creee par la societe d'actionnaires qu'avait instituee le gouverneur de 
Guyenne en 176165• Ce Beaucourt etait danseur et il ne revint plus, semble-t-il, 
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sur la scene a Bordeaux apres cette saison qui se poursuivit jusqu'au 26 mars 
1774. Lecouvreur n'etablit pas la date d'embauche du danseur, qui pouvait fort 
bien etre anterieure a 1772. 11 nous apprend par contre que plusieurs autres 
danseurs et danseuses66 y travaillaient avec lui sous la direction d'un maltre de 
ballet nomme Brulo. D'apres les informations compiIees par l'historien du 
theatre Max Fuchs, dans son Lexique des troupes de comidiens au XVIIIe siecle67, ce 
Beaucourt ne participa a aucun autre spectacle dans d'autres villes franc;aises ou 
europeennes avant ou apres cette date68, mais combien de theatres eurent leur 
Lecouvreur pour y enregistrer quotidiennement les allees et venues des comediens, 
danseurs et autres membres ordinains - et generalement anonymes - des troupes 
ambulantes qui s'y produisaient? Sa disparition de la scene theatrale suit de peu 
le mariage du peintre Beaucourt, ce qui pourrait indiquer qu'il s'agissait du 
meme homme. Si l'on confirme un jour ce passe de danseur de Beaucourt au 
Theatre de la Corderie, cela en fera le deuxieme cas du genre chez les peintres 
canadiens du XVIIIe siecle. Rappelons que Louis Dulongpre (1754-1843) fut 
maltre de danse a Montreal avant de s'orienter vers la peinture, au debut des 
annees 1790, et que sa courte experience comme regisseur et decorateur du 
Theatre de Societe, fonde par Joseph Quesne! en 178969, l'incita sans doute a 
reorienter sa carriere. Dans le cas de Beaucourt, une certaine experience du 
theatre aurait pu faire naltre, de meme, une seconde vocation, a moins que la 
danse eut ete un emploi tout a fait circonstanciel? Dans l'eventualite ou e!le se 
confirmerait, son appartenance a une troupe theatrale pourrait expliquer les 
voyages que Beaucourt dira avoir fait a Paris, Nantes et « Petersbourg70 ». Dans 
ces annees de grande effervescence theatrale en Europe, les reseaux de cin:u1ation 
des troupes franc;aises englobaient en effet toutes ces vines et bien d'autres 
encore, dans et hors du territoire franc;ais, sans oublier Bordeaux7!. Ne perdons 
pas de vue non plus que le mariage du peintre avec la fine d'un decorateur de 
theatre n'etait pas un fait negligeable a une epoque ou le milieu de travail etait 
souvent familial. 

Dans sa monographie sur Beaucourt, Major Fregeau parle de deux freres 
Camagne : Joseph Gaetan et Gaetan72. 11 s'agit en fait d'une seule et meme 
personne. Ce peintre et decorateur de theatre vivait a Bordeaux depuis le milieu 
des annees 173073 • En 1745, lors du passage dans la ville de l'Infante d'Espagne, 
il avait assiste Giovanni Nicolo Servandoni (1695-1766), architecte, peintre et 
decorateur repute, dans l'execution des travaux de decoration de la vine. Trois 
ans plus tard, Camagne fut nomme peintre de la Comedie et prit aussitot ses 
quartiers dans la sane qu'on avait erigee en 1738 dans les jardins de l'Hotel-de­
vine, pres de l'eglise Saint-Eloi. En 1751, il y cumulait les fonctions de concierge, 
decorateur et receveur des recettes. En 1754, les jurats74 le cautionnerent de la 
somme de 13 200 livres, montant du tribut annue! du privilege de l'opera pour 
les onze annees a venir. Homme de confiance de la Jurande et protege du 
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procureur syndic Thibault, Camagne faisait alors commerce de marchandises 
d'epicerie et avait re~ la permission d'etablir son atelier dans une piece contigue 
a la salle de spectacle. Des denrees inflammables conservees dans cet atelier 
auraient provoque l'incendie qui detruisit le theatre des jardins de I'Hotel-de­
ville en decembre 1755. L'annee suivante, Camagne fut autorise par les jurats a 
faire batir a ses frais une nouvelle salle de spectacle. Il devait en etre le maitre 
d'reuvre et toucher les loyers jusqu'a remboursement complet de ses depenses, 
apres quoi le theatre devenait propriete de la ville. En 1756, la construction dudit 
theatre fut confiee a l'architecte Richard Bonfin, qui l'erigea sur l'emplacement 
d'une ancienne corderie situee pres la porte Dauphine et du couvent des 
Cordeliers, hors les murs de la ville - adresse que Beaucourt et Camagne 
donneront tous les deux en 177375 . 

Le Theatre de la Corderie fut inaugure en 1759 et demeura pendant plus 
de vingt ans la principale salle de la ville76. En 1760, un ancien comedien 
nomme Belmont y ob tint le privilege des spectacles et le conserva jusqu'en 
177 3 77. Sous sa direction, le theatre accueillit en 1761 sa premiere troupe 
permanente et sedentaire (celle Oll fut engage Lecouvreur en 1772), comprenant 
une vingtaine de comediens d'origine fran~aise et italienne. A cette epoque, le 
travail de decoration n'y relevait plus de la responsabilite de Camagne. Le duc 
de Richelieu, gouvemeur de Guyenne, qui exers:ait toute autorite sur le theatre 
a Bordeaux, avait fait venir de Paris son protege Giovanni Antonio Berinzago 
(actif a Bordeaux de 1756 environ a 1787), anciennement de la Comedie­
Fran~aise, a Paris. Ce peintre et architecte etait aussi qualifie de « perspecteur78 » 

comme on designait a l'epoque les artistes passes maitres dans l'art du trompe­
l'reiP9. D'un metier tres savant, ses compositions iIIusionnistes semblaient 
creuser et moduler en profondeur les voutes et les murs des eglises et des 
theatres. Ne possedant pas de telles notions de perspective, Camargue fut 
relegue au role d'assistant de Berinzago, mais resta au theatre au moins jusqu'a 
la cession de la salle a la ville en 1776. On le retrouve ensuite a la cathedrale 
Saint-Andre Oll il a ete charge en 1785 de reparer deux grands tableaux. On 
perd ensuite sa trace jusqu'a son deces a Bordeaux, en 1797. 

L'Academie de peinture de Bordeaux 
Si Beaucourt eut une carriere de peintre en France avant son mariage en 1773, 
rien n'est reste ou n'a ete decouvert a ce jour pour temoigner de son reuvre 
pictural. De fait, c'est seulement a compter de decembre 1776 qu'il se signale 
comme peintre en effectuant un contrat de decoration a l'eglise des benedictins 
du monastere Saint-Pierre-de-Ia-Reole, non loin de Bordeaux8o• Un an plus tot, 
les lacunes dans sa formation artistique avaient pourtant mis un frejn a son 
admission a l' Academie de peinture de Bordeaux, bien que sa candidature y eut 
re~ l'appui de deux academiciens. 
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Le plus connu et le plus influent des deux etait l'architecte et ingenieur 
Richard-Fran~ois Bonfin (1730-1814), celui-Ia meme qui avait construit le 
Theatre de la Corderie en 1756-175981 • Fils d'un architecte de Versailles, 
Bonfin avait ete nomme inspecteur des travaux de la ville de Bordeaux en 1753 
avec des appointements annuels de 2 000 livres et un appartement de fonction. 
Depuis 1759, il exer~ait aussi la charge d'ingenieur et de directeur general des 
travaux de la ville, postes qu'il cumula jusqu'en 1793, s'autorisant ainsi a patticiper 
de pres ou de loin a tous les grands chantiers municipaux82• Re~u a l'Academie 
de peinture en 1771, Bonfin commen~a des l'annee suivante a y enseigner 
l' architecture. En 1776, il fut elu membre ordinaire de l' Academie des Sciences, 
des Belles-Lettres et des Arts de Bordeaux, institution fondee en 1712 et dont 
Montesquieu avait ete parmi les membres les plus illustres83 • En 1783, Bonfin 
participa egalement, avec l'abbe Dupont des Jumeaux et des avocats bordelais, 
a la fondation du Musee de Bordeaux, « emanation typique de la franc­
m a ~ onnerie », selon l'historien Fran~ois-Georges Pariset84• Les objectifs du 
Musee etaient similaires a ceux de l'Academie des Sciences de 1712, mais leur 
bases sociales n'etaient pas les memes. eAcademie des Sciences avait ete 
investie des le debut du siecle par une aristocratie erudite et elitiste quiregardait 
de haut les gens du negoce pour mieux les tenir a distance. Le Musee recrutait 
ses membres au sein de la bourgeoisie liberale et d'affaires qui ambitionnait de 
surpasser l'ancienne Academie sur son propre terrain. En reuvrant pour 
l'avancement des sciences, des lettres et des arts, elle entendait demontrer 
qu'elle pouvait s'investir elle aussi dans de tels champs intellectuels et artistiques85• 

eautre academicien qui appuya Beaucourt est plus sommairement designe 
comme« 1'un des freres Lavau ». Le sculpteur et graveur Jacques Lavau (ne en 
1728), dit « Lavau le jeune », fut eleve et membre de l'Academie de Bordeaux. 
11 n'exposa dans cette ville qu'en 1776 et 177786, au moment ou Beaucourt 
debutait lui-meme sa carriere picturale. Son frere alne, Andre Lavau (1722-
1809), reconnu comme excellent dessinateur, etait graveur en medailles et pierres 
fines. n fut 1'un des membres fondateurs de 1'Academie de peinture de Bordeaux 
en 1768, avec le graveur Joseph-Antoine Batanchon (1739-1812), 1'or.fevre 
Robertet (dates inconnues), les peintresJean-Jacques Leupold (1725-1795) et 
Jean Toul (1734-1796), le sculpteur Vemet 1'alne (dates inconnues), 1'architecte 
Jean-Baptiste Lartigue (1741-1831) et 1'avocat general Douat87• Lavau 1'alne 
participa au premier salon de l' Academie en 1771 et y revint regulierement 
jusqu'a son exposition de cloture en 1787. 11 fut rattache au corps enseignant 
de cette institution qui le design a au poste de recteur a quelques reprises entre 
1774 et 1793, date de dissolution de 1'Academie. Avec Bonfin, c'est lui tres 
certainement qui appuya la candidature de Fran~ois Beaucourt en 177 5. Et si 
ces deux maltres lui accorderent leur soutien, c'est sans doute parce que, entre 
1772 et 1775 environ, ils lui avaient enseigne a 1'Ecole academique88• 
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Un an apres sa fondation en 1768, l'Academie de peinture de Bordeaux 
avait absorb<! l'Ecole academique gratuite de dessin ou Ecole des principes. Son 
premier directeur, le peintre Jean-Jacques Leupold, y avait instaure des classes 
de principes, de bosse et de modele vivant. A compter de 1772, l'institution 
decema des prix et integra un cours d'architecture civile et navale, puis un cours 
de perspective et de geometrie pratique que l'on confia en 1774 a Giovanni 
Antonio Berinzago89• D'autres academiciens formaient le corps enseignant qui 
comprenait en 1776 six peintres, cinq sculpteurs, un graveur, trois architectes, 
deux professeurs de perspective et deux professeurs d'anatomie9o• S'il y poursuivit 
ses etudes apres 177 5, Beaucourt aura pu y etudier aussi sous la direction du 
peintre Pierre Lacour (1745-1814), comme certains l'ont avance91 • Forme 
aupres d'Andre Lavau, au debut des annees 1760, Lacour avait ensuite frequente 
a Paris l'atelier de Joseph-Marie Vien (1716-1809). En 1769, il avait echoue au 
concours pour le prix de Rome, mais ne s'etait pas prive pour autant de faire 
l'incontournable voyage en Italie. De retour en France en 1774, il avait ete elu 
des l'annee suivante a l'Academie de peinture de Bordeaux92 et avait expose son 
morceau de reception au Salon bordelais de 177693 • Sa presence a l' ecole de 
l'Academie, comme titulaire de la classe de dessin d'apres la bosse94, est signalee 
pour la premiere fois en 1780, deux ans apres son retour a Bordeaux95 • 11 y 
dirigea ensuite la classe de mode1e vivant. Si Beaucourt etudia effectivement 
sous la direction de Lacour, ce fut donc entre 1780 et 178396• Le 12 mai de cette 
annee-Ia, le Canadien se representa devant l'Academie pour y etre admis cette 
fois. Le secretaire de l'institution omit malheureusement de consigner au 
proces-verbal les noms de ceux qui avaient propose sa candidature. 

Le florissant marche bordelais des arts decoratifs 
Comme bon nombre de professeurs de l'Ecole academique etaient specialises 
dans la decoration, en sculpture97 aussi bien qu'en peinture, une majorite de 
leurs eleves se formerent eux aussi dans les arts decoratifs et appliques98• Des 
artistes comme Pierre Lacour, Pierre-Bertrand Dandrillon (1725-1784), 
Giovanni Antonio Berinzago et son eleve, Antoine Gonzales (1741-1801), 
etaient lies au monde du spectacle en tant que decorateurs de theatre. Ils 
repondaient aussi aux commandes d'architectes comme Richard Bonfin, Victor 
Louis, ne Louis-Nicolas Louis (1731-1800), et les Laclotte, c'est-a-dire Jean 
Laclotte pere (dates inconnues) et ses fils, Etienne Laclotte (1734?-1812) et 
Jean Laclotte fils (dates inconnues). Durant la periode de ses rapports avec 
l'Academie de peinture de Bordeaux, entre 1773 environ et 1784, Fran~ois 
Beaucourt reuvra, lui aussi, quasi exclusivement dans le domame de la decoration 
murale, que ce soit pour le monastere de La Reole (1776-1780), le Grand 
Theatre de Bordeaux (1779-1780) ou la ville de Bordeaux Qanvier 1784)99. On 
connait trois exceptions a ce travail principalement decoratif: deux copies 
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d'apres Simon Vouet (1590-1649) que Beaucourt executa pour le monastere de 
La Reole lOo et un grand tableau, representant Le Martyre de saint Barthilemy que 
lui commanda l'eglise de Saint-Genes-de-Fronsac en 1784101. 

La decoration de voutes et de murs d'eglises, la realisation de transparents 
pour des celebrations publiques et municipales l02 , l'execution de peintures 
omementales dans des salles de spectacle, tous ces travaux participaient d'un 
courant dominant du developpement des arts visuels a Bordeaux durant la 
deuxieme moitie du XVille siecie. En se specialisant dans ce travail omemental, 
les artistes repondaient aux besoins d'une bourgeoisie p.t>spere et florissante, on ne 
peut plus avide d'exhiber sa position sociale montante et l'etendue grandissante de 
sa fortune. A. Bordeaux meme, cette bourgeoisie conjuguait allegrement negoce 
et speculation fonciere, tout en s'impliquant de plus en plus activement dans des 
institutions culturelles comme l'Academie de peinture, le Grand Theatre de 
Bordeaux et le Musee de Bordeaux. Certains architectes, qui s'etaient concilies 
les faveurs des jurats, regnaient en maitres dans le secteur du developpement 
immobilier. Ils intervenaient dans le tres lucratif march!! de la speculation fonciere 
et immobiliere, employant des masses d'ouvriers et d'artisans qu'ils affectaient a la 
construction et a la decoration de maisons de rapport et d'hotels particuliers. 

On a vu que Beaucourt etait soutenu a l'Academie de peinture par 
l'architecte de la ville, Richard Bonfin. On peut se demander d'ailleurs si, en 
tant que controleur de la nouvelle salle de spectacle, Bonfin ne lui aurait pas 
obtenu les contrats de 1779 et 1780 pour la decoration des loges du Grand 
Theatre de Bordeaux d'apres les dessins de Victor Louis? Beaucourt connaissait 
d'autres architectes influents depuis 1773 au moins, comme le signale la 
presence a son mariage d'un Jean Laclotte, aux cotes des De Grassi pere et 
filsl03. li s'agissait sans doute de Jean Laclotte fils, le £rere cadet du mieux connu 
Etienne Laclotte, son associe enaffaireslO4. Ces deux architectes et entrepreneurs 
furent des acteurs majeurs de la construction immobiliere a Bordeaux, entre 
1760 et 1790 environ. lis etaient appuyes par la Jurande et son architecte 
Richard Bonfin et travaillaient pour de grands armateurs ou negociants, comme 
Fran~ois Bonnaffe (1723-1809) et la maison Romberg, Bapst et Cie. Ils 
achetaient des terrains dans les endroits les plus strategiques de la ville, les 
lotissaient, y dirigeaient de vastes projets de construction domiciliaire, puis 
vendaient les nouveaux immeubles a prix fort. Ils avaient noue de soli des 
relations avec les corporations de metier, suscitant meme de veritables « solidarites 
municipales » pour contrer l'ingerence d'artisans venus de Paris. Leur style 
etait un melange de lignes courbes d'inspiration vaguement baroque et de 
classicisme105. Cette signature ne caracterisait pas seulement l'exterieur des 
batiments qu'ils erigeaient dans les endroits les plus convoites de la ville, mais 
s'appliquait aussi aux interieurs. Pour la decoration des salons et autres pieces 
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d'apparat, les Laclotte employaient des peintres, des sculpteurs ornemanistes, 
des platriers, des vitriers, des ferronniers d'art et des doreurs. Sous leur direction, 
les murs se couvraient de frises, de lambris, de boiseries, de niches et autres 
ornements. Les plus riches salons etaient rehausses de trumeaux, de fresques, de 
dessus-de-porte ou de panneaux peints ou sculptes. 

Pour un peintre comme Beaucourt, qui tirait une bonne part de sa 
subsistance de tels contrats de decoration, de honnes relations avec des an::hitectes 
comme Bonfin et les Laclotte etaient essentielles. Cependant la concurrence 
etait vive a Bordeaux dans le domaine de la peinture decorative. Des artistes plus 
chevronnes, comme Berinzago et Lacour, accaparaient les commandes et 
faisaient ombrage aux peintres de moindre talent106• Outre les quelques contrats 
de decoration religieuse deja mentionnes plus haut, Beaucourt obtint neanmoins 
de travailler au decor interieur du Grand Theatre de Bordeaux, construit entre 
1773 et 1780 d'apres les plans de l'architecte parisien Victor Louis. n n'y re<;ut, 
certes, que deux petits contrats en 1779-1780, l'un pour la decoration des lambris 
des loges et de l'amphitheatre, l'autre pour des travaux mineurs a effectuer dans 
la salle de spectacle107• Cette experience dut avoir neanmoins des retombees 
positives sur sa carriere en lui ouvrant de nouvelles perspectives d'emploi dans 
le domaine theatral et en associant son nom au plus prestigieux monument 
constmit a Bordeaux dans la deuxieme moitie du XVIIIe siecle. Apres son 
ouverture, le 7 avril1780108, le Grand Theatre fut en effet reconnu a l'echelle 
nationale comme un veritable chef-d'u:uvre du genre. Avec sa grandiose 
colonnade en fa<;ade, ce monument, con<;n pour accueillir plus de 1 500 
personnes, s'imposa par ses proportions harmonieuses et l'ensemble de sa 
decoration, a laquelle avaient participe des dizaines d'artistes. n faut savoir aussi 
que ce projet avait ete dirige par des membres eminents de la franc-ma<;onnerie. 

Theatre et franc-ma~onnerie a Bordeaux 
Sous l'impulsion centralisatrice du Grand Orient de France, qui se substitua en 
1773 a la Grande Loge de France, le mouvement ma<;onnique prit une ampleur 
inegaIee en France, poursuivant sur cette lancee jusqu'a la rupture provoquee 
par la revolution de 1789. Dans cet intervalle d'une quinzaine d'annees, l'ideal 
ma<;onnique connut une grande popularite dans tout le royaume et ses colonies, 
y prenant veritablement les allures d'une mode109• Cet engouement n' etait sans 
doute pas etranger au fait que cette association d'origine anglaise accueillait 
idealement des gens d'origines sociales diverses, tout en valorisant des principes 
de fratemite et d'egalite jusqu'alors bannis de la societe d'ancien regime. 
Mordant a l'hame<;on de l'emulation, la bourgeoisie aspirait a la parite avec la 
noblesse, dont une petite mais influente proportion epousait la cause franc­
ma<;onne. A Bordeaux, les loges attiraient des negociants et des parlementaires, 
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mais gardaient a distance les gens du petit peuplellO qui, dans d'autres villes de 
France, seregroupaient souvent dans des loges distinctes. Les bourgeois bmlelais 
qui adheraient au mouvement s'y retrouvaient pour ainsi dire entre eux, y 
cultivant un meme ideal de confraternite et s'auto-disciplinant dans le respect 
des reglements et rites initiatiques, toutes choses qui soudaient leurs rangs 
et confortaient leur sentiment de classe, tout en les rapprochant dans la vie 
profane, car la solidarite entre freres debordait le cadre des loges. La filiation 
ma~onnique devenait une sorte de passeport mondain : elle ouvrait des portes, 
facilitait les contacts et les associations d'affaires, tout en favorisant l'integration 
du frere en pays etrangerll1 . 

En France, la ville de Bordeaux etait, apres Paris, l'un des plus anciens et 
des plus importants foyers de la franc-ma~onnerie. Apres l'implantation d'une 
premiere loge, en 1732, le mouvement y avait progresse assez lentement 
jusqu'en 1760 pour ensuite atteindre son apogee au debut de la decennie 
suivante1l2, a l'epoque de la constitution du Grand Orient de France. La franc­
ma~onnerie y fut officiellement associee au theatre en 1756, apres l'installation 
au poste de gouverneur de Guyenne de Louis-Fran~ois-Armand de Vignerot du 
Plessis (1696-1788), troisieme duc de Richelieu et marechal de France. Cet 
amateur de belles-Iettres et d'art dramatique etait membre de la Respectable Loge 
de Montmorency-Luxembourg1l3 . IT dirigea le theatre a Paris et a Bordeaux et fut 
l'instigateur dans cette ville de la compagnie d'actionnaires qui fonda en 1761 la 
troupe permanente du Theatre de la Corderie. Le duc de Richelieu projeta 
egalement la construction du Grand Theatre1l4 et intervint en faveur de 
l'architecte de son choix (Victor Louis), tout comme ill'avait fait auparavant 
pour le decorateur Giovanni Antonio Berinzago. Nombre d'artistes et d'architectes 
qui travaillaient dans cette ville etaient francs-ma~ons, a commencer par Pierre 
Lacour et Berinzago, affilies tous deux a la loge L'Amitie'l15. Pour sa part, et bien 
qu'il rut de Paris, Victor Louis avait adhere a La Franfaise116• En 1776, c'est 
Victor Louis justement qui dirigea les travaux de decoration de la ville pour les 
celebrations marquant l'arrivee a Bordeaux de Philippe d'Orleans, duc de 
Chartres, futur « Philippe-Egalite ». Ce grand amiral de France et grand­
maitre du Grand-Orient de France, dont l'epouse appartenait a La Candeur, 
l'une des rares loges d'adoption de l'epoque117, venait alors presider la pose de 
la premiere pierre du Grand Theatre de Bordeaux. A cette occasion, des fetes et 
ceremonies grandioses, orchestrees par l'administration municipale, sous le 
controle du maire et franc-ma~on M. de Noe, mobiliserent La Franfaise et 
L'Amitii, non sans solliciter nombre d'artistes, dont le beau-pere de Beaucourt, 
Gaetan Camagne, qui participa a la realisation des decorations con~ues par 
Victor Louis118• 

Dans ce contexte particulier et au regard des quelques faits mentionnes 
plus haut, il devait etre avantageux pour un artiste d'appartenir a l'Ordre 
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ma~onnique. Au cours de la presente recherche, je n'ai pu determiner si 
Beaucourt avait ete initie a Bordeaux, avant 1785, ou seulement apres son 
arrivee aux Antilles119• Son affiliation a une loge bordelaise l'aurait fait participer 
a un mouvement associatif qui etait alors dominant en France et singulierement 
puissant a Bordeaux. Elle lui aurait offert un reseau de contacts et le soutien 
solidaire de nombreux freres qui, de par leur position sociale, leur fonction 
particuliere au sein des organes de pouvoir ou leurs occupations dans la vie 
profane, pouvaient aider a l'avancement de sa carriere en le recommandant a 
des personnes influentes ou en l'introduisant dans certains cercles sociaux. 

Le theatre de Saint-Pierre en Martinique 
On a vu plus haut que Beaucourt etait passe aux Antilles vers 1785 ou 1786. La 
question se pose evidemment de savoir si c'est une perspective de travail qui 
l'avait conduit dans cette region des Ameriques. Dans cet ordre d'idees, on 
pourrait penser, par exemple, a une commande de decoration, puisque c'est 
dans ce domaine que Beaucourt s'etait fait connaitre a Bordeaux. Peut-etre lui 
avait-on fait miroiter un contrat de courte duree? Comment expliquer sinon 
que son adresse a Bordeaux - d'abord gran de rue Saint-Seurin (1785-1786), 
puis rue Saint-Dominique -ait continue de figurer dans l'Almanach historique de 
Guyenne jusqu'en 1791 et pendant deux ans encore dans l'Almanach historique de 
la Gironde120? Une reponse possible a cette question serait qu'une fois rendu 
dans les Antilles Beaucourt y trouva des conditions favorables qui l'inciterent a 
y prolonger son sejour. 

Parmi les motifs possibles d'un tel voyage, je n'ecarte pas la decoration 
d'un theatre a Saint-Pierre, en Martinique121 . Un temoin de l'epoque, qui vit ce 
theatre apres son ouverture en decembre 1786, affirma qu'il surpassait « pour la 
grandeur et le gout, les batiments en ce genre les plus renommes en Europe122 

». Construite durant l'annee ecoulee123 , cette Salle de la Comedie possedait 
quatre rangees de loges et pouvait accueillir 700 personnes. Vne troupe locale 
y fut rattachee, mais les amateurs de theatre y applaudirent aussi des comediens 
du Roi en tournee dans les colonies antillaises124. Au siecle suivant, le theatre fut 
renove, puis entierement refait, mais sans quitter son emplacement d'origine. 
Veruption volcanique de 1902 n'en laissa subsister que des ruines qui 
temoignent encore aujourd'hui de sa grandeur passee. C'est dans sa version de 
1786, peut-on presumer, que le theatre de Saint-Pierre avait pris pour modele 
le Grand Theatre de Bordeaux, construit cinq ans auparavant125. 

Le portrait d'une esclave noire (fig.3) atteste que Beaucourt etait dans les 
Antilles en 1786. Son Portrait d'homme de 1787 (fig.2) nous situe au Cap, mais 
faudrait-il en conclure pour autant que les deux tableaux furent peints au meme 
en droit? Vexamen de leurs fonds paysages reve1e des similitudes dans le 
dessin des crateres volcaniques qui s'y profilent a l'horizon. Si Beaucourt alla 

31 



effectivement en Martinique en 1785-1786, c'est le mont PeMe, surplombant la 
ville de Saint-Pierre, qu'il aura depeint dans le premier des deux portraits. Le 
relief montagneux du second tableau semble largement imaginaire. L'homme 
represente au premier plan est separe de ce lointain paysage par trois colonnes 
tronquees qui pourraient introduire ici une symbolique ma~onnique dont la 
signification reste a preciser126• n tient un compas dans sa main droite, comme 
s'il venait tout juste de le retirer du plan pose devant lui sur la table. On pense 
evidemment a un ingenieur ou un architecte. Qui sait? Le concepteur peut-etre 
du theatre qui venait d'etre construit a Saint-Pierre? En focalisant le regard sur 
la portion du plan d'architecture qui apparait sur la table, on y discerne un 
fragment de batiment dont la fa~ade s'ome d'un portique a colonnes. Cela 
indique un monument d'importance comme il s'en trouvait peu a l'epoque dans 
les iles Sous-Ie-Vent. Un tel frontispice n'est pas sans rappeler, mais en plus 
modeste, celui du Grand Theatre de Bordeaux. 

Le Cap-Fran~ais, 1787-1791 
L'un des rares ouvrages susceptibles de nous offrir un certain eclairage sur le 
sejour de Beaucourt a Saint-Domingue est la volumineuse etude de Mederic 
Moreau de Saint-Mery mentionnee plus haut, resultat de ses observations sur le 
terrain et de recherches menees durant et apres ses differents sejours a Saint­
Domingue. Ce fils d'un riche notable de Fort-Royal (Martini que) s'etait etabli 
dans la partie fran~aise de l'ile apres avoir ete re~ avocat au Parlement de Paris 
en 1774. n vecut au Cap-Fran~ais a partir de cette date et s'y maria en 1781 avec 
une creole blanche de La Nouvelle-OrIeans. En juillet 1783, il reprit le chemin 
de Paris ou il commen~a, des l'annee suivante, a publier une serie de six volumes 
traitant des Lois et Constitutions des colonies franfaises de l'Amirique sous le Vent. n 
revint a Saint-Domingue en 1786, fit un simple aller-retour en Martinique en 
avril 1787 et vecut ensuite au Cap jusqu'au moment de s'embarquer pour la 
France en 1788127. 

Dans son ouvrage, l'historien et arpenteur decrit les differentes localites 
de Saint-Domingue, leurs caracteristiques physiques, leur histoire et leurs 
institutions. n brosse un portrait de la vie economique, sociale et culturelle de 
la colonie, sans negliger le theatre, dont il fut l'un des promoteurs au Cap en 
tant qu'actionnaire de la salle de spectacle. 11 y donne aussi un aper~u de 
quelques productions artistiques, qu'il s'agisse par exemple d'un monument 
public, du decor d'une loge ma~onnique ou de celui d'une eglise128• Dans les 
deux volumes de son livre, il identifie des centairtes d'habitants de l'ile129, sans 
mentionner cependant notre Beaucourt. Les deux hommes etaient au Cap en 
1787 et 1788. I1s etaient affilies tous les deux a La Viriti. Cependant, leurs 
grades respectifs et leur position sociale etablissaient une distance entre eux. 
Moreau de Saint-Mery etait l'un des deux membres honoraires et des 18 
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officiers de cette loge dont il etait aussi le representant aupres du Grand Orient 
de France. Dans la vie profane, cet ancien avocat au Conseil Superieur du Cap­
Frant;ais etait secretaire de la Chambre d' Agriculture, membre du Cercle des 
Philadelphes et vice-president du Musee de Paris 13 0. Le peintre Beaucourt 
n'etait, quant a lui, qu'un des 28 membres ordinaires de La Virite1.31. 

Dans son livre, Moreau de Saint-Mery nous apprend que le theatre 
etait florissant a Saint-Domingue dans la deuxieme moitie du XVIIIe siecle, 
particulierement dans les localites du Cap, des Cayes, de Port-au-Prince et de 
Leogane, toutes pourvues de leur prop re salle de spectacle. n documente 
l'histoire de ces theatres et les decrit de fa~on plus ou moins elaboree, indiquant 
meme les travaux qu'on y effectua avant 1789132. n releve quelques faits 
interessants qui, a defaut de faire intervenir Beaucourt, nous apprennent que, 
dans les annees 1780, l'ile n'etait pas depourvue d'occasions de travail pour un 
peintre-decorateur. En 1786, une salle de spectacle fut construite a Leogane et 
son interieur fit l'objet de decorations 133 • En 1787, un peintre-decorateur 
fi guraitparmi le personnel permanent du theatre de Port-au-Princel34, l'annee 
meme Oll de grosses reparations y furent effectuees135• En 1788, on construisit 
un theatre aux Cayes, dont les murs et le plafond furent omes de peintures136• 

Le theatre du Cap etait le plus ancien de l'ile, ayant ete etabli peu avant 1740 
dans une maison situee a l'angle des rues Vaudreuil et Saint-Pierre. En 1764, il 
fut relocalise sur «l'ilet qui borde la rue au Nord de la place Montarcher » et, 
vingt ans plus tard, la maison fut agrementee de balcons a l'exterieur tandis que 
sa decoration interieure etait entierement refaite en « blanc cendre avec des 
panaux & des filets bleus137 ». Cette Comedie connut ses plus belles annees 
entre 1784 et 1791 environ, sous la direction de Jean-Baptiste Le Sueur 
Fontaine qui y maintint une troupe de 20 comediens et comediennes, venus de 
France pour la plupart138• Moreau de Saint-Mery s'interesse aux directeurs des 
etablissements et a leurs productions, aux acteurs et aux repertoires en vigueur, 
mais il n'identife, malheureusement, aucun des peintres et decorateurs de theatre. 

IJarpenteur et historien cons acre quelques lignes aux loges des plus 
grosses localites de l'lle, trop peu cependant pour nous eclairer sur les rapports 
de Beaucourt avec la franc-mat;onnerie locale139. Les tableaux de loge de La 
Viriti seraient des sources plus utiles a cet egard si celui du 24 juin 1788, Oll 

apparait le nom de Beaucourt, n'etait precede ou suivi d'aucun autre entre 1784 
et 179914°. Des 1789, la col ere grondait a Saint-Domingue en echo a ce qui se 
passait dans la metropole. Deux ans plus tard, la revolte des esclaves eclata sous 
la direction de Toussaint Louverture l41 . Sans doute, Beaucourt et sa femme 
envisagerent-ils alors de retourner a Bordeaux, mais la revolution, qui sevissait 
en France depuis deux ans, se radicalisait de jour en jour. A l'instar d'autres 
membres de La Viriti et de bien des colons frant;ais qui redoutaient la coiere des 
esclaves, Beaucourt et sa femme s'enfuirent de Saint-Domingue pour aller se 
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refugier aux Etats-Unis. Allerent-ils d'abord a Baltimore Oll la loge La Verite fut 
reconstituee apres 1791? Des janvier 1792, le couple se trouvait pourtant a 
Philadelphie. S'il n'y resta pas longtemps, c'est peut-etre parce que, des son 
depart des Antilles, il avait mis le cap sur Montreal. 

Montreal, 1792-1794 
Durant sa courte carriere dans la region de Montreal, Beaucourt apposa sa 
signaturema~onnique sur neuf tableaux sinon plus. Cette signature codee etait 
commune mais non obligatoire chez les membres du Grand Orient de France. 
Elle se caracterise souvent par trois points lineaires ou regroupes sous forme de 
triangle, places de part et d'autre du nom du signataire, Oll que celui-ci soit 
appose. Quel sens faut-il donner a ce type de signature dans les tableaux 
de Beaucourt et que nous apprend-il sur les rapports du peintre avec ses 
commanditaires? Ce signe servait-il simplement a designer le peintre franc­
ma~on ou scellait-il une sorte de pacte de reconnaissance reciproque entre 
l'artiste et son commanditaire? Autrement dit, fallait-il que le commanditaire 
soit ma~on lui aussi pour que le peintre s'autorise a apposer cette marque sur le 
tableau qu'on lui avait commande? Dans le cas contraire, il faudrait se demander 
pourquoi ces trois points ne se rencontrent pas dans tous les tableaux de 
l'artiste? Les signatures d'origine auraient-elles disparu sous des repeints 
ulterieurs, par suite de restaurations abusives ou lors du reencadrement de 
certaines eeuvres? C'est bien possible, car deux des quatre signatures que 
Gerard Morisset remarqua, a la fin des annees 1930, sur les quatre tableaux 
peints pour l'eglise Sainte-Anne-de-Varennes, en 1792-1793, ont aujourd'hui 
partiellement disparul42 • Des retouches ulterieures auraient-elles fait disparaitre 
egalement la signature que Beaucourt aurait dfi apposer normalement sur le 
portrait de l'abbe Claude Poncin, pretre de Saint-Sulpice et aumonier des 
Seeurs grisesl43 ? Cette commande faite a l'artiste fut bel et bien ete consignee 
dans les livres de la congregation. n n'y a donc pas lieu de douter que le tableau 
soit de Beaucourtl44• 

Une eeuvre dont nous ne connaissons ni l'apparence ni la signature est le 
portrait de Marie-Antoinette-Josette de Gannes de Falaise (v.1753-1819), qui 
fut commande a l'artiste en novembre 1792145 par son mari Rene Boileau 
(1754-1831), negociant de Chambly recemment elu depute du comte de Kent. 
John Russell Harper a pense que ce portrait faisait la paire avec un portrait de 
Rene Boileau par le meme artistel46• Le principal interesse ne mentionne pas 
cette commande dans son journal, ecrivant plutot 14 janvier 1793 : « M. 
Baillairge, artiste-peintre, a commence mon portrait en miniature147 ». n s'agit 
de Fran~ois Baillairge (1759-1830) qui, de son cote, nota la livraison du portrait 
le 24 janvier, a Quebec, et son paiement le lendemainl48. Le portrait de Marie­
Antoinette-Josette de Gannes de Falaise a-t-il ete conserve dans la famille 
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figA Frant;Ois Malepan de 8eauroun, Portrait de femme igee, entre 1192·1194, 
huile sur toile, 66 x 54 cm, Musee national des beaux·artS du Quebec, 81.09. (photo: 
Jean~Guy Kirouac, MNBAQ) 
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Boileau? 11 n'a jamais ete reproduit et l'on peut se demander s'il ne faut pas le 
rapprocher du portrait d'une dame non identifiee (fig.4), n'affichant ni signature 
ni date, que le Musee du Quebec a acquis en 1983149? Dans ce portrait, attribue 
a Beaucourt, la dame representee semble avoir plus que les quelque 39 ans 
qu'avait Mme Boileau en 1792, mais cette apparence peut etre trompeuse. Si la 
commandite ma~nnique se refletait habituellement sur la toile, il serait interessant 
de savoir si le portrait de cette dame affichait a l'origine la signature aux trois 
points. Les rapports privilegies qu' entretint Rene Boileau avec le prince Edward 
Augustus (1767-1820), duc de Kent, quatrieme fils du roi George ITI 
d' Angleterre et grand maitre de la Grande loge du Bas-Canada, de 1792 a 1816, 
font supposer qu'il avait ete initie. A deux reprises, en janvier et novembre 1793, 
le depute Boileau fut en effet re~u a soup er chez le prince et sa maitresse, Mme 
Saint-Laurent, a Quebec. 11 n'etait pas le seul convive a table150, mais le privilege 
d'une telle invitation ne devait pas etre accorde a tout le monde151. Bien avant 
cette date, Boileau pouvait deja se targuer d'avoir eu des rapports avec la famille 
royale d'Angleterre. Le 16 septembre 1787, celui qui n'etait alors qu'un simple 
notable de Chambly avait heberge chez lui nul autre que le prince William 
Henry (1765-1837), duc de Clarence, troisieme fils de George ITI et frere 
d'Edward Augustus152. L'historien Roger Le Moine a emis l'hypothese que le 
sejour canadien du futur roi Guillaume IV d'Angleterre pouvait avoir eu un 
rapport avec la franc-ma~onnerie153. Cette supposition se fonde sur une 
celebration ma~onnique qui eut lieu a Montreal en septembre 1788 pour 
marquer le premier anniversaire de la visite du prince au Canada. I1evenement 
y fut souligne dans un discours prononce par Jean-Guillaume De Lisle (1757-
1819), de la loge des Freres du Canada, sous la forme d'un vibrant hommage 
rendu au prince. Ce discours exprimait peut-etre le loyalisme ordinaire des 
francs-ma~ons canadiens et on pourrait le tenir pour negligeable si une autre 
des personnes portraiturees par Beaucourt - dans un tableau marque lui aussi 
des trois points - n'avait eu des rapports avec le prince William Henry. 

Dans une lettre adressee au « Tres gracieux prince », la superieure des 
Sreurs grises, Mere Despins, ecrivait le 10 septembre 1787 : 

... je suis bien mortifiee de ce que les compliments se ressemblent tous, et 

qu'il y ait quelquefois tant de difference dans la fa\;on de penser et si peu 
dans celle de s' exprimer. J e ne doute cependant de la respectueuse sincerite 

de ceux qui ont ete presentes a Votre Altesse Royale a son arrivee dans cette 

colonie. Mais si je leur cede pourla delicatesse des expressions, je me reserve 

le tres profond respect et la confiance que je dois avoir pour le fils d'un roi 
aussi bienfaisant que celui sous lequel nous vivons154. 

La religieuse ne lui ecrivait pas sans raison comme le demontre la suite de 
sa lettre : 
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C'est ce qui me fait prendre la liberte de demander a Votre Altesse Royale 

sa protection pour l'Hopital General de Montreal, charge de pauvres de 
tout sexe et de toute condition et d'un grand nombre d'enfants trouves. 
J'offrirai, avec toute la communaute, des vreux au Seigneur pour la 

conservation de Sa Majeste et pour celle de Votre Altesse Royale dont je 

suis, tres gracieux prince, la tres humble servante. 
Sans doute Mere Despins aurait-elle sollicite de la meme fa~on toute autre 
personne de sang royal que les besoins ou les hasards du voyage auraient conduite 
a Montreal. Or, il se trouve que, en tant que franc-ma~on nouvellement initie 
en mars 1786 dans une loge de la marine royale, a Plymouth, en Angleterre l55, 
le prince William Henry etait d'autant mieux dispose a bien accueillir la 
demande de la religieuse que c' est l'un des devoirs du ma~on de faire eeuvre de 
bienfaisance et de preter secours aux pauvres et aux malades. Peut-etre est-ce en 
pleine connaissance de cause, c'est-a-dire informee par des ma~ons de son 
entourage, que la superieure des Seeurs de la Charite fit appel a la protection de 
« sa gracieuse altesse royale156 »? 

D'aucuns opposeront a l'idee que Rene Boileau etait franc-ma~on le fait 
qu'il etait catholique et meme marguillier de sa paroisse. Mais l'un n'empechait 
pas l'autre. ]ean-Guillaume De Lisle n'etait pas encore notaire quand il salua, 
en septembre 1788, le passage du prince William Henry a Montreal. n re~t sa 
commission deux mois plus tard, peut-etre meme en recompense de sa loyaute. 
Durant la meme annee, De Lisle fut elu marguillier de la paroisse Notre-Dame­
de-Montreal. n rempla~a alors le franc-mar;on Simon Sanguinet au poste de 
greffier et ne delaissa cette charge qu'en 1798157• En 1789-1790, De Lisle 
participa, en tant que membre fondateur, aux productions du Theatre de 
Societe, aux cotes de ]oseph Quesnel, Louis Dulongpre et quelques autres l58• 

Le groupe, qui comptait dans ses rangs d'autres francs-ma~ons, fut critique 
par les autorites religieuses, mais De Lisle n'en continua pas moins de servir 
comme marguillier. 

A cette epoque, la franc-mar;onnerie n'avait pas encore ete declaree 
anatheme dans la province de Quebec, sans doute parce que, depuis la 
Conquete, le mouvement etait intimement lie au pouvoir colonial et a l'armee 
britanniquel59 • Le syncretisme qui marquait en Angleterre les rapports entre 
l'Ordre ma~onnique et le protestantisme n'avait pas son equivalent dans les pays 
catholiques. n n'empeche que, des l'installation en France des premieres loges, 
au milieu des annees 1720, des membres des communautes religieuses et du 
clerge catholique avaient adhere a la societe secrete. L'origine chretienne de 
l'association, sa tolerance en matiere religieuse et son caractere philanthropique 
expliquent ces adhesions qui se perpetuerent jusqu'a la Revolution de 1789, 
donc longtemps apres que le pape Clement XII eut condamne la franc­
ma~onnerie dans sa bulle « In Eminenti » de 173816°. 
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Le portrait posthume de Mere Despins, nee Marguerite-Therese 
Lemoine Despins (1722-1792), porte la signature ma{:onnique du peintre. 
Comme la religieuse mourut le 6 juin 1792, cette commande fut l'une des 
premieres, sinon la premiere, que Beaucourt re{:ut a Montrea}161. En 1771, 
cette fille de Rene-Alexandre Lemoine, dit Despins, et de Marie-Renee Le 
Boulanger avait succedee a Mere d'Youville en tant que superieure des Sreurs de 
la Charite de l'Hopital general de Montreal. Mere Despins etait la sreur cadette 
du negociantJacques-Joseph Lemoine (ou Le Moine) Despins (1719-1787) qui 
fut cite comme« visiteur» a la tenue du 24 juin 1768 de la loge Saint Peter No. 
4 de Montrea}162. Ce frere aine de Mere Despins etait decede depuis cinq ans 
lorsqu'elle mourut a son tour en 1792, mais d'autres membres de la famille 
Lemoine Despins, dont le neveu de la religieuse, Joseph Lemoine Despins, de 
loge des Freres du Canada163 , auront pu intervenir aupres de la communaute 
pour que ce portrait soit realise. C'est la novice Louise Lepelle Mezieres164 

qui en aurait fait officiellement la commande. De meme pour le portrait 
posthume de Mere d'Youville et pour celui de l'abbe Poncin, tous executes 
par Beaucourt165. 

Faire la preuve du lien de Mere Despins avec les francs-ma{:ons exigerait 
une enquete poussee dont les resultats devraient compter avec de grandes 
lacunes documentaires, car il n'existe pas au Quebec ou au Canada de fonds 
publics des archives ma{:onniques. Pour mieux compliquer les choses, les 
ramifications tres largement occultes de la societe secrete s'entremelent aux 
branches de l'arbre genealogique de la fondatrice des Sreurs de la Charite. 
Parmi les ancetres de Marie-Marguerite Dufrost Delajemmerais (1701-1771), 
on trouve en effet des Lemoine, de Batiscan pres de Quebec, dont descendait 
Mere Despins166. Mere d'Youville etait liee egalement a la famille Gamelin167, 
qui compta dans ses rangs des francs-ma{:ons celebres. Ainsi, Medard Gamelin 
de la Jemmerais (1745-1778) re{:ut une constitution de la Grand Lodge a/Quebec 
en 1772 pour instituer une loge au Detroit168. Pierre-Joseph Gamelin (1736-
1796)169 fut un negociant prospere et un marguillier de la paroisse Notre­
Dame-de-Montreal. 11 est passe a l'histoire pour s'etre manifeste ouvertement 
comme franc-ma{:on lors d'une tenue publique en 1770, geste que condamna le 
cure Jolivet et contre lequel il en appela de l'autorite du grand-vicaire Etienne 
Montgolfier17o. Ces memes Gamelin avaient noue des alliances avec les 
Trottier, dont Eustache Trottier Desrivieres Beaubien qui fut un autre des 
commanditaires de Beaucourt a Montreall7l • Enfin, par sa mere 172 , la fondatrice 
des Sreurs grises descendait des Gaultier de Varennes, ce qui nous situe dans la 
seigneurie ou furent commandes les quatre tableaux religieux sur lesquels 
Beaucourt apposa sa signature ma{:onnique. Pour plusieurs des reuvres affichant 
une telle inscription, les pistes semblent donc converger vers la defunte Mere 
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d'Youville, que ce soit par le biais de son entourage, au sein de la congregation 
des Sreurs de la Charite, ou de sa vaste parenteIe. Si la filiere ma~onnique joua 
un role dans la serie de commandes qui nous interessent ici, elle n'intervint pas 
a l'exclusion d'autres types de liens, que ceux-ci soient d'ordre religieux ou 
familial. Toutefois, les signatures ma~onniques unissent entre elles toutes ces 
reuvres de commande et il n'y a donc pas lieu de les regarder comme des 
elements negligeables. Si la carte de visite du franc-ma~on joua en faveur de 
l'artiste, l'inverse pourrait aussi etre vrai. De fait, la carrierefran~aise du peintre 
aura pu valoir au franc-ma~on une consideration certaine au sein de la societe 
montrealaise, d'autant qu'il y avait alors peu sinon pas de peintres de formation 
a Montreal. Dans certains cas, le passeport ma~onnique aura pu, neanmoins, 
etre un atout supplementaire pour l'artiste en mal de commandite. 

Eustache Trottier Desrivieres Beaubien (1727-1799), et non Eustache­
Ignace Trottier Desrivieres Beaubien (1761-1816), comme on l'identifie trop 
souvent, l'assimilant erronement a son fils aine173 , passa plusieurs commandes a 
Beaucourt. Le Musee des beaux-arts du Canada conserve un portrait de lui 
execute en 1792 (fig.5). De son cote, le Musee national des beaux-arts du 
Quebec possede une replique plus ou moins identique du meme portrait, peinte 
en 1792 ou 1793 174, ainsi que le portrait de l' epouse Beaubien, nee Marguerite 
Malhiot (fig.6), datant de la meme periode. Eustache Trottier Desrivieres 
Beaubien descendait d'une famille engagee depuis le XVIle siecle dans le 
commen:e et la traite des fourrures. n poursuivit la tradition familiale, d'abord 
a Montreal puis au Lac-des-Deux-MontagnesI75• En avri11794, ce notable fut 
nomme juge de paix du district de Montreal, charge qu'il occupa jusqu'en 
o ctobre 1796176• La famille Trottier possedait une maison sur la rue Saint-Paul, 
pres de l'ancienne place du marche (aujourd'hui place d'Youville)177. Eustache 
Trottier eut pendant longtemps un magasin dans cette ville et il y a de fortes 
chances qu'il eut ete ce -<-< M. Beaubienl78 » qui, le 4 janvier 1780, accueillit dans 
cette voute les Jeunes Messieurs canadiens, troupe de comediens amateurs qui 
s'y produisit dans la piece Grigoire, ou l'Incommoditi [sic) de la grandeurl79. De la 
part d'un franc-ma~on, un tel interet pour le theatre aurait participe du gout 
pour les spectacles que le mouvement ma~onnique manifesta generalement au 
XVIIIe siecle. A l'epoque, les francs-ma~ons soutenaient l'essor du theatre dans 
la province de Quebecl80, mais avec des moyens plus modestes que leurs 
confreres de Bordeauxl81 • Ce gout pour le theatre s'accorderait bien aussi avec 
l'image que Beaucourt a laissee du bourgeois et de son epouse : lui jouant aux 
cartes, elle prenant le the, tous deux vetus de leurs plus beaux atours et posant 
dans le cadre mondain d'un salon ou l'on s'adonne aux jeux de societe et aux 
doux plaisirs de la convivialite. Dans la premiere version du portrait de Trottier 
Desrivieres Beaubien (fig.6), la signature a ete apposee bien en evidence du cote 
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ftg·5 Frant;ois Malepart de Beaucourt, Eustache Trottier Desrivieres Beaubieo, 
1192, huile sur toile, 84 x 68 cm, Musee des beaux-arts du Canada, 18251. 
(photo: © MBAC) 
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fig.6 Fran~is Malepan de Beaucourt, '\udame Eustache Trottier Oesrivieres 
Beaubien, nee Abrguerite-A1cxis Mailhot, 1793, huile sur toile, 80:1 64 cm, Musee 
national des beaux-arts du Que~c, 56.298. (photo: Panicle A1nnan, MNBAQ). 
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droit du tableau, presqu'au centre de la hauteur de la toile. Elle se donne a voir 
d'autant plus ostensiblement que le fond est parfaitement degage et baigne a cet 
endroit d'un halo de lumiere. Les cartes a jouer que le sieur Trottier tient dans 
ses mains pointent vers l'ecriture, la faisant ainsi mieux ressortir, non sans le 
disputer a l'espace de la representation du personnage, ajoutant meme a 
l'reuvre un surplus de sens que seull'initie sera a meme de decoder. 

L'artiste employa un stratageme publicitaire similaire en peignant le 
portrait de l'eIegante Margaret Robertson Sutherland, en 1792 (fig.l). La 
signature marquee des trois points est delineee bien visiblement presqu'a la 
hauteur du sourire de la dame, la OU se pose d'embIee le regard du spectateur. 
L'origine franc-ma~onne de ce portrait est plus explicite. On sait en effet de 
fa~on certaine que le pere de Margaret fut affilie a la loge Saint Peter No. 4 de 
Montreal des 1768182. Venu au Canada en tant que chirurgien-major du 42e 
regiment d'infanterie, Daniel Robertson (1733 -181 0) participa a la prise de 
Montreal en 1760. L'annee suivante, le pasteur protestant de Montreal celebra 
son mariage avec Marie-Louise Reaume (1742-1773), la jeune veuve de Joseph 
Foumerie de Vezon, ingenieur du roi sous le regime fran~ais. Licencie de 
l'armee, puis reengage en 1774, Robertson commanda ensuite le fort de 
Michillimakinac de 1782 a 1787. De retour a Montreal, il sollicita des terres 
dans le canton de Chatham, en bordure de l'Outaouais, pour ses quatre enfants, 
dont une pour sa fille, Margaret (1763-1838), qui avait epouse en 1781 le 
negociant Daniel Sutherland (1765-1832)183. 

Cet Ecossais d'origine etait arrive a Montreal en 1776 et s'etait lance 
aussitot dans le commerce des fourrures, non sans beneficier du soutien de son 
beau-pere qui « veillait a ses affaires a Michillimakinac184 ». Son premier 
associe dans la firme Porteous, Sutherland and Company fut le franc-ma~on 
James Porteous. Par la suite, Sutherland noua une association commerciale avec 
James Grant, confrere de Porteous dans la loge St. Peter No. 4 de Montreal185• 

On peut donc penser que Sutherland contracta ses premiers liens d'affaires a 
Montreal par le truchement de son beau-pere. De telles relations ne prouvent 
pas d'embIee que Sutherland avait ete initie, mais elles font fortement pencher 
la balance de ce cote. n n'etait pas rare en effet de voir des fils devenir francs­
ma~ons comme leurs peres et des alliances se nouer entre des familles dont 
des membres etaient lies de part et d'autre a l'Ordre ma~onnique. Dans le cas 
de Sutherland, on peut regarder comme un indice suppIementaire de son 
affiliation le fait que sa fille Maria186 ait epouse le franc-ma~on et marchand de 
fourrures J ames Hallowell (1778-1816), de la loge francophone des Freres du 
Canada, a Montrea}187. 

La serie de quatre tableaux religieux realisee en 1792-1793 pour l'eglise de 
la paroisse de Varennes est plus enigmatique que tous ces portraits reunis, a 
moins bien sUr que la signature que Beaucourt jugea bon d'apposer sur chacune 
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de ces toiles n'ait eu de sens que pour lui seul. Pourquoi en effet tenir aux trois 
points ma~onniques dans des tableaux destines a etre accroches a bonne hauteur 
sur les murs, la Oll la minuscule ecriture devenait a toutes fins pratiques invisible? 
Si la signature codee scellait un lien de connivence, ce lien engageait-ille peintre 
envers le cure de la paroisse, Fran~ois Fere-Duburon (1727-1801), ou envers les 
marguilliers qui avaient commande les reuvres? Si une telle reconnaissance 
mutuelle n'engageait que les deux parties en presence, la visibilite de la signature 
n'avait peut-etre que peu d'importance. Mais la signification du geste renvoie 
peut-etre, tout simplement, au statut d'etranger de Beaucourt au Canada? En 
encodant sa signature, le peintre ne faisait peut-etre que tendre des perches 
a l'aveugle dans l'espoir d'etre reconnu par des freres en ma~onnerie? Cela 
expliquerait l'absence d'une telle marque dans les deux tableaux antillais que 
nous connaissons. Comme l'artiste etait affilie a une loge dans les lles et y avait 
donc etabli un reseau de relations, il n'aura pas eu besoin d'afficher son 
allegeance dans ses tableaux. Au Canada, le recours aux trois points pouvait 
donc viser un but d'integration sociale. 

Pour la suite des choses 
En 1979, John R. Porter s'etait felicite de la publication d'une monographie sur 
Beaucourt et de l'excellente etude produite par Major Fregeau, tout en trouvant 
dommage que l'auteure n'ait pas dessine le contexte socioculturel dans lequel 
s'inscrivit Beaucourt a son retour au Quebec et n'ait pas non plus etabli de 
paralleles entre son reuvre et celui de ses contemporains canadiens188• Une telle 
mise en contexte aurait sans doute dfr tenir compte aussi du sejour de l'artiste 
a Bordeaux et de son passage dans les Antilles fran~aises, que Major Fregeau 
identifiait alors comme lieu de production possible du portrait d'une esclave 
noire. Dans son ouvrage, elle fournissait de precieuses pistes pour approfondir 
la recherche et c'est de la qu'est partie la presente enquete dans l'une des 
perspectives evoquees par Porter. Les pistes explorees id, qu'il s'agisse de 
l'academie et du theatre bordelais ou de la franc-ma~onnerie internationale, 
sont loin d'avoir livre tous leurs secrets. Au XVIIIe siecle, ces trois domaines 
recouvraient d'importants reseaux de sociabilite, dont certains, comme celui 
des academies de province en France, ont fait l'objet d'etudes savantes et bien 
documentees189• De meme pour le Grand Theatre de Bordeaux et pour la franc­
ma~onnerie bordelaise190• En comparaison, peu ou pas d'etudes anciennes ou 
recentes ont cible exclusivement l'Academie de peinture de Bordeaux ou le 
Theatre de la Corderie de Bordeaux. En etudiant la trajectoire d'un peintre 
comme Beaucourt, on ne peut qu'etre frappe par les liens qui unissaient au 
XVIIIe siecle les univers du theatre, de la franc-ma~onnerie et de la peinture. 
Du meme souffle, on doit constater la rarete, voire meme l'inexistence, des 
etudes traitant des rapports tisses historiquement entre, par exemple, la societe 
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ma~onnique et le milieu theatral, ou encore, entre le theatre et les peintres. 
On pourrait penser que de telles etudes auraient davantage leur raison 
d'ihre en Europe qu'au Canada ou aux Antilles, mais ce serait ignorer le 
caractere veritablement dialectique des relations etablies entre les metropoles 
et leurs colonies. 

HELENE SICOTTE 
Historienne des arts visuels et chercheure independante 

Notes 

Ce texte a ete developpe a partir de quelques pages ecrites sur Beaucourt dans une etude traitant des rapports 
entre les peintres, le theatre et la franc-ma~onnerie au Quebec dans les annees 1770 a 1850. Comme la partie 
sur la carriere canadienne de Beaucourt n'y avait pas vraiment sa place, elle en a ete retiree a la suggestion 
du professeur Didier Prioul qui supervisait mon stage postdoctoral a l'Universite Laval en 2006-2008. J'en 
p rofite ici pour le rem e rcier pour ses conseils judicieux. Les resultats de ce stage, qui portait plus gen eralement 
sur les pratiques associatives des artistes visuels aux XVIIIe et XIXe siecles, feront par ailleurs l'objet d'une 
publication prochaine.Je remercieJacques Des Rochers, conservateur de I 'art canadien au Musee des bea ux­
a rts de Montreal, pour avoir lu le present manuscrit et I'avoir commente en toute generosite. 
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142 Selon les donnees consignees sous «Beaucourt, Fran~ois» fiches 8914 a 8917, 
Inventaire des reuvres d'arr, fonds Gerard-Morisset, BAnQQ, les quatre tableaux 
affichaient le meme type de signature marquee des trois points. Dans sa monographie, 
Les Eglises et le tresor de Vannnes (Quebec, Medium, 1943), Gerard MORISSET dit que 
les tableaux « portent la signature de Beaucourt et la date de 1793 [sic] ». Dans une note 
a la page 34, il precise,: « Beaucourt a presque toujours signe ses tableaux comme suit: 
F ... [sic] Beaucourr ». A la fin des annees 1970, la signature de l'artiste avait partiellement 
disparu dans les deux ~ableaux representant, respectivement, saint Ambroise et saint 
Gregoire; MAJOR FREGEAU, La Vie et I'reuvre de Beaucourt, p.44. 

143 Ce portrait se trouve a la Maison Mere d'Youville, a Montreal. 

144 MAJOR FREGEAU, La Vie et I'reuvre de Beaucourt, p.66. 
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Summary 

FRAN<:OIS BEAUCOURT (1740-1794) 
AND HIS CONTEXT 
Back in his home environment, overview of his relationship with the 
theater circles and the Academy of Painting in Bordeaux and a focus 
on his membership in Freemasonry 

I n 1979, Madeleine Major Fn!geau published the first lengthy study on the 
painter Franc;ois Beaucourt (1740-94), a native of La Prairie, near 

Montreal. Beaucourt began his career in Bordeaux, France in the 1770s; he 
then lived in the West Indies but spent the latter part of his life in Montreal. 
Since the appearance of this monograph, there has been a particularly thorough 
analysis of his Canadian work. My concern here is to better situate the 
painter within his social and professional milieu over the course of his career 
by focusing on his various affiliations and alliances. This article describes 
his family environment in Canada, then his involvement with the theatre in 
Bordeaux, France and its connections with his father-in-law. The text also 
considers the scope of Beaucourt's relations with members of the Academie 
de peinture, sculpture et architecture civile et navale de Bordeaux and in 
particular, those painters and architects who worked in the decorative arts 
or who were affiliated with Freemasonry. Although Beaucourt was a 
Freemason, it is not known whether he was initiated in France or in the 
West Indies after 1785. It is certain, however, that in 1788, he was a member 
of a lodge in Cap Franc;ais in the colony of Saint Domingue (now Haiti). 
After considering the reasons for his departure to the islands and his subsequent 
return to Canada, there is an examination Beaucourt's Canadian work 
through the analysis of nine paintings, which originally showed his Masonic 
signature of three dots in the shape of a triangle. While Freemasons of the 
Grand Lodge of France had used this type of signature, what is its significance 
in these nine portraits and religious paintings? Did it seal a pact of mutual 
recognition between the painter and his Freemason sponsors, or did 
Beaucourt use it as a way of making himself known and to better integrate 
himself into his native country where he was now a stranger? 

His father, Paul Mallepart de Grandmaison, known as Beaucour 
(1700-1756), served under Louis Lienard de Beaujeu (1683-1750), who had 
commanded the fort at Michillimakinac between 1719 and 1729. Beaucour 
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was then posted to a shipbuilding site close to Lake Ontario. In 1737, he 
married the daughter of Louis Haguenier (1683-1756) who was a voyageur 
for Montreal fur merchants and was also a master carpenter. In 1749, 
Haguenier worked on a project by the sculptor Paul-Raymond Jourdain 
known as Labrosse (1697-1769) in the parish church of La Prairie. The following 
year, Paul Beaucour installed his family in Montreal in a house belonging to 
a Mr Labrosse. After the death of Beaucour in Quebec City, his widow 
married Jean-Romain Lasselin, known as Bellefleur, who was a corporal in 
the Chassignol Company and part of the Guyenne regiment. She died in 
1762 and Lasselin quickly remarried. Fran~ois Beaucourt's absence at the 
time of his mother's death would seem to indicate that he had already left 
the family home. 

Beaucourtis next recorded in Bordeaux, France in July 1773, the date 
of his marriage to the daughter ofJoseph Gaetan Camagne (c.1742-1797), a 
painter, theatre set designer and owner of the Theatre de la Corderie. 
Beaucourt's marriage furthered his career, especially as family members 
were often involved in the same profession. This is demonstrated here by 
the fact that in the spring of 1773, a Beaucourt was listed as a dancer at the 
Theatre de la Corderie. Even though he is cited as a painter in his marriage 
contract, it is undoubtedly the same person. In fact, it was only after he was 
refused membership in the Academie de peinture de Bordeaux in 177 5 that 
Beaucourt began his career as a painter. His application to the Academie had 
been supported by the engraver Andre Lavau (1722-1809) and the architect 
Richard Bonfin (1730-1814), both of whom had taught at the Ecole 
academique and Beaucourt was certainly their student. Several masters 
attached to the art school were involved with decorative painting, one of the 
most flourishing concerns in Bordeaux. In fact, painters such as Pierre 
Lacour (1745-1814), Pierre-Bertrand Dandrillon (1725-1784) and Giovanni 
Antonio Berinzago (active in Bordeaux from 1756 to 1787) decorated theatres 
and private residences. From about 1776 to 1784, Fran~ois Beaucourt 
worked mainly as a decorative painter. He was closely connected to the 
architect Jean Laclotte, who was in business with his brother Etienne. The 
two entrepreneurs were major figures in real estate construction in 
Bordeaux, employing dozens of people to decorate their buildings. To date, 
two commissions for religious decorations carried out by Beaucourt have 
been traced in the region of Bordeaux region. However, little is known 
about his other activities except for the contracts that he received in 1779 
and 1789 from the Grand Theatre de Bordeaux, built by architect Victor 
Louis (1731-1800) and supervised by Richard Bonfin. Although modest, 
Beaucourt's decorative work was part of one of the most prestigious French 
monuments of the latter half of the eighteenth century. 
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The Freemasons of Bordeaux had supported this project, which was 
directed by the governor of Guyenne, Marechal Duc de Richelieu, who was 
affiliated with the Montmorency-Luxembourg Masonic lodge. Like other 
painters in his circle, Fran~ois Beaucourt was a Freemason, perhaps even 
before his departure for the West Indies. At present, there is only speculation 
about the reasons for this trip. It is possible that a contract for painting decorations 
may have taken Beaucourt to Saint Pierre in Martinique and then to Saint 
Domingue, where there were a great many theatres. However, Beaucourt 
and his wife fled from Cap Fran~ais shortly after a slave revolt in August 
1791. They arrived in Philadelphia in early 1792 and that June, he 
announced his professional services in the Montreal Gazette. During the next 
two years, he carried out several commissions for private individuals and 
religious communities. Through an examination of the nine paintings that 
bear his Masonic signature, this article sheds light on the meaning of the symbol 
through a discussion of each of Beaucourt's patrons, their intezeonnections 
and their possible links to Freemasonry. 

Translation: J an et Logan 
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fig. 1 Oxford's First Anthropology Diploma class. Bad:: row; Wilson WaHis, 
Diamond Jcnness, Manus Barbcau. Front row; Henry Balfour, Anhur Thomson, 
R.R. Marett. (Photo; Cl Canadian Museum of Civilization, Marius Barbeau 
Collection, imageJ5337) 
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VITALISM IN CANAD~S 
ANTHROPOLOGY AND ART 
Barbeau's Early Twentieth-Centurr. Connection to 
Modernist Painters, Especially Emily Carr 

The interrelation of totem poles and modern paintings displayed in close proximity 

made it clear that the inspiration for both kinds of art expression sprang from 

the same fundamental background. 
Marius Barbeau, 1932 1 

Some of Canada's early twentieth-century museum-based anthropologists 
promoted vitalist notions in their new social science discipline, attempting to 

"humanize" the rigours of working within an emerging field modeled on the 
natural sciences. In the case of Marius Barbeau (1883-1969), vitalism seems to 
have significantly facilitated his collaborations with various Canadian modernist 
artists.2 Not only did Barbeau understand and valorize their work in vitalist 
terms, but the artists themselves seem to have been in accord, to some extent, 
with a variety of vitalist concepts about matter, memory and re-presentation. 
Jennifer Hecht has described how vitalism resurged strongly in late nineteenth­
century France in reaction against scientific explanations of life, when many 
people decided that: 

the phenomena of life and consciousness are not explicable through 

physics, chemistry, and biology: something sort of spiritual is going 

on. Vitalism instead posits the idea that some natural force is 

responsible for all life and suggests that we speculate about its nature 

from the facts at hand. All living things tend to be understood by 

vitalists as meaningfully united in this force, so our individual solitude 

in this life is either a mistaken impression or a temporary exile from 

our place within the universal life force.3 

In particular, vitalism lauded human labour and artists' processes of "creation" 
as the means to connect with this force and effectively invest matter with 
consciousness and intention, often referred to as "souls." In Britain and Europe, 
these ideas were expressed by philosophers, social scientists, and art theorists, 
and were quickly transmitted to Canadians. It is this cultural trend that 
concerns me here. 

To explore the inter-disciplinary confluence that emerged from this 
shared early twentieth-century proclivity towards aesthetic vitalism in 
anthropology and fine arts, I examine Marius Barbeau's education at Oxford and 
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Paris, and his ensuing collaborations with Canadian visual artists. Although I 
focus on his professional ties with AY. J ackson, Edwin Holgate, Arthur Lismer, 
and Emily Carr, he worked with many more visual artists. I suggest that their 
relationship was predicated on shared education patterns and practices that 
fostered compatible ontological assumptions about culture, nationhood, history, 
"nature" and art. I present these intertwined biographies, therefore, to illustrate 
an epochal moment during which vitalism gained cultural currency in both 
museum anthropology and modernist art in Canada, drawing the two disciplines 
together. This is not to say that Barbeau's painter associates were particularly; 
or avowedly vitalist, but to underline that they participated in vitalism as a 
prevalent reaction to nineteenth century scientific evolutionism that forged a 
vitalist, yet still evolutionist, zeitgeist at the beginning of the twentieth century. 

A self-described "pioneer collector," Barbeau strove to "salvage" indigenous 
cultures by directing their "artifacts" toward ethnological and art museums in 
Canada, Europe, Britain, and the United States. From Quebec's rural farms and 
villages he acquired handcrafted fabrics, furniture and agricultural tools and 
deposited them in urban collections. Barbeau however intended his repositories 
as more than a conservation program: he aimed to inspire artists who could 
re-inject the "soul" of indigenous and folk cultures into an accumulative, if not 
inclusive, modern Canadian art history. Thus he deliberately worked to 
m ani pulate collective memory through his intense concern for what now seems 
to have been a proto-multicultural art and aesthetics. Museum anthropology; he 
suggested, could provide an aesthetic wellspring for Canada's "new world" art 
movements and everyday life. By working from indigenous and ethnic art forms 
Barbeau predicted that Canadas modern artists could produce works of uniquely 
Canadian character. This in turn would attract international recognition for a 
culturally distinct and independent Canadian nation-state. In popular and 
professional publications, he predicated this vision on certain vitalist notions 
about the lingering presence of history in indigenous and folk material cultures, 
and on equally vitalist expectations that artists could intuitively revivify and 
materialize such fading cultural memories through their artworks. 

It was at Oxford and Paris (1907-1910) that Barbeau learned to focus on 
the past, a location for meaning that he would maintain throughout his long 
career at Canadas National Museum (1911-1949) and into his active retirement 
(1949-1969). Therefon; he did not publish his fieldwork results as functionalist 
ethnographies that aimed to provide snapshot views of cultural communities. 
Thus, he was not a mid-twentieth century cultural anthropologist of the kind 
recently decried by James Cliffordor Johannes Fabian for writing about cultural 
communities as if they existed in a never-ending "ethnographic present" (i.e. 
the moment when the ethnographer actually visited the society he or she 
described).4 In fact, Barbeau's texts yield little sense of the lived realities he 
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encountered during his numerous field trips. Instead, he wrote profuse and 
speculative treatises on the ethnographic "origins" or "diffusions" of social 
technologies, mythologies, folk tales and material cultures. In the grand 
workings of time, bodies, practices and materials flowed between various points 
on the globe, ever surging towards the present moment of layered cultural 
deposits. Barbeau~ perspective on socio-cultural communities trafficked in and 
against time, in conformity with vitalist preoccupations. 

For Barbeau, all cultural communities within Canada's borders derived 
from immigrants, whether they were "Indians" who had wandered from Asia 
across the Alaska panhandle long ago,S or those who later arrived from Europe 
and Great Britain.6 Rather than passively accepting these accumulated cultural 
layers or arbitrating political justice between specific "waves" of immigration, 
Barbeau sought to collect and preserve traces from them all. Re felt that a grand 
compendium of culturally diverse histories would provide greater resources for 
modernist art to express the country's unique composite character. Indeed, he 
believed this process would bring immortality for "dying" cultures within a 
historically charged and vibrant modern nation. This was the cultural material 
upon which Canada ~ modernist artists were supposed to establish their unique 
position within a cosmopolitan art scene. 

Barbeau's key trans-historical manoeuvre, then, was to connect modernist 
art-making processes to ethnological collections and ethnographic field sites. 
This he justified through ideas compatible with Renri Bergson's vitalist 
philosophy and with the earlier vitalism of Britain's Arts and Crafts Movement. 
He also drew inspiration from the lectures of his Oxford professor at the 
Unitarian college, "rev. Carpenter," who lectured on comparative religion, 
promoting a universalist and liberal view of "spiritual" and ontological diversity 
across cultures and historical eras which was compatible with Barbeau's 
vitalism.7 How were artists supposed to assume this extraordinary proto­
multi cultural nation-building burden, and why did Barbeau judge his own 
ethnographic methods insufficient for the task? 

"Race" and Material Culture from Oxford to Ottawa 
To understand Barbeaus work, one must revisit the philosophical underpinnings 
of anthropology at Oxford where he was initiated into the nascent discipline 
and graduated (191 0) from Oxford's first cohort of anthropology students 
(fig. 1). That cohort was not trained by professional anthropologists because 
there were none at the University.8 It is also important to consider that the 
nineteenth-century quest to secularize matter and the material world infused 
the emergence of anthropology and the development of museums. Charles 
Darwin's natural history and Charles Lyell's stratigraphy explored creation in 
nonbiblical terms, and Herbert Spencer described human societies as organic 
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life fonns whose growth suggested social powers inherent to the material world. 
Meanwhile many British scholars saw the industrial revolution as proof that 
mankind "progressed" by means of technology in an ever-improving ability to 
manipulate matter. Oxford's pioneering social anthropologist, Sir Edward Tylor 
(1832-1917), even declared that religion was "part and parcel of the history of 
nature" and that, "our thoughts, wills, and actions accord with laws as definite 
as those which govern the motion of the waves, the combination of acids and 
bases, and the growth of plants and animals."9 Fittingly, Tylor lectured 
from Oxford's Pitt-Rivers Museum where the museum's evolutionist array 
of ethnological specimens backed his argument that artifacts embodied human 
history and recorded the march towards civilization. Larger public museums 
and world fairs also presented a similar object lesson. Such combined emphasis 
on evolution, history and material culture was still very much in force when 
Marius Barbeau ventured from Quebec City to Oxford in 1907. He absorbed it 
as his own working premise and it remained at the core of his work at Canada's 
National Museum. 

Barbeau~ later innovative collaborations with modernist artists celebrated 
materiality as a reservoir of memories and thus as a vehicle for the exploration 
and shaping of human history. He apparently assumed that his Canadian job as 
government ethnologist was to promote appreciation for collective memories, 
and he saw this as a matter of reflecting on cultural history processes as part of 
broader natural contexts. In this he was somewhat like Tylor, who had assumed 
that human religion was part of the rhythms of "Nature." 

Barbeau's Oxford tutor was a classics philosopher, Robert Ranulph Marett 
(1866-1943) (fig.l). He co-founded Oxford~ new anthropology diploma program 
in which physical anthropology was a required course and he saw anthropology 
as a Darwin-inspired enterprise closely tied to the study of "race." Not only did 
Marett accept that humanity was divided into "races," he insisted that somatic 
categorization "extends to mind as well as to body." Fonn matched content: 
"Contrast the stoical Red Indian with the vivacious Negro; or the phlegmatic 
Dutchman with the passionate Italian ... surely the race-factor counts for 
something in the mental constitution."lO Furthennore, Marett's own work on 
prehistoric cave art was a foray into the origins of art, which he believed must 
be tied to the artists' somatic qualities. When he noted that Europe's prehistoric 
art resembled that of living "savages," he promptly assumed their bodies must 
be similar too. For Marett, "race" categorized social groups, psychological 
profiles, bodies and artifacts interchangeably. 

If, like Wilson Wallis in his Oxford co-hort (fig. 1), Barbeau read Edward 
Carpenter's books on evolution, then Barbeau also acquired a related but slightly 
different vitalist understanding about how bodies and artifacts were connected.!l 
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Carpenter made it clear that memories could become sources of creativity: 
"memories, the accumulated experiences, habits, the whole thought-concatenation 
which has built them up, is there - only waiting to be brought again into 
consciousness."12 That process of consciousness allows one to go way back to 
the "primal being ... which underlies all thoughts .... When we reach to it we 
reach the source of all Power."l3 Rather than seeing our bodies as material legacies, 
he advocated them as "mental legacies" so that our bodies became "our own 
race-mind made visible."14 This invokes a strongly creationist position beyond 
standard evolutionist thought. It would however, help to further contextualize 
Barbeau's preoccupation with the "racial" bodies of artists and craftspeople and 
his sense that art was a crucial indicator of "vitality," personal and collective. 

What is more, Carpenter's philosophy would provide a framework for 
understanding Barbeau's later persistent concern with locating "vitality" in 
Canadian art. We can see this concern, for example, when Barbeau gave a public 
talk in the late 1920s on the West Coast Art: Native and Modern exhibition: 
"These manifestations of Canadian art, both ancient and modern are of vital 
significance. ... they will pass on to posterity. Thanks to them, and to others 
of like quality we may no longer fear that death will wholly obliterate our 
g e n e ration. Something of our times will survive .... There is little danger that 
culture, once become a vital part of ourselves, will cease to exist" (underlined in 
the original).!5 

Like his friend William Morris, Carpenter saw workmen and artists 
conjoined through manual labour, and regarded their work as an investment in 
the material world that carried the personal stamp of craftsmen. As Morris had 
asserted, goods on sale were really "the lives of men," industrialized or not; 
while machine-made goods were without "soul," handcrafted objects were an 
enduring tribute to the skill and soul of their makers. Thus all works of art 
would become "venerable amidst decay" because "from the first there was a soul 
in them, the thought of man, which will be visible in them so long as the body 
exists in which they were implanted."16 Carpenter, however, described such 
work as belonging to the creative process of evolution itself: "feelings in Man 
clothe themselves in mental images which he, by throwing his vitality more and 
more into them, can make practically real to himself; and which by roundabout 
processes like writing books or setting workmen to build houses he can in time 
body forth and make real to other folk."17 Thus, workers and artists alike could 
generate new forms by passing them "outward from the subtle and invisible into 
the concrete and tangible."18 This melding of Arts and Crafts ideas to more 
explicitly vitalist and evolutionist philosophies would have helped Barbeau upon 
his return to Canada when he encountered various notions about the ontological 
position and cultural significance of diverse material cultures and art making, and 
strove to reconcile them through collaborations with modernist visual attists. 
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Barbeau's Return to Canada 
When Barbeau came back to Canada, he was distressed to find he could not 
readily identify "pure blood" indigenous artists as R.R. Marett had led him to 
expect. At Oxford, Barbeau had learned to assume that cultural knowledge and 
technical abilities adhered to "races." At home, he was frustrated when his 
attempts to pursue the pre-historic origins of Canadian art were thwarted by 
"half-breeds" and his fieldwork conditions in Canada proved more complicated 
than Maretts prehistoric research in European caves. This disjuncture between 
"race" and art production led Barbeau to decry conventional anthropological 
fieldwork methods: "the ethnologist is a fool who so far deceives himself as to 
believe that his field notes and specimens, gathered in the raw from half-breeds 
or decrepit survivors of a past age, still represent the unadulterated knowledge 
or crafts of the prehistoric races of America. When they do, it is only in part."19 

Barbeau found Quebec folklore studies more rewarding and pronounced 
that a "century after the fall of Quebec, the colony remained as French as the 
first day, not in political allegiance, but in the spirit and the blood."2o He 
believed that this corporeal and spritual purity of French Quebec had preserved 
their folk songs and pre-industrial craftsmanship and allowed him to trace their 
artistic practices back to the French Renaissance. Nonetheless, by the early 
twentieth century industrialization had changed Quebec's rural life and Barbeau 
lamented that it had "withered up under the dust of automobiles" and that "folk 
singers are dying out."21 One way or another, racial purity and its (supposedly) 
direct link to technological processes was disrupted by modern conditions in 
Canada. Thus Barbeau discovered that "race" set difficult criteria for studying 
art production across time and space. His copious wax cylinder recordngs and 
his extensive photographic records were approved scientific methods for 
capturing "races" and their traditional technologies before they disappeared. 
But these mechanical instruments could not reconnect with or resurrect what 
Barbeau sought: the lingering inner vitality of cultural lives past.22 

Paradoxically perhaps, a solution to these historical and methodological 
problems was provided by Barbeaus Oxford anatomy professor, J.A Thomson as 
well as by Marett. Arguably, of course, Barbeau's very "problem" was formulated 
in response to their teaching. Thomson coauthored with Patrick Geddes, the 
book Evolution (1911) which cribbed heavily from Henri Bagson's musings on 
evolution in Matiere et memoire (1896) and L'Evolution creatrice (1907). Inspire d 
by Bergson s vision of evolution as a continuous and creative unfolding of life 
itself, they adopted his ideas of "la duree" and "l'elan originel" to proclaim that 
human bodies were superior to machines because they contained "an immaterial 
autonomous factor, or 'entelechy' which is the living creatures innermost secret, 
in fact its directive soul. "23 Barbeau's tutor, Marett, corroborated this position in 
his own later work, Psychology and Folk-lore (1920): 
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Human history is no Madame Tussaud's show of decorated dummies. 
It is instinct with purposive movement through and through; and so 
must be represented by folk-lore, kinematographically as it were. 
Now it is the special business of psychology to emphasize the dynamic 

side of life, or in other words the active conditions that enable us to 

suck strength and increase out of the passive conditions comprised 
under the term environment. It is because we have experience in our 
inmost being of what M. Bergson would term 'real duration,' that the 

notion of development becomes possible for us at all.24 

For Marett, this implied that anthropologists should turn to psychology 
because it was "superior to sociology, for the reason that as the study of the soul 
it brings us more closely into touch with the nature of reality than does the 
study of the social body."25 Wielding a very Bergsonian condemnation of social 
"science," he suggested that folklore's historical approach recognizes that cultural 
phenomena "may at the same time be inwardly apprehended as a phase of 
mind."26 He re we see Bergson's prefennce for intuition over intellectual analysis 
as a method for studying humans and their material worlds, both of which 
creatively unfold through time. To understand them is to intuitively seize their 
inner workings, or "soul," within the processes of evolution. Thus evolutionist 
perspectives were connected to the anthropology of religion by a slightly 
different means than in Edward Tylor's earlier broad assumption that human 
religion occurred within the larger process of evolution in the natural world. 
Furthermore, Marett expressly declared that a Bergsonian approach would 
be beneficial to "the anthropology of savages."27 This echoed his earlier 
a d m 0 nishment to students that pre-historic humans took pride in their artistry 
and that unless one could sense their aesthetic pleasure and "learn to sympathize, 
you are no anthropologist."28 Good anthropologists were open to "intuitive" 
appreciation for artistic processes, from any point in the evolutionary scale. As 
for artists, including prehistoric or "savage" ones, they left significant traces, 
marks of memory, available to the attentive modern gaze. 

It seems that Marius Barbeau decided that his early museum work was 
limited by adhering to methods that Marett called "abstract" and Bergson 
termed "intellectual," meaning a process of breaking down objects of study into 
little pieces and then reassembling them, but without probing the more 
profound understandings afforded by intuition and its direct access to "souls" 
and to Bergson's duree. Only this latter means of working, believed to be typical 
of artists, could transcend the disruptions of recent historical moments and 
changes, to reach for truer, deeper understandings of how life forms unfolded 
across time and space. Barbeau continued to take photographs and to record 
songs and stories, but expected these methods to capture only the current 
superficialities of cultural phenomena, not to "recreate things" from the 
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fig.1 Langdon IGhn, 
Tsyebasa or Grouse with 
Closed Eyes (St~phcn 
Morgan), 1924, drawing, 
photographed by Manus 
Barbeau, c.I914. (Photo; 0 
Canadian Museum or 
Civilization, image 63(02) 

inside.Z9 In the early 1920$ he signi6antly shifted towards collabonting with 
modem artists in what appears to have been an effort to r~capture the vitalist 
benefits of intuitive insight for his ethnology and public anthropology practice. 

This change occurs markedly in Barbeau's work after the 1920 publication 
of Marett's PJychoJogy tmd Fo/i-Lort, which cites Bergson's work as an inspiration 
for folklorists. It was also at this point that the Canadian Pacific Railway provided 
Barbeau with his first opportunity to collaborate with a modern artist. It 
commissioned him to write a book on Plains Indians in hopes that regional 
ethnognphic "colour" would lure tourists onto CPR tracks through western 
Canada. Barbeau's Indilm days in th~ CtttJtJdilm RlxhuW2S published in 1923 with 
illustrations by the American artist, Langdon Kihn (1898-1957),JO who had 
already done many Indian portraits in his travels across the United SUtes. An 
amateur anthropolOgist, he worked enthusiastically with Barbe.au and they 
remained friends and collaborators for many years (fig.2). Kihn's paintings 
so impressed Barbeau that he promoted their sale to prominent Canadian 
coil e ctors and convinced the anthropologist: Edward Sapir, his division director 
at the National Museum, to request funds for purchasing Kihn's original works. 
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Sapir, in turn, justified the acqmsition by claiming that the paintings would 
"beautify'our exhibits" and give them "a touch oflife."31 

Barbeau shared these revitalizing hopes for the museum and harboured 
even grander plans. In popular and scholarly articles Barbeau declared of Kihn: 
"Though an outsider himself [i.e., an American citizen], he has contributed 
to open up a new field, so far neglected, and thus to enrich national consciousness."32 
If contemporary native and folk arts were "dying out," they couldberesuscitated 
through incorporation into the work of modern artists. This assertion went 
beyond the nineteenth-century German practice of commissioning artists to 
make visual records of national monuments, "rendering memory into a two­
dimensional copy."33 Although similar in its insistence on "the necessity of 
collective awareness of historical consciousness" and in its moral imperative to 
collect and preserve history,34 Barbeau attributed artists with a peculiar ability 
to link contemporary moments to those in the past. Above all, he expected 
artists to connect contemporary cultural communities through intuitive 
aesthetic visions of culturally purer pasts, which were then supposed to become 
contemporary perceptions. As Bergson had put it, "Our past .. .is that which acts 
no longer but which might act, and will act by inserting itself into a present 
sensation of which it borrows the vitality. It is true that, from the moment when 
the recollection actualizes itself in this manner, it ceases to be a recollection and 
becomes once more a perception."35 Intuitive artistry was key to developing a 
new, national consciousness and even contemporary perceptions. It was a 
question of recognizing and working within the creative process of social 
evolution. This was, however, to be a cross-cultural consciousness as it would 
join the historical layers of cultural groups that had migrated to Canada. 

For Marett and Barbeau, it was also a means to transcend boundaries 
between "races." Barbeau assumed that "races" were material products of time 
and that evolution was a process through which specific physiognomies and 
material cultures emerged as conjoined cultural artefacts of shared significance. 
Artistic intuition, however, gained access to the inner dude or Clan originel, or so 
Barbeau's Oxford professors J .A. Thomson and R.R. Marett had led him to 
expect. Barbeau undoubtedly saw "races" as products of time and accepted 
Bergson's critique that atemporal, scientific ways of knowing were incomplete 
without the benefits of intuitive processes. Whereas intuition was a sufficient 
method on its own, intellectual analysis lacked the benefit of intuitive insight. 
As Bergson stated, "The flux of time is the reality itself, and the things which 
we study are the things which flow. It is true that of this flowing reality we 
are limited to taking instantaneous views. But, just because of this, scientific 
knowledge must appeal to another knowledge to complete it."36 Art production 
thereby completed the relatively superficial and repetitive scientific study that 
Bergson regarded as quantitative rather than qualitative; as mechanistic rather 
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than connected to the ever-evolving changes or flow of nature through time. 
For Barbeau, this was a departure from other aspects of his work, which he 
proudly considered "scientific;" however he apparently collaborated with modern 
artists so they could complete intuitively what he himself could only more 
superficially approach through scientific methods. 

The hidden logic that ties all time together was accessible to artists who 
approached their subject with empathy and intuition. As Bergson had asserted: 
"The intention of life, the simple movement that runs through the lines, that 
binds them together and gives them significance, escapes it. This intention is 
just what the artist tries to regain, in placing himself back within the object by 
a kind of sympathy, in breaking down, by an effort of intuition, the barrier that 
space puts up between him and his model."3 7 Similarly, Barbeau expected his 
artist collaborators to transcend temporal barriers in Canada that he saw as 
populated by different "races." Artists could enter the profoundly temporal 
physiognomies of their indigenous sitters, retracing their evolution through 
time, whereas Barbeau himself could only capture their bodies and material culture 
in their most recent manifestations, a stage that he considered to be one of decline. 

Barbeau never entirely accepted Franz Boas' argument that culture must 
be separated from human body types, despite enjoying a long and fruitful 
collegial association with the founder of twentieth-century American 
anthrcpology.38 Boas clearly regarded these distinctions as a necessary means 
to avoid social inequities and unjust assumptions about racial character and 
intelligence. Barbeau, however, might have seen Boas' argument as Bergsonian 
acts of scientific analysis that broke into pieces whatever they examine without 
comprehending the more significant inner temporal whole. Unfortunately 
Barbeau was not given to theoretical pronouncements or debates with the 
Boasians on this score. This avoidance is highly Bergsonian: "Art, we are told 
[by Bergson], should be the product of genius, of'intuitions,' not theorizing."39 
In any case, Barbeau seems to have been convinced that "race" and its impurities 
(e.g. "mixed-bloods") could be somehow transcended through "intuition" 
and artistry. 

He was so pleased with Langdon Kihns work for Indian Days in the 
Canadian Rockies that he encouraged Canadian artists to do portraits at his 
Tshimshian fieldwork sites. Again Barbeau found the outcome satisfying. 
Although the indigenous populations had "changed as radically as have their 
surroundings," he reported, artists could "penetrate under the surface" and with 
"ample imagination" they could attain "a clear, individual reading of human 
souls even at a time when they seem about to fade away from this materialistic 
world."4o From promoting Kihn's work, he went on to encouraging the 
portraiture of Canadian artist Edwin Holgate, as well as numerous totem pole 
and village studies by AY. Jackson (fig.3) and others. These painters apparently 
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fig.; A.Y.Jaclcson, Kispayaks Village, 1927, oil on canvas, 64 1" 82 an. 
Shown in the CIIRlldll17l Wm Coast An: Ntuivr find Modnw exhibition. 
Courtesy of the Estllte of the late Dr. Naomi Jaclcson Groves. (photo: C 
Art Gallery of Greater Victoria, _19844.049.00 1) 

accepted Bar-beau's appreciation of their work and appear to have found his 
c u lrural revit1lization goals credible, as they continued to coU.aboratc with the 
ethnologist on various projects. 

Landscape as CoUective Memory 
Barbeau worked closely with several members of Canada's expressly nationalist 
landscape painters, the Group of Seven. He also promoted the career and 
renown of Emily Carr and introduced her to the eastern Group. These painters 
had knowledge of an movements from Europe; several were British trained 
while others had studied in Paris when 8ergson's lectures were in vogue. 

The Group of Seven does not appear to have been directly influenced by 
Bergson's ideas as far as I am aware, even if his thinking was widely accepted 
throughout France and in England, where several of them had studied. Bubeau 
himself became familiar with European trends through a nwnber of experiences 
ranging from passing under Guimard's Art Nouveau icons at the entrances to 
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the Paris Metro, avid gallery visiting during his student days and his holidays in 
Gennany and Italy, to visiting art colonies in Brittany where he possibly took 
some painting instruction during one of his Oxford tenn breaks.41 It was from 
his studies at Oxford and Paris, however, he learnt most about the significance 
of peripheral folkloric areas to the origins of modern society, and gained the 
expectation that contemporary artists could somehow recuperate those origins. 
These academic lessons were reinforced by his visits to Brittany where Paul 
Gauguin had established the treatment of local French folklore as "primitive," 
a painting trend that continued well into the twentieth century. Barbeau would 
later accompany Group of Seven members and associated artists in Canada to 
his own folklore and ethnographic fieldwork sites in Canada, and provide them 
with advice for their independent travels to these places. Exhilarated, Barbeau 
reported their results in British Columbia: "Scenery, totem poles, native 
graveyards and Indian physiognomies all went down upon canvas or into plastic 
clay at a terrific pace .... When the time came for the visitors to depart, they 
buckled up their fat portfolios with a light heart. Their search for truth and 
beauty had not been idle. They carried off with them new riches that had 
become their own."42 Much as Bergson had described painters as being 
changed by their work as their continuous process of creating in turn constantly 
recreates them themselves,43 Barbeau thought these artists had somehow 
become connected to the local history of life in this remote area of ocrthwestem 
Canada. This was the sort of result that he expected from Group of Seven artists 
who, he wrote, "had continued the 'invasion' of the Northwest, among them 
].E.H. MacDonald and Lawren Harris, of the Group of Seven;"44 and "Arthur 
Lismer, of the Group of Seven, [who] went to the neighbourhood of Banff. "45 

It was Emily Carr, who visited his fieldwork areas independently and 
whom Barbeau considered the "most interesting find then made ... she set her 
heart upon expressing her surroundings in paint, after she had come back from 
the art schools abroad. While the spell was on her, from 1910 to 1912, she filled 
her studio with hundreds of sketches and canvases illustrative of Indian life and 
art and wild landscape."46 In vitalist terms, the new nation-state wasreconfigured 
across time and region; its artistic canon diversified, yet consolidated, through 
landscape painting. Furthermore, these modern artists' work could provide the 
means for others to recognize such remote locals of "truth and beauty." Vitalism 
promoted the idea that bodily gestures involved in art-making processes could 
somehow be psychically mirrored by those who later viewed the artworks, thus 
prompting the public to appreciate the evidence of "vitality" before them, and 
to transcend time and space in the wake of the artists' earlier intuitive labour.47 

In such circumstances, revealing "truth and beauty" was contingent on the 
artists' ability to connect intuitively to the historical depth of human life in various 
parts of the country. Barbeau thought that such interconnection assured 
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aboriginal and folk peoples a lasting presence in Canada's new history of art and 
it promised the new settler-state a distinct presence on the world scene. Barbeau 
expected this could be achieved by linking "primitive" and "folk" histories to 
modernist "fine" arts through a vast array of local landscape images. 

This vision was, of course, predicated on the assumption that native 
material cui tuns were in some way broken, discontinued and there fore had to 
be taken up by modern painters. Here Barbeau reportedly blamed not only the 
racial impurity of indigenous artists, but also their fading faith in their own 
material cultures in the face of European missionaries who forced native groups 
to abandon indigenous rituals. According to a West Coast newspaper, he 
declam:l, "Creative art among the British Columbia Indians has largely passed 
out, as they have abandoned paganism and adopted Christianity. Carving of 
m a rvelous totem poles, as insignia of tribal power and social rank, rose to its 
height ... and today the art is dead .... They do not believe in traditions any 
longer ... they do not, indeed, believe in themselves."48 Barbeau expressed alarm 
that some people had destroyed their own totem poles and concluded that the 
"art now belongs to the past."49 By painting such poles in situ, however, A.Y. 
Jackson and Edwin Holgate were charged with immortalizing the poles' 
profound temporal connection to their local landscapes, even whilereconfiguring 
them as part of an evolving political configuration. In this way, Barbeau 
orchestrated the revitalization of his own artifact collections by encouraging 
modem artists to link indigenous peoples and their material cultures to the 
latest evolutionary, i.e., contemporary creative, moment. The result he 
hoped would assure an enduring public recognition and appreciation for his 
ethnological collections. 

In Barbeau's nation-building aesthetic, the land became a repository of all 
its inhabitants' lives, past and present, a composite unconscious and source of 
artistic inspiration for a proto-multi-cultural collective memory. For this, he 
seems to have drawn upon Bergson, but also upon Lyell's stratigraphy, Freud's 
"unconscious," and possibly even to some extent, Durkheim's collective 
"representations," as well as more recent theories of cultural diffusion. 50 

This naturalist ferment was also evident in Barbeau's enthusiasm for the 
paintings by A.Y. Jackson and Arthur Lismer after the summer spent with him 
on the ne d'Orleans in 1925. While Barbeau recorded the architectural history 
and contents of churches on the island and gathered folkloric materials from its 
inhabitants, his artist friends sketched the island's farm life, people, tools and 
animals. Their later studio paintings, however, mostly described depopulated 
landscapes. Apparently, the images were intended to subsume all the human 
activity the painters had witnessed and sketched, as if the landscape itself could 
invoke cultural histories. Such interpretations were perfectly satisfactory to 
Barbeau, despite his own "scientific" care to collect and record the very 
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fig·4 lnstallation photograph of Cfl1Indian Wen Crum Art: Nntivt fl1Id Mod~, 1927. 
Emily Carrs hooked rug with a killer whale design at the left, was purchased by 
Barheau and subsequently sold to the National Museum (now Canadian Museum of 
Civili7..ation). (photo: National Gallery of Canada) 
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lives erased from the landscape canvases. For him, artists' renderings of the 
l a n dscape apparently embodied all human activity, 

Barbeau curated a number of exhibitions for art galleries, museums and 
world expositions, such as the Canada building at the 1937 World Exhibition in 
Paris, where he routinely hung modem landscape paintings as "backgrounds," 
grand geographical and historical summaries to legitimate his foregrounded 
displays of indigenous and folk material cultures. Such juxtapositions of 
modernist paintings and ethnographic artifacts evoked rather Bergsonian 
moments when past memories become transformed into current perceptions. 
Junctures of past and present were expected to revitalize the present and so 
reshape the future. As A.Y.Jackson put it, "Barbeau has the happy faculty of 
creating enthusiasm and of bringing to our attention the fact that our past is not 
as meager as it seems."51 Barbeau's most renowned exhibition of this sort took 
place in December 1927 when he collaborated with Eric Brown, director of the 
National Gallery of Canada, to mount the show Canadian West Coast Art: Native 
and Modern (fig.4). It traveled from Ottawa to Toronto and Montreal, and 
included work by those artists who had accompanied him to his fieldwork in 
northern British Columbia, as well as work by Emily Carr and others. In his 
notes for the catalogue, Barbeau recognized indigenous artifacts as "art" and 
connected them to territory: "A commendable feature of this aboriginal art for 
us is that it is truly Canadian in its inspiration. It has sprung up wholly from the 
soil and the sea within our national boundaries."52 He also stipulated that the 
land was literally common ground for all artists who live, or have lived, upon it 
and that, "The interrelation of totem poles and modern paintings displayed 
in close proximity made it clear that the inspiration for both kinds of art 
expression sprang from the same fundamental background."53 This was not a 
separate process, but an integrated and ever-evolving one by which "the 
modems responded to the same exotic themes" and one "enhanced the beauty 
of the other and made it more significant."54 Furthermore, by including work 
by landscape painters from both eastern and western Canada along with the 
native art, "the East and West have joined hands in a common appreciation of 
one of [North] America's most inspiring pictorial backgrounds - the Rockies 
and the Northwest coast." This was a clear allusion to Carr as she was the 
sole West Coast artist to provide such "pictoral backgrounds" as the other 
West Coast artists had all provided artifacts or "naIve painting" that were 
fore grounded in the show. The country's unity was promoted through the 
aesthetic interpretation and appreciation of its one complexly cultural and 
historical body of land. 

The 1927 show, in which modernist painted "backgrounds" were grouped 
together with West Coast indigenous artifacts - and Carrs handcrafted objects 
emblazoned with West Coast designs - was installed by Edwin Holgate. In late 

77 



October of that year, Barbeau had written to Holgate, "It seems agreed that Mr. 
Brown should request you to come here for about a week before the exhibition, 
so that we may have your help in connection with the artistic display of both 
pictures and Indian specimens."55 When the show moved on to Toronto, 
Holgate was again asked to help with its installation.56 Although Holgate did 
not write about hanging this show, his contemporaries clearly believed he 
grasped the exhibitions' significance and could successfully convey its meaning 
to visitors. 

This ability was not entirely contingent on Holgate's French training, 
or direct Bergsonian influences, but could suggest that he was aware of the 
installation format at the Barnes Foundation of Merion, Pennsylvania where 
folk arts and African sculptures from the permanent collection were grouped 
around (predominantly) French modernist paintings. Barnes purchased most of 
the collection in Paris, and was heavily influenced by both Henri Bergson and 
Paul Guillaume (a Parisian who promoted African art appreciation as a means 
to remain in touch with Europeans' supposedly earlier selves). "In thought," 
Bames believed, "we have progressed from the metaphysics of Hegel and Kant 
to the creative evolution of Bergson and the pragmatism of Dewey; in plastic 
art, we have gone beyond Monet and Rodin to Matisse and Lipchitz .... "57 
Bames brought modernist paintings and African sculptures back to the United 
States to edify its citizens, particularly Blacks, about the importance of and 
interrelations among all these art forms. We could assume that Holgate was 
probably aware of the Barnes display of its permanent collection by 1927, 
because the previous year Arthur Lismer wrote to the Barnes that he approved 
of their publications on art education (upon which its hanging style was predicated) 
and promised to tell his friends about them.58 Furthermore, a Group of Seven 
exhibition in Philadelphia the year before the 1927 Ottawa show, might have 
provided an opportunity for those involved with the West Coast exhibitions to 
become familiar with the newly opened Barnes Foundation. In any case, Carr 
informs us that Lismer was also with Holgate while the Canadian West Coast Art: 
Native and Modern show was hung in Ottawa.59 

Barbeau predicted that Canadas diverse cultural communities would provide 
the new settler state with a "soul" that was "multiple"60 and forever embodied 
in the landscape. His steadfastly evolutionist perspective allowed him to look to 
the future and proclaim, "the thousand voices of prehistoric men in the forests, 
along the rivers, on the mountains, in the tundras of the great north and on the 
edges of glacial arctic seas, will never cease to confer on all of Canada distinctive 
traits that come from its own habitat."61 Canada's expansive landscape was a 
memory bank that assured its national character, whatever geopolitical entity 
might be formed there in the future. Barbeau, like Bergson and other evolutionists 
such as Freud, was convinced that "character" accrued from the past. What was 
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ASSOCIATION GUtRALE DES ttUDlANTS 

fig.; Manus Barbeau's Paris Stude.nt 
Civilization, Heic.ne RiOUI {nee BarbeauJ 
Museum ofCiviiiz.ation, image 86-1198) 

past, however, was recorded in the world.61 Memories were psychic and 
material. From Barbe:au's evolutionist viewpoint, this was not :l "spiritual" 
conviction but :I reason2ble scientific understanding about how cultures 
ace umulated through time; and he did not, for example, share LaWTen Hams' 
theosophical convictions. As Sanford Schwlrtt has explained, "it was possible 
for modern inteUecruals to reaffinn the reality of the human spirit without 
ignoring the major achievements of narural scienct."6J 

8ergson and Parisian Artists 
Some of Barbeau's Canadi:an artist coUaborators tuined in Paris; a few were 
even studying there while Barbeau himself anended courses at the £Colt 
d'AnthropoJogie, Ecole Pratique des Hautes Erudes (Section des Sciences 
Religieu5es) and the Ecole du Louvre (1907- 1910) (figS). A.Y. Jackson, for 
example, was at the Academie Julian in 1907, Emily Carr Lived in France from 
1910 to 1911, whiJe Edwin Holgate studied and painted in Fr2Dce in 1913. In 
general, Canadian painters trained at r2ther conservative French art schools and 
had relatively little contact with the avant-garde.64 Nonetheless, their travels 
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and occasional participation in various Paris salons drew their attention to new 
ideas about painting. This included the vogue of painting in exotic settings, in 
some ways a continuation of earlier orientalism, and also a prolongation of the 
focus on organic forms from art nouveau and the Arts and Crafts Movement, 
which had complemented the nineteenth century's evolutionist focus on nature. 

Many artists working in France at that time adjusted their work in accord 
with Bergson's admiration for (what he saw as) artists' ability to participate 
directly in the evolutionary process. He advanced this idea in his fashionable 
lectures at the College de France, unusually popular events in the first decade 
of the twentieth century when several Canadian painters were in France. 
Attendees were not just philosophy students, but Parisian intellectuals of all 
disciplines, as well as artists, political activists and social celebrities. As a result 
his lectures precipitated much press coverage.65 Bergson's lectures contributed 
directly to social movements as well as to academic theory and had an imp<:rtan t 
effect on artists. 

A significant number of painters working in France at the beginning of 
the twentieth century exploited Bergson's vitalist philosophy a means to reject 
naturalist and realist tendencies of the past. Certainly his philosophy directly 
influenced Cubist and Fauvist art movements through such artists as Albert 
Gleizes, Jean Metzinger, Henri Le Fauconnier, Henri Matisse, Andre Dunoyer 
de Segonzac, ].D. Fergusson, and Anne Estelle Rice among others.66 His 
vitalism promoted the idea that painting was about depicting how things "felt," 
not just how they looked. Artistic "intuition" became key, while form and colour 
became re-coded as indices of psychic Bergsonian connections between artists 
and their subject matter. Heightened colour conveyed Bergson's idea that 
colour keys directly conveyed vibrations and changes in life itselfP Mark 
Antliff estimates that the "attack on Impressionism in the name of Bergsonian 
duree was common currency among the Parisian avant-garde by 1909."68 In 
contrast to his exaltation of painting, Bergson criticized photography as a 
mechanical process limited to superficial representations, a conviction later 
echoed by painter Emily Carr69 and Marius Barbeau.7o Avant-garde painters 
concurred with Bergson that a "'first kind of order is that of the vital or of the 
willed,' and is found in 'a free action or a work of art,' and in 'life in its entirety, 
regarded as a creative evolution'."71 His vitalist philosophy validated and 
championed cubismj72 and Henri Matisse is said to have specifically devised 
compositions to adhere to Bergsonian principles as they were conveyed to him 
by his close friend, Matthew Stewart Prichard (1865-1936). "Pritchard not only 
nurtured Matisse's interest in Bergson, in 1915 he ... contributed a preface to an 
exhibition of Matisse's art in New York, defending the artist in Bergsonian 
terms."73 Matisse appears to have found Bergson's philosophical reflections on 
time helpful in his pictorial attempt to pursue what he considered "oriental 
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space."704 Thus the concept of durit became signifiant for a generation of 
artists who worked in Paris during the first decade of the twentieth cenrury, and 
it is highly probable, that even those artists who did not directly encounter 
Bergson's vit2list writings or ideas, had some understanding of them as they 
were part of larger cognate ideas at the time. Whether they took any specific 
interest in these conditions or not, they inevit:ably had an inBuence on modem 
Canadian artists who mined there md later collaborated with Manus Barbeau. 

CarT in France 
A telling eJlample of explicitly Bergsonim instruction is Emily Carr, who went 
to France in 1910 intending to study at the AademieJulian, which A. Y. Jackson 
had attended three years earlier. She also had an introduction to the English 
painter Harry [William Phelanl Gibb, who advised her to attend the Colarossi 
Academy that had once attracted Whistler, Rodin, Van Gogh, Gauguin, 
Modigliani and Matisse, among others.7S Gibb was a friend of Braque and 
Matisse, and Gert nde Stein reportedly said of him that he "'foresaw everything' 
in modern painting."76 It was under his instruction that Carr painted at 
ConcalR!au in Brittany and Gibb helped her see that "painting could be 
more than an accunHe transcription of visual fact. By using pure colours and 
simplifying fonns, even by defying perspective, an artist could express something 
different. A picture could represent an artist's unique vision, m idea ... there was 
the possibility of conveying another dimension of reality."77 

fig.6 John Duncan Fergusson, People and Sails at Royan, 1910, oil on 
cardboard, +l x 57 cm, Perth Museum and An Gallery, courtesy o(The 
Fergusson Gallery, Perth & Kincross Council, Scocland. (Photo: C Perth 
Museum and Art Gallery) 
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These were lessons she also learned from the Scottish artist, John Duncan 
Fergusson (fig.6). Carr was in France for little over a year and lacked both time 
and enthusiasm for mastering French, so these men were valuable translators 
and instructors of emergent aesthetic trends. Fergusson in particular, was 
"considered to be the leader of the English-speaking artistic community in 
Paris."78 In response to the 1909 Salon d'Automne, he "had moved away from 
his earlier admiration for Whistler, now dismissed as too 'decorative,' towards 
Matisse and the 'Matisseites:' 'The paint that best expresses their emotions is to 
them the right paint'," and he promptly became an enthusiastic proponent of 
Bergson's elan vital and his notions about artistic labour.79 At the Atelier 
Blanche, Emily Carr "worked contentedly under Fergusson" from October 
"through November" of 1910.80 Gerta Moray adds that Carr returned to 
Fergusson's teaching "in the spring of 1911,"81 after a winter breakdown and 
recovery in Sweden. 

Fergusson was so enamoured with the potential of Bergsonian rhythm 
that he inspired a young writer to start up an arts magazine named "Rhythm." 
The periodical attracted illustrations from Picasso and Derrain among others, 
and it is possible that Carr saw its first issue in the summer of 1911. It is also 
most likely that once Gibb submitted Emily Carr's paintings to the Salon 
d'Automne, Fergusson would have overseen their inclusion in the 1911 show 
because he served on the jury that year and was also a societaire from 1907 to 
1912.82 Maria Tippett suggests that "If she learned anything from him, it was 
how to see rhythm in nature."83 

Indeed, towards the end of her life, rhythm became the leitmotiv of Carr's 
painting process and characterised the dynamic bond she felt with the landscape 
and to a lesser extent, indigenous West Coast cultures. For an artist to perceive 
"extensive rhythms required an effort of intuition" Bergson had declared.84 

"That an effort of this kind is not impossible, is proved by the existence in man 
of an aesthetic faculty along with nonnal perception."85 It was this intuition 
that carried artists' vision beyond normal perception and into the very pulse and 
rhythm of life itself. Whereas scientists' intellect was blind to the material 
world's inner duration because it focussed merely on surface appearances and 
utilitarian functions in a search for facts and general laws that stopped time, 
artists' intuition offered a broader understanding of life and the inner patterns 
of movement of nature and life itself. 

"For an artist it was this rhythm that served to bind the pattern of colours 
and shapes that make up a canvas into an integral organic whole."86 It is very 
much in such Bergsonian tenns that Carr wrote about her intuitive relationship 
to the British Colombian landscape, about her intuitive relationship to the 
British Colombian landscape, her painting process and how it could effect the 
viewer: "I think we miss our goal very often because we only regard parts, 
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o v e rlooking the ensemble, painting the trees and forgetting the forest. The 
movement shall be so great the picture will rock and sway together, carrying the 
artist and after him the looker with it, catching up with the soul of the thing and 
marching on together."87 Carr's description accords with Bergson's ideas about 
the experience of art viewing in his Time and Free Will. As Antliff summarizes, 
"The painting therefore is both an integral, organic entity imbued with the 
rhythmic duration that created it, and an agent for creative development on the 
part of the beholder. "88 

According to Reynolds, Fergusson helped Carr as well as the New 
Zealand writer Katherine Mansfield, to overcome "cultural cringe" in Paris, 
"perhaps because a Scottish background made him appreciate their pro blems."89 
It seems unlikely that Carr was sufficiently emboldened to frequent Fergusson ~ 
favourite Cafe d'Harcourt on the Boulevard St. Michel. Marius Barbeau, on the 
other hand, stayed at the Hotel d'Harcourt9o and is unlikely to have harboured 
such sensitivities. In any event, by end of her life, Emily Carr considered her 
studies under Harry Gibbs and John Fergusson "more memorable" than her 
work at the Colarossi schoo1.91 What has been lost to popular accounts of 
Canadian art history, then, are not the connections to Paris and the Parisian art 
movements as much as the contingent appropriation and application of the 
broader cultural phenomenon of vitalist attitudes toward matter and memory 
particularly through Bergsons significant role in promoting such philosophies 
and anthropology's significant role in promoting vitalist philosophies among 
Canadian artists after they returned home. Above all, what has been lost is our 
ability to recognize the broad cultural influence of vitalist ideology upon art 
production in early twentieth-century Canada. 

Ian Thom~ curatorial essay for the 1991 exhibition, "Emily Carr in 
France," points out that Gibb and Fergusson were important art teachers for 
Carr. When Thorn mentions the "New Art" that Carr was determined to learn, 
he does not position her art teachers within a particular philosophical trend. 
Nonetheless, he persistently tracks her increasing ability under Gibb and 
Fergusson's instruction, to capture "vitality"92 and "energy"93 in her painting, 
using Bergsonian terms, although without making mention of the philosopher 
himself or his influence upon Carr's mentors. Nonetheless, Thorn cites Carr's 
description of watching Gibb paint the French countryside, and this allows us 
to see to what extent she was impressed by his Bergsonian approach to painting: 
"the scene was more than what was before us. It was not a copy of the woods & 
fields, it was a realization of them. The colours were not matched, they mixed 
with air. You went through space to meet reality."94 

Thorns statements also help provide a basis for recognizing and interpreting 
the influence of French primitivist aesthetics on Barbeau and Carr who were in 
Europe at similar times and both later applied Bergsonian concepts about art 
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fig. 7 EmilyCarr~ Autumn in France, 1911,00 on cardboard, 49:1 66 an. 
Shown in thc &nil] Ctrrin F".,,,,a exhibition. 1991, Vancouver. (photo: 
National GaIl~ry of Canada) 

to the Canadian conrC:1t. It is important that Thorn doses his essay with the 
ob s e rvation that it wa.s by learning about the "New Art" in France, that Carr 
was able to rerum to her "Indian work'" with renewed intensity of purpose. Her 
tim~ in France had, in her words, "vastly widened my view on my Indian work... 
I was doing bigger freer work. I amck.ed my material with a bolder fe.ircer [sic] 
spirit. Indian art made a much deeper impression on me than it ever had 
before.9s According to Tippett, this was because Gibb had assured Carr that 
totem poles and native villages on Canada's West Coast "were entir~ly suitlilble 
subjectS" for the new approach to painting, a judgment based on his knowledge 
of recent work by Picasso.96 True to her teachers' "Matiss~it~" version of 
Bergsonianism, Carr showed Fauve, rather than Cubist, attitudes to French 
landscape in the Salon d'Automne.u Col/me and Le PIIJSIIgt, demonstrate her 
newfound Bergsonian attitude towards painting. The National Glllery's well­
known Autumn m FrtmCt (fig.7) is from this period. That this approach suited 
North American indigcnous subject matter would become her most important 
lesson from France. 
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Her experience in France drew Carr to eastern Canadian artists, particularly 
the Group of Seven members, when she visited the 1927 West Const Art show. 
It was Barbeau who recommended that she be included and Carr showed more 
works, including Totem Poles, l{jtseukla (fig.8), than any other artist. Although 
she had virtually abandoned painting by the time she met the Group, she 
recognized their pictorial ambitions because they shared many of her vitalist 
assumptions about modernist art: "I'm way behind them in drawing and in 
composition and rhythm and planes," she wrote with Fergusson's terminology 
in her diary, "but I know inside me what they're after and I feel that perhaps, 
given a chance, I could get it too."97 Seeing the work of these other Canadian 
painters "had waked something in me that I had thought quite killed," she 
wrote.98 She explicidy compared her recent Ottawa (and Toronto) experiences 
to her studies in France: "The only big show I had been in before was the Salon 
d'Automne in Paris. Out West I found it very painful and unpleasant to hang an 
exhibition. They hated my things so! Here everyone was so kind that I wanted 
to run away and hide, yet I did want, too, to hear what they said of my work. I 
had not heard anything nice about it since I was in France."99 

Barbeau's own connection to Bergson is more complicated since his tutor 
and main inspiration in Paris was Marcel Mauss, a Durkheimian, and thus a 
member of an anti-Bergson faction in Paris acdemia. But as Jennifer Hecht has 
recendy pointed out, Bergson and Durkheim both formulated alternatives to 
the scientific materialism of late nineteenth-century anthropology. 100 In this 
regard, Bergson's vitalism rivaled Durkheim~ Elementary Forms of Religious 
Thought (1912), largely based on lectures delivered during Barbeau's studies 
abroad. These were competing alternatives to earlier, staunchly atheist, scientific 
materialism; and as Michel Fournier has pointed out, many Durkheimian disciples 
were also Bergsonians.101 Marce1 Mauss, however, was a student of comparative 
religions and a complex intermediatyfigure who wrote about religion in re 1 atMst 
terms well before Durkheim himself. Barbeau's student notes on Hubert and 
Mauss'1899 essay on sacrifice show that he conscientiously marked passages 
that described the rite as a collective means to reconfigure material across time 
and space in the interests of social solidarity. Indeed, Barbeau might well have 
construed Hubert and Mauss' conclusions that sacrifice promoted ontological 
satisfaction within the material world as a counterpart to Bergson's expectations 
from artistic intuition and long duree.102 They state that once matter has been 
ritually transformed into a sacrificed object, it becomes a question of "mental 
and moral energies," which confer a type of "cercle de saintete" that protects 
human desires, social relations and property.103 Because society is made of 
things and events as well as humans, sacrifice can follow and reproduce both the 
rhythm of human life and of nature.104 Ritual sacrifice was thus a counterpart 
to Bergson's intuitive acts typified by artistic creation in the sense that they both 
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fig.8 Emily Carr, Totem Poles, Kitseukla, 1912, oil on canvas, 127 x 98 cm. 
Shown in the Ctmadilm wtst Coast An: Notivt and MoJtT1I exhibition, 1927. Omawa. 
(photo: Vancouver Art Gallery) 
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had a role within a larger unfolding natural world. Interestingly, structuralist 
anthropologists in the 1960s and 70s failed to recognize a natural history and 
evolutionist, perspective in Mauss and Hubert~ work. In their descriptions of 
such ritual acts, however, they offenrl the promise of community-wide solidarity 
and created spaces for it within the natural order. In this regard, Barbeau 
could understandably consider them as somehow belonging to the enveloping 
vitalist trend in European cultural ideology during the first decade of the 
twentieth century. 

Movements Across the English Channel 
Barbeau was in the paradoxical situation of having Oxford professors who 
advocated French vitalism and Paris professors who were socially and 
intellectually connected to British Fabians. Marcel Mauss was friendly with the 
founding Fabian socialists, Sidney and Beatrice Webb and an avid admirer of 
the co-operative movement. While Mauss dismissed William Morris as a 
"Christian socialist," Beatrice Webb decorated her apartment with Morris' 
wallpaper.105 On both sides of the English Channel, artistry was appreciated in 
lingeringly Arts and Crafts terms, and with vitalist ideas never far removed. 
Barbeau appears to have melded Arts and Crafts enthusiasm for handcrafted 
goods with Bergson's horror of mechanism and his assertion that manufactured 
goods were impoverished because they embodied only mechanical processes. 
Britain's art community had already embraced modern vitalism for some time, 
as it was a tendency that arguably predated Bergson's continental theory and 
English vitalism was tied to William Morris through Rosetti.106 Indeed, 
William Wallis, from Barbeau's anthropology cohort at Oxford, published a 
defense of Edward Carpenter~ work against Bergson's. According to Wallis, 
Bergson~ Evolutim Creatrice (1907) merely rearticulated the chapter on "exfoliation" 
from Carpenter's 1889 book, Civilization: Its Cause and Its Cure.107 There, 
Carpenter objected to cause and effect explanations of evolution and proposed 
that evolution was driven by an "inner force," sometimes described as "desire" 
or "consciousness."108 For the purposes of this text, however, this accusation is 
interesting because it shows that vitalist philosophy was written on both sides of 
the English Channel in this general period, and demonstrates a certain degree 
of cultural consensus and currency for its ideas. 

It also shows that the British Arts and Crafts Movement was compatible 
with vitalist notions of art making advanced in France. In any case, Barbeau 
appears to have responded to William Morris' call for the revival of pre­
Industrial crafts with a Bergsonian concern for recuperating memory through 
artistic labour. Thus Barbeau could follow Marett's advice to promote primitivism 
in the museum context and see it through both Bergsonian and Arts and Crafts 
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perspectives. "We must get over our prejudice against revival as a tampering 
with our museum specimens; and may even assist .. .in the rehabilitation of the 
simple life, so that it shall be homely, and yet not boorish. The nation can afford 
to recapture something of its primitive innocence," wrote Marett)09 The 
presentation of modern visual artists' reinterpretations of indigenous or folk life 
was considered sound museum practice and good for the health of the nation. 
As Marett had published this call for primitivist revivalism shortly before 
Barbeau began his collaboration with modem painters, it may well have 
inspired the latters enduring work with Canada's canonic artists. Similarly, 
Barbeau could honour Marcel Mauss' conviction that pre-industrial production 
and consumption were the bases of human solidarity through objects. Key to 
this was the understanding that material culture embodied human lives. 110 

William Morris' message on the enduring "soul" within handcrafted 
material cultures was no doubt also a comfort to Barbeau, who was severely 
distressed by the decay of indigenous and folk material cultures in Canada. 
Not only would his ethnological collections bear witness to the lives of earlier 
inhabitants of Canada's territory, they would provide the vital materials 
required for contemporary artists to commune with that vitality. Barbeau's 
promotion of handcrafted materials made by indigenous and folk populations 
was also, however, an appreciation of medieval societies' unalienated labour, 
following Morris as well as Hubert and Mauss. This view held that objects, in 
their very matter, contained the healthier quality of social lives lost through 
most forms of industrialization. Although not Bergsonians, Hubert and Mauss 
were intensely interested in the potential of museums for promoting social 
re-incorporation, or at least recognition, of such social relics. 

Many of Barbeau's artist collaborators in Canada were enthusiastic 
supporters of the British Arts and Crafts Movement through their links to 
British art schools that promoted William Morris' ideology.lll Lismer was at 
the Sheffield School of Art in England from 1898 to 1905 and Fred Varley was 
also a student there. Grace Melvin, an illustrator for several of Barbeau's books 
was trained in Glasgow, a celebrated Scottish centre for the Movement. As 
dedicated art teachers who preached their British philosophy in Canada 
(Melvin and Varley in Vancouver, Lismer mosdy in Toronto and Montreal), 
they promoted the value of seeing art making as a heightened form of manual 
labour. They also enthusiastically incorporated historical and ethnological 
themes in their own artistic productions and pedagogy.112 Like Morris himself, 
Melvin and Lismer delighted in medieval pageantry and the exploration of 
exotic crafts and designs,l13 emphasizing ethnology in the Canadian context as 
a theme for dramatic reenactments as well as aesthetic design and craftsmanship. 
As well, many of the Group of Seven worked at the Grip where Art Nouveau and 
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the Arts and Crafts movements were key aesthetic orientations.1 14 Thus these 
artists extended Barbeau's ability to popularize cultural re-vitalization in Canada. 
Art teachers helped realize Barbeaus projects and trained future modern artists 
who would be receptive to Canadian ethnology and in doing so transmitted some 
sense of European vitalist notions about art production to the following generation. 

Conclusions 
This cultural phenomenon of vitalist thought in early twentieth-century 
Europe deeply influenced the work of anthropologist Marius Barbeau and those 
Canadian modernist painters with whom he collaborated. Yet acknowledgement 
of that era's philosophical orientation has been lost from our current 
u n d e rstanding of their work. Barbeau's most remarkable ethnological and 
museological method - encouraging contemporary artists to work with him in 
his aboriginal and folkloric fieldwork sites - appears to have been prompted by 
his European education on the psychology of memory, particularly the positive 
effects of human psychic connections to time and matter as theorized by Henri 
Bergson and others of the vitalist cultural moment in Europe such as Edward 
Carpenter, William Morris, R.R. Marett, Emile Durkheim, Henri Hubert and 
Marcel Mauss. 

Like others who led aesthetic movements in settler-states by adopting 
indigenous motifs in modernist decorative and fine arts, Barbeau wanted to 
make Canadians feel truly at home in their new territory and to accept it as a 
nation distinct from Europe. He also wanted them to experience some reconciliation 
with earlier inhabitants of the land. Such aims distinguish settler-state aesthetics 
from European primitivism, as Nicholas Thomas has pointed out.1 15 On the 
other hand, Thomas' stipulation that European primitivism was psychic while 
new world primitivist aesthetics were territorial, does not entirely apply to 
Barbeau or to his artist collaborators. Their application of European educations 
and ideas to Canadian ethnology and painting was heavily influenced by 
Europe's evolutionist philosophy and its emphasis on vitalist psychology. 
Painters associated with Barbeau may have been sympathetic to European ideas 
about art making as a process that yielded psychic access to earlier historical and 
cultural lives and provided a means to revitalization. Although recent academic 
literature characterizes these expectations as "primitivism" (with all the baggage 
that this term acquired in late twentieth-century "identity politics"), they 
were originally part of a earlier larger philosophy of life and "creativity" that 
e n c 0 mpassed both social and natural lives. 

The breadth of this vitalist vision ceded to a post-World War IT revisionist 
cultural ideology that expunged evolutionism and divided the "social" from the 
"natural," rendering the vitalist vision and aspirations of Barbeau and his artist 
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collaborators incomprehensible and invisible. Only by reconstructing a sense of 
their earlier historical and cultural moment, can we grasp "the big picture" that 
many of those canonic Canadian landscape and portrait paintings sought to 
index. To understand the work of Barbeau and those artists, we now need 
to be aware that they participated in a broad vitalist cultural ideology of art 
production and reception that was imported from Eruope and has subsequently 
been eclipsed. 

FRANCES M. SLANEY 
Department of Sociology & Anthropology 
Carleton University 
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Resume 

LE VITALISME DANS L'ANTHROPOLOGIE 
ET L'ART AV CANADA 
La relation de Marius Barbeau aux peintres modernistes, 
particulierement Emily Carr, au debut du XXe siecle 

L 'anthropologue des musees canadien Marius Barbeau (1883-1969) a 
colla bore avec les artistes modernistes a la preservation des cultures 

indigenes et folkloriques. A cette fin, il a travaille avec des membres du Groupe 
des Sept et s'est employe a faire connaitre l'reuvre d'Emily Carr. Non seulement 
Barbeau a-t-il compris et valorise leur travail en tennes de vitalisme, mais les 
artistes eux-memes semblent avoir ete d'accord, jusqu'a un certain point, avec 
divers concepts vitalistes de la matiere, de la memoire et de la re-presentation. 
Le vitaHsme a resurgi fortement dans la France de la fin du XIXe siecle, en reaction 
aux explications scientifiques de la vie. Nombre d'intellectuels, d'artistes et de 
membres eminents de la societe europeenne afFirmaient que la physique, la 
chimie et la biologie etaient incapables d'expliquer la vie dans sa plenitude. Ils 
croyaient que tous les etres vivants etaient interconnectes de maniere signifiante 
a travers une« force vitale» qui etait en quelque sorte de nature« spirituelle ». 
Le vitalisme celebrait particulierment le travail humain et le processus de creation 
artistique comme moyen de se connecter a cette force et d'octroyeralama tiere 
conscience et intention, souvent appeIees « ames ». En Grande-Bretagne et en 
Europe, ces idees ont ete exprimees par des philosophes, des sociologues et des 
theoriciens de l'art et ont ete rapidement introduites au Canada par des 
anthropologue et des artistes canadiens qui ont etaient en Europe. 

Pour explorer cette confluence, j'etudie l'education que Marius 
Barbeau a rer;ue a Paris et a Oxford et sa collaboration avec des artistes visuels 
canadiens. Bien que je me concentre sur les relations professionnelles que 
Barbeau entretenait avec A.Y. Jackson, Edwin Holgate, Arthur Lismer, en 
p 0 rtant une attention particuliere a Emily Carr, il a aussi travaille avec d'autres 
artistes visuels. Je suggere que ces relations etaient fondees sur des modeles 
communs d'education qui ont favorise une compatibilite de principes sur la 
culture, la nation, l'histoire, la « nature» et l'art. Leurs biographies entremelees 
illustrent un moment significatif alors que le vitalisme acquerait une valeur 
culturdle dans l'anthropologie museale aussi bien que dans l'art moderniste 
au Canada. 
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Barbeau, qui se decrivait comme un « collectionneur pionnier », s'est 
efforce de « sauver » les cultures indigenes en envoyant leurs « objets fa~onnes » 
a des musees d'anthropologie et d'art au Canada et a travers le monde occidental. 
n a aussi collectionne les arts folkloriques du Quebec, afin de preserver la culture 
de sa propre enfance dans la Beauce. Plus qu'un simple conservationniste, il a 
voulu que ces collections inspirent aussi les artistes a reinjecter « l'ame » des 
cultures indigenes et folkloriques dans une histoire moderne de l'art canadien 
qui soit accumulative, sinon inclusive. n s'est efforce deliberement de manipuler 
la memoire collective par son souci intense pour ce qui paralt maintenant 
avoir ete un art et une esthetique proto-multiculturels. Cette vision comportait 
certaines notions vitalistes sur la persistance d'une presence de l'histoire dans 
ces cultures materielles primitives, ainsi que l'attente vitaliste de voir les artistes 
raviver intuitivement et materialiser, a travers leur art, ces memoires culturelles 
en voie de disparition. 

C'est a Oxford et a Paris (1907-1910) que Barbeau a appris a voir le 
passe comme un lieu de sens, perspective qu'il a conservee durant toute sa 
longue carriere au Musee national du Canada (1911-1949) suivie d'une retraite 
active (1949-1969). Le directeur d' etudes de Barbeau a Oxford, Robert Ranulph 
Marett, diffusait les idees d'Henri Bergson, qui favorisait l'analyse intuitive 
plutot que l'analyse intellectuelle comme moyen d'etudier les humains et 
leurs mondes materiels qui, les uns comme les autres, se deploient creativement 
a travers le temps. 11 soutenait que les comprendre, c'est saisir intuitivement 
leurs memoires internes, ou« ame »a l'interieur du processus d'evolution. Les 
bons anthropologues etaient ouverts a l'appreciation « intuitive» des processus 
artistiques a quelque point que ce fUt sur l'echelle evolutionniste. Des artistes, 
y compris les artistes prehistoriques ou « ~auvages », avaient laisse des 
traces importantes et des marques memorielles que pouvait decouvrir un regard 
moderne attentif. 

Les textes de Barbeau reveIent peu du sens des realites qu'il rencontrait 
au cours de ses nombreuses expeditions. Il ecrivait plutot d'abondants 
traites speculatifs sur les « origines» ou la « diffusion» ethnographiques des 
technologies sociales, des mythologies, des contes populaires et des cultures 
materielles. Pour Barbeau, toutes les communautes culturelles a l'interieur des 
frontieres du Canada venaient d'immigrants, qu'ils aient ete des « Indiens » 
venus d'Asie a travers le detroit de Bering, ou qu'ils soient arrives plus tard 
d'Eurcpe ou de Grande-Bretagne. Plutot que de se poser en arbitre entre des 
« vagues » d'immigration specifiques, il cherchait a collectionner et a preserver 
leurs traces a tous, pour fournir plus de ressources afin que l'art moderniste 
puisse exprimer le caractere composite unique du Canada dans une compilation 
de memoires. 
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En France, Bergson est devenu celebre pour avoir soutenu que 
l' evolution est dirigee par des forces « spirituelles » a travers le temps, 
forces perceptibles pour ceux qui travailIent de maniere intuitive plutot que 
s c ientifique. n soutenait que les artistes avaient acces d'une maniere unique a la 
force interieure et a la duree des sujets qu'ils peignaient, que ce soit des 
paysages, des objets ou des personnages. Pour les artistes canadiens etudiant a 
l'etranger, particulierement Emily Carr, la philosophie de Bergson leur avait 
offert ainsi une place a 1'interieur de la soi-disant « evolution» inegale des 
divers groupes culturels du Canada. Relativement a l'anthropologie, le directeur 
d'etudes de Barbeau, R.R. Marett, preconisait le vitalisme de Bergson et 
l'appreciation des arts ~~ primitifs » comme vehicules pour l'integration des 
« primitifs » dans la societe et les formes culturelles « civilisees ». Cependant, 
le directeur d'etudes de Barbeau a Paris, Marcel Mauss, adherait a la vision 
rivale de Durkheim d'« ames » et de « forces» vitales de la Nature, qui, 
ne a nmoins, cherchait a humaniser l'evolutionnisme et la la'icite dans la societe 
du debut du XXe siecle. On apprecie rarement le fait que les etudes d'Emily 
Carr en France etaient explicitement bergsoniennes et, par consequent, a 
I ' origine de sa capacite a reconnaitre et a valoriser le travail du Groupe des Sept. 
Elle partageait aussi l'ambition de Barbeau d'immortaliser et de revivifier les 
« cultures en voie de disparition » par une combinaison de collections 
ethnographiques et de production d'art moderniste. 

Bien que Barbeau ait etudie a Paris avec une faction intellectuelle 
durkheimienne opposee a Bergson, cette opposition etait complexe, avec des 
defections periodiques vers le camp oppose. Au fond, durkheimiens et 
bergsoniens cherchaient tous des moyens de reconnaitre le sens de la vie 
humaine sans avoir recours a la tradition judeo-chretienne ou aux sciences 
physiques europeennes recentes. Bien que cette tendance soit nee pendant les 
etudes de Barbeau a l'etranger, au moment OU la France avait declare la 
s e par ation de 1'Eglise et de 1'Etat (1905), sa collaboration avec les artistes a 
debute dans les annees 1920, peu apres que Marett eu theorise des observations 
« de bon gout» sur sa pratique de 1'ethnologie et de l'anthropologie publique. 

Traduction: Elise Bonnette 
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fig. 1 Bethune Memorial House, Gravenhurst, Ontario, 2006. (photo: Parks 
Canada) 
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THE UNMASKING OF 
DR. NORMAN BETHUNE 

T he role of the Historic Sites and Monuments Board of Canada (HSMBC) 
is to commemorate important events in Canadian history and honour 

Canadians who have made a nationally significant contribution to the country. 
In 1972, when the Board adopted a new criterion that "Canadians who have 
made an exceptional contribution outside Canada may be considered for 
commemoration,"! Dr. Norman Bethune (1890-1939) was immediately 
recommended as a person of national historic significance.2 This endorsement 
coincided with Canada's official recognition of the communist People's 
Republic of China in 1970, and Prime Minister Pierre-Elliot Trudeau's belief 
that Canada should no longer ignore Bethunes heroic accomplishments. 

Born in Gravenhurst, Ontario, Norman Bethune was studying medicine 
at the University of Toronto when he enlisted as a stretcher-bearer with the first 
Canadian contingent leaving for France at the outbreak of World War J.3 In 
1916, after completing his studies he served in the Royal Navy and spent several 
years in Europe before moving to Detroit in 1924 to set up a medical practice. 
In the early twenties he developed pulmonary tuberculosis and after three years 
of illness, he underwent an experimental pneumothorax operation. By 1928, he 
was again in Montreal working under the surgeon Dr. Edward Archibald at the 
Royal Victoria Hospital. Here and at Hopital du Sacre-Coeur in nearby 
Cartierville, he gained great distinction as a chest surgeon and pioneer in the 
treatment of tuberculosis. 

During this period Bethune also formed the Montreal Group for the 
Security of People's Health, which lobbied the Canadian government for radical 
changes to medical care and health services. In 1936 he travelled to Spain as a 
volunteer with the Canadian Red Cross where he organized a Canadian Mobile 
Blood Transfusion Unit for the front-line treatment of Republican Army soldiers. 
Bethune was now committed to communism and in 1938, at the time of the 
Second Sino-J apanese War, the American and Canadian League for Peace and 
Democracy asked him to travel to China. As health consultant to the northern 
border regions of Shan-Shi, Tas-Ha-Erh and Hebei, Bethune coordinated 
medical services for the wounded, opened the International Peace Hospital and 
established short-term training courses that graduated medical personnel every 
six weeks. Performing countless surgeries day and night at the front, Bethune 
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died of blood poisoning on 12 November 1939 after cutting his finger while 
operating on a soldier. 

Before Bethune's official recognition by the Canadian government in 
1972, few people in this country were aware of his achievements; since then, his 
life has been interpreted and celebrated at home and in China and Spain. This 
discussion investigates the presentation and interpretation of Bethune~ symbolic 
identity evident in two pennanent commemorative sites: the Bethune Memorial 
Museum in Gravenhurst and Place Nonnan Bethune in Montreal. Crucial to 
this investigation is the definition of his memory by various agencies, especially 
the Bethune Foundation, which was active in Montreal in the 1970s. 

Nonnan Bethune Memorial Museum 
After the Canadian government re established diplomatic relations with China, 
several Chinese delegations insisted on visiting the Presbyterian manse in 
Gravenhurst where Bethune was born on 3 March 1890. By the time the 
Department of External Affairs purchased the manse from Trinity United 
Church in 1973, it was becoming a shrine.4 As an editorial in The Muskoka 
Sun commented: 

It has been the influence of Chinese friends that has brought more focus to 
bear on this Canadian. Pilgrimages to his birthplace in Gravenhurst 
resulted first of all in marked inconvenience to the resident United Church 

Minister, and then in a realization that Canada had failed to understand a 
man who was accorded such stature in another land. The establishment 
now, of a shrine ... points the way to a recognition of a notable Canadian, not 

perhaps a successful one, but a man who made praiseworthy contributions 
to the world in his lifetime. Our "heroes" are not all victors, and in recognizing 
others we are showing awareness of the quality of humanity in the life 
ofCanada.5 

While Chinese delegations are often cited as the key factor in establishing 
the Bethune Memorial Museum, the critical force was the Bethune Memorial 
Committee based in Montreal, later incorporated as the Bethune Foundation! 
La Fondation Bethune.6 In late 1971, twelve of Bethune's friends and associates 
decided it was finally time to perpetuate the man~ memory and spirit) The 
impetus was the Norman Bethune Symposium held at McGill's Redpath Hall 
on 25 November. The keynote speaker was Hazen Sise who also had been 
corresponding since 1967 with Peter H. Bennett, the secretary of the HSMBC, 
on behalf of Bethune.8 When his proposal to the government agency was twice 
refused on the grounds that Bethune's contributions to medicine were not 
extraordinary, Sise argued that the "prime motive for commemoration 
should not be his medical achievements per se" but ought "to concentrate on 
his having turned his back on what would have been a great career in the 
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fig.] Parlour of B~thun~ M~morial House, 2008. (photo: Parks Canada) 

conventional s~ns~ in order to concentrat~ on all hi s innat~ qualities or 
driv~s - courag~, energetic commitment to humanity, inventiv~ skill and 
prescience ...... At the symposium, he articulated Bethune's importance as a role 
model: "The function or the arUst is to disturb. His duty is to rouse the sleepers, 
to shak~ the complac~nt pillars or the world. H~ reminds th~ world or its dark 
ancestry, shows th~ world its present, and points the way to its new binh. H~ is 
at once the product and preceptor or his time. "9 In his closing remarks Sise 
quoted Prime Minister Trudeau, who in April 1971 had complained on the 
Ooor or th~ l-Ious~ or Commons that this great Canadian was more recognized 
in China than in Canada. Finally, Sise announced the establishment of the 
Bethun~ Memorial Committee to remedy "this lamentabl~ siNarion," and was 
its chair until his death in 1974. 

The conunittee~ mandate was to expand awareness or Bethune's oonttibution 
to society and to inspire peopl~ and organizations to emulat~ his spirit or 
i n t ~ mationalism and service to hwnanity. With such g02is at the rorefront, Sise 
was active in various projects, including organizing a photographic exhibition 
on Bethune, lO sponsoring symposia and encouraging student and teacher 
exchanges through China-Canadian scholarships. H~ also pursued the 
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acquisition of the manse where Bethune was born. ll Although the family had 
left Gravenhurst when he was only three, "For years Norman spent his summers 
at Gravenhurst. Here, in the Muskoka Lakes, he developed a passion for 
sw i mming ... and showed delight with the forests and the summer skies."u After 
the manse was purchased in 1973, it was restored to its late nineteenth-century 
condition to reflect the time period when it was occupied by the Bethune 
family. In 1976, the museum opened under the supervision of Parks Canada and 
in 1996 it was finally designated as a national historic site. 

As one arrives at the Bethune Memorial House, the view is pure nostalgia: 
a clapboarded house, a maple-shaded street, a proper garden (fig.l).13 Once 
inside, visitors see cloaks and hats hanging in the hall and the minister's visiting 
cards resting on a table, as well as the original wallpaper that was custom­
reproduced and new carpets that were made in late-nineteenth-cent:my patterns. 
The rooms are furnished with artifacts that are true to the time and period, such 
as baby clothes and an antique cradle and pram in the master bedroom, 
although none of the objects is original to the house. The texts on the wall, the 
tract by the bed and the harmonium in the drawing room further betray a middle­
class Presbyterian household (fig.2). On the ground floor, the study includes 
a massive desk, a bookcase holding an assortment of religious texts and a 
composite photograph of the minister's Divinity class at Knox College. 

Organic unity and preservation are the guidelines of restoration14 and 
therefore, the purpose of scholarly research is to guarantee that the setting and 
objects on display reflect historical fact. In the case of the Bethune Memorial 
House, the restoration team was troubled by the fact that no one knew which 
room Bethune was born in and respectful Chinese visitors were most interested 
in this particular room. Although his birth certificate stated he was born at 
home, Margie Lou Shaver, curator of the National Historic Parks and Sites 
Branch of Parks Canada, was reluctant to merely guess where Bethune's mother 
actually gave birth: "an attempt at isolated and conjectural refurnishing in a 
structure considered of significance in our external relations can only reflect 
adversely on the credibility of this Branch and place us in an indefensible 
positiOn."15 In the end, visitor expectations won out, confirming that the effect 
on the visitor sometimes takes precedence over strict historical accuracy. 

In addition to reflecting late Victorian taste, the restoration of the house 
was designed thematically to communicate Bethune's convictions about social 
justice and human welfare. At the end of the tour, visitors enter a memorial 
room showing images ofBethune from diffennt periods of his life. His graduation 
photograph from the School of Medicine at the University of Toronto is on 
display and nearby a large replica of a Chinese painting shows Bethune performing 
surgery in a makeshift hospital in the Shanxi-Hobei border region of China, 
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where the fighting was fierce. White lab jackets are provided for visitors to wear 
when they take photographs of themselves in front of the memorabilia: tourists 
are invited to imagine themselves as Bethune, to impersonate the man they have 
come to admire. 

Despite the painstaking attention to historical detail and the visitors' 
expectations, it is questionable whether the Bethune Memorial House truly 
acknowledges his brilliant and often difficult character. It might be surprising 
to know that Bethune regarded Canadian society, especially the medical 
profession, with contempt and considered it complacent, self-absorbed and 
corrupt, without care or compassion for the sick and destitute. Is it possible to 
see the Bethune Memorial House as an ironic commentary on the environment 
against which Bethune rebelled? Indeed, the memorial may present an unusual 
example of what museologists label "heritage dissonance." Bethune chose to 
depart from certain aspects of his own heritage and the memorial reminds us 
that no individual has a single identity and that the very construction of identity 
is complex. Over the course of his life Bethune belonged to a variety of 
communities and connected differently with each of them. 

In contrast, the Visitor Centre next to the Bethune Memorial House 
clearly docmnents the activities of Bethunes life, including his social commitment, 
his medical achievements and his self-sacrificing death in China. The Centre 
attempts to do full justice to the many experiences that identify the man, such 
as his battles with tuberculosis as a patient and doctor, his efforts as an innovative 
thoracic surgeon, his service to the wounded on the battlefields of Spain and 
China, his contributions as a poet and artist and his work organizing art classes 
for poor children in Montreal. It also commemorates numerous contemporaries 
who were deeply affected by Bethune, such as social activists and physicians 
Wendell MacLeod, H.E. Shister and Francis McNaughton, blood specialists 
Paul Weil and Charles Drew, as well as architect Hazen Sise, writer Ted Allan 
and artists Fritz Brandtner, Marian Scott and Paraskeva Clark. 16 

The Centre also displays visual evidence of his life (figs.3 and 4), 
including copies of some his own paintings: TB's Progress, 17 produced in 1926 
when he was a patient at the Trudeau sanatorium in Saranac Lake and Night 
Operating Theatre (fig.5),18 a bird's-eye view of Bethune performing emergency 
surgery at the Sacre-Coeur Hospital. There is also his self-portrait painted 
under the tutelage of Marian Scott.19 These images co-mingle with representations 
that originate primarily in China, including a photograph of a statue of Bethune 
in front of the International Hospital in Shijiazhuang near his tomb, along 
with a colour print titled "Our Doctor Bethune" that appeared in a picture 
book published by the Foreign Language Press in 1975. This illustration was 
accompanied by the annotation: "Though always on the move in this wartime 
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fig.3 Bethune Memorial House Visitor Centre, 2009, images from his life in Spain 
and China. (Photo: Parks Canada) 
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fig.4 Bethune Memorial House Visitor Centre, 2009, images of his life in Canada. 
(photo: Paries Canada) 
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situation, Comrade Bethune gave medical cue not only to the wounded 
soldiers but also to the people. So the people affectionately called him 'Our 
Doctor Bethune'." 

Visitors to the memorial site are directed first to the Centre, where they 
tour the exhibition and watch a ten-minute video excerpted from a 1964 
National Film Board of Canada documeotary;20 they then continue on to the 
Bethune Memorial House. This strategy is a recent deveJopment: when the 
museum first opened, greater emphasis was placed on the home and daily life of 
the Bethune Family. The staff dressed in Victorian costume and acted out 
household taSks: Monday was washday, Tuesday was ironing, Wednesday was 
se\\ling, Thursday was deaning and Friday and Saturday were baking and cooking. 
A Bible and silver tea set were displayed on Sunday. This privileging of 
Victorian life coincided with the Canadian government's reluctance to define 
Bethune politically: while it celebrated the Victorian aspect of the house and 
honored the doctor who once briefly lived there, it denied that he was an actively 
engaged communist.11 

fig.5 Nonnan Bethune, Night Operating Theatre, 1936, oil on canvas, Medical 
Library, Royal Victoria Hospital, Montreal. (pboto: Royal Victoria Hospital Multi 
Media Services Department) 
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fig.6 Cenlmic 
figure of Dr. 
Bethune on ~ chest· 
nut horse. Gifted to 
Bethune Memorial 
I louse by the 
Chinese Association 
of Science and 
Technology in 1982. 
(Photo; Parks 
Canada) 

Today the Bethune Memorial House finds most of its meaning through 
Bethunes symbolic importance in China. Although efforts have been made to 
bring Canadians from other parts of the country to Gnvenhurst,22 the majority 
of visitors are from China Of vacationing Chinese Canadians. Significantly, 
they are welcomed to the Visitor Centre by guides who speak Mandarin . Ovef 
the yeafs, visitors have brought gifts, including statues of Bemune (fig.6). 
However, few of these presents rel2te specifically to Bethunei the rest are 
Chinese memorabilia of all cypes.ll The gift·giving ritual can take the fonn of 
an official presentation by a visiting business group or may be an anonym 0 u s 
gesture from someone touched by their experienct:. The growing collection of 
hundnxis of donated objectS has led to the implementation of policies for 
their evaluation, management and maintenance;2" they are displayed in the 
ViSitor Centre on a rotational basis and ocasionaDy exhibited at other venues. 
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The representations of Bethune are of particular interest because they 
encompass the full spectrum of images circulating in China. For example, on 30 
August 1976, an embroidered picture of Bethune was presented by a delegation 
of seventeen Chinese diplomats and officials; Bethune also appears in woodcuts 
reminiscent of brightly coloured Chinese folk prints. In one poster, "Time is 
Money," he rides a galloping horse; in another created by the Salt City Peasants, 
Workers and Soldier Cultural Revolution Committee, he floats in the sky while 
his memory lives on in the minds of the workers marching below. The workers 
carry Mao Zedong's Red Book, which includes the essay "In Memory of 
Norman Bethune,"25 written by Mao soon after Bethune's death. Another 
Cultural Revolution block print titled Raise Mao's Theory Highly and Raise the 
Greatest Red Flag, portrays Lin Biao, a brilliant Red Army commander who is 
also holding Maos book. Below the picture is the caption: "Serve the People, In 
memory of Bai Qui En [the name Bethune was given in China]. Yu Gong can 
move the Mountain." The proverb implies that everything, even the most 
difficult task, can be accomplished one step at a time. 

Thus it is no surprise that the Bethune Memorial House has become an 
excellent resource for promoting Canada's relationship with China, often 
providing the backdrop for events that cemented agreements between the two 
countries. For example, a photograph taken on 9 August 2007, records the 
Honourable Tony Clement, MP and Minister of Health, and Dr. Alan 
Bemstein, President of the Canadian Institutes of Health Research, announcing 
the creation of the Canada-China Norman Bethune Health Research 
Scholarships for young Chinese students wishing to study at the doctoral level 
in Canada. The many such publicity photos taken at the Bethune Memorial 
House serve as reminders that heritage is made up of parts of the past that may 
be selected for contemporary purposes, whether economic, cultural, political or 
social. Those who use historic sites for gain are, in effect, capitalizing on the 
business of heritage. 

Another recent example of the use of the Bethune Memorial House is 
"The China Market Study" completed in 2007 by the Manning Consulting 
Group.26 This was "an assessment of the opportunities and issues facing the 
District of Muskoka, the Town of Gravenhurst and Parks Canada's Bethune 
Memorial House National Historic Site in attracting and developing the 
in t e mational Chinese traveller and domestic ethnic Chinese traveller markets." 
It was produced in conjunction with a (failed) proposal to expand the interpretive 
centre at the site and build a Chinese Canadian Culture Centre in Gravenhurst. 
The study followed Canada's similarly unsuccessful 2005 attempt to gain 
Approved Destination Status that would permit Chinese citizens to travel to 
Canada for leisure. Historical manipulation is, however, at work in Microbix 
Biosystems Inc.'s proposal of 2008 to construct a replica of the Bethune 
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Memorial House in China on the grounds of the Toronto-based company's new 
influenza vaccine fucility.27 Jointly owned by Microbix and the Hunan government, 
the $200 million facility would be one of the world's largest flu vaccine plants. 
According to Mark Cochran, the principal director and acting chairman of the 
board, Microbix decided to use Bethune as he best symbolized Canada for 
most Chinese people: "The idea is to build a precise replica, a board-by­
board reconstruction," and that it is not "just the building, but the contents as 
well. We're going to look at what's in Gravenhurst and see if we can find antique 
pieces that match .... We want to make this house available to Chinese who can't 
otherwise come to Canada to see it. It's simply for the people." It is also, most 
pointedly, the business of heritage. 

Bethune Statue, Place Norman Bethune 
Connecting Bethunes image with governmenta~ commercial or related enterprises 
is another means of capitalizing on his memory. This is exemplified by the 
various uses of a statue of Bethune that was given to Montreal by China in 1976 
and placed in a small downtown park known as Place Norman Bethune, near 
Concordia University, in 1978. In the spring of 2006, representatives from 
Concordia and Montreal mayor Gerald Tremblay travelled to China as part 
of an urban development mission to sign a memorandum with the Chinese 
architectural firm Werkhart International, to create an annual graduate 
s c h 0 larship in urban studies at Concordia,28 The delegates also attended the 
opening of the J ardin de Montreal Pavilion in Pudong Century Park, Shanghai; 
an accompanying display included plans by the architectural firm Groupe 
Cardinal Hardy to upgrade Quartier Concordia by widening the sidewalks, 
creating bike paths and improving the landscaping, signage and lighting,29 The 
centerpiece of this project was the sculpture of Bethune. Place Norman 
Bethune was intended to provide a strong visual identity for the University, 
one that was described in the original planning competition, as "the university's 
tradition of social justice and artistic innovation." According to a City of 
Montreal press release in 2008, the square is "across the street from Concordia 
University, a popular choice for Chinese international students." 

Quartier Concordia was formally opened on 14 October 2008 with the 
reinstallation of the statue, newly restored and cleaned by the City of Montreal. 
The ceremony concluded Phase 1 of the $22 million invested in the project, of 
which $3 million was spent on the revitalization of the square. The re dedication 
ceremony, which took place in front of the monument that had been first 
installed 30 years earlier, was attended by His Excellency Lan Lijun, the 
People's Republic of China's ambassador to Canada, Concordia's president 
Judith Woodswonh, the Right Honourable Adrienne Clarkson, former 
Governor-General of Canada, and mayor Gerald Tremblay. The event 
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fig. 7 Place Nonnan Bethune, at the intersection of Guy Street and Boulevard de 
Maisonneuve, Montreal. (photo: Brenda Dionne) 
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launched a year of events to mark the eightieth anniversary of Bethune's arrival 
in Montreal and the seventieth anniversary of his departure for China. 

Bethune lived in Montreal from 1928 to 1936, longer than in any other 
place, and his profound commitment to social causes took root during those 
years. However, the role of Montreal's Bethune Foundation in the creation of 
Place Bethune (fig.7) has been poorly acknowledged. In the chronology posted 
by Concordias Media Relations in 2009, no mention is made of the fact that the 
minutes of the Foundation's annual meetings and various correspondence show 
that the members believed that they had initiated the project. The quest for a 
monument to Bethune began on 23 January 1974 when Hazen Sise wrote to 
City Councillor John Lynch-Staunton,30 stating that the redesigning of Beaver 
Hall Square near Place Ville Marie offered an ideal opportunity: "For years it 
has become an increasing embarrassment that there is nowhere in Montreal a 
statute or a monument or even a plaque to memorialize Norman Bethune in the 
city where he did his significant work - apart from Spain and China." Sise 
emphasized that Beaver Hall Square is a highly appropriate site: "In the [nearby] 
studio, with a few friends (notably Fritz Brandtner and Marian Scott) Bethune 
had pioneered in Montreal a new method of teaching art to children. In that 
studio were held some of the meetings of the Montreal Group for the 
Security of the Peoples' Health, which, in 1935, produced a manifesto which 
an ti ci pa tedmedicare." 

Sise's proposal was rejected, but a year later Montreal's Executive Council 
designated the de Maisonneuve Boulevard site as Place Norman Bethune; 
Sise and several members of the Foundation were in full agreement.31 On 12 
April 1976, Foundation members Abraham Cohen and Mary Rosamond Weil 
accompanied the City of Montreal's Jean Dupire to the Ottawa embassy of the 
People's Republic of China to discuss the possibility that a statue of Bethune 
would be produced in China and presented to Montreal. Later that same year, 
a full-length standing sculpture produced in a Beijing factory by Situ Chieh, 
Hsieh Chie-sheng, We Chang and Tsui Wu-chin, arrived in Montreal. It was 
first exhibited at the Montreal Museum of Fine Arts, then in the Chinese 
Pavilion at the former Expo '67 site and in downtown Place Desjardins. Leaflets 
outlining Bethune's life and a photography exhibition prepared by the 
Foundation accompanied these presentations.32 The statue was finally installed 
in Place Norman Bethune in 1978. Although many members of the Foundation 
felt the figure should be looking eastward towards China instead of southward 
towards an office building, Weil insisted she was in favour of its position 
because it was highly visible from passing traffic. Little did she realize that the 
pigeons she described in her report of the opening ceremony as providing "a 
dramatic flight picture for TV Peking and sound effects for Radio Peking"33 
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would be the statue's undoing. Nor could she or the other members of the 
Foundation, many of them faculty and associates of McGill University, have 
anticipated that thirty years later, Concordia would claim a strong affiliation 
with Bethune while ignoring his long-standing relationship with McGill and 
its hospitals. 

The small triangular square and its sculpture were also ignored by the 
City of Montreal Although located in one of the busier downtown intersections, 
near bus stops, the Guy-Concordia metro station, shops, restaurants and 
a p a rtment towers, the square fell into serious disrepair and the statue was 
scarred by bird droppings. Nonetheless, the area became a site for protests 
against politicians, corporations, the military and perceived domestic and 
in t e rnational injustices.34 It has been a rallying point for numerous activist 
organizations, including the South Asia Center, VAssociation des Jeunes 
Libanais Musulman-Montreal, the Centre for Philippine Concerns, Le 
Collectif oppose la brutalite policiere, the Grass Roots Association for Student 
Power, the International Solidarity Movement, the Quebec Public Interest 
Research Group and Solidarite sans frontieres/Solidarity WIthout Borders and 
so on. An article published by the student-run newspaper, The McGill Daily, in 
October 2007 exemplified the square's continued political identity; it called for 
a march in solidarity with protesters in Burma, culminating with a gathering at 
"the Bethune Monument of International Solidarity."35 

Coinciding with a surge of local interest in China-Canada relations, the 
monument has been further re-appropriated and its meaning codified in an 
interlocking network of cultural, social, economic and political ideologies. 
WIthout question, the City of Montreal in partnership with Concordia 
University, has orchestrated the re-configuration of the Bethune monument to 
seJ.Ve and justify the policies and actions of its corporate allies. Inevitably, 
distortions and misrepresentations of Bethune's memory have occurred. This 
may be due to the City~ failure to affix an historical plaque to the monument 
that would identify Bethune with more than just the dates and places of his 
birth and death.36 Most public sculptures dedicate space, often on the 
pedestal, for recording aspects of the subject's life and the reasons for his or 
her commemoration. Why has Montreal not attached an explanatory plaque to 
the Bethune statute? One wonders if City Hall still considers Bethune, who 
became a communist in 1935, to be a controversial figure or simply, do they 
know him only as a symbol of Canadian-Chinese business relations? 

The McGill connection has all but disappeared from the discourse on the 
Bethune statue, but ironically, Norman Bethune's contributions have been more 
accurately commemorated at McGill University. The OsIer Library of the 
History of Medicine holds a rich archival collection on his life and work 
amassed in the 1960s and 1970s.37 This unusual and eclectic assortment of 
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materials and artifacts, known as Bethuniana, arose from the generosity of 
Bethune~ friends, colleagues and admirers, as well as authors of biographies on 
Bethune: Roderick Stewart, Ted Allan and Eugene Perry Link. Over the years 
various exhibitions of Bethuniana have been mounted at the entrance to the 
library; they have succeeded in acknowledging Bethunes medical innovations, 
his pioneering techniques as a thoracic surgeon and his significance as an 
advocate of socialized medicine - the very same contributions the Historic Sites 
and Monuments Board of Canada had originally refused to recognize as 
sufficiendy significant for official commemoration. 

Norman Bethune is now remembered through an astonishing variety of 
testimonials: the Bethune Memorial Museum, the Bethune Statue at Place 
Norman Bethune, monuments and exhibitions, artifacts objects, paintings, 
sculptures, photographs, prints and texts are all devoted to his memory. In 
recent years, the way in which he is remembered is also changing. When the 
Bethune Foundation helped organize a symposium at McGill in 1979 to mark 
the fortieth anniversary of his death, it approached his times and achievements 
through biography. Most of the speakers at that conference and whose talks 
were subsequendy published in Norman Bethune: His Times and His Legacy, had 
known Bethune personally and spoke about his accomplishments. Almost a 
decade later, a different perspective was evident at the symposium organized by 
Dr. Catherine MacKenzie of Concordia University to accompany the exhibition, 
Crossing Cultures: Images of Norman Bethune in China, which was held at 
Concordia's FOFA Gallery in conjunction with the re-installation of the 
Bethune statue in October 2008. The presentations were less about Bethune 
and more about the role of art-making and imagery in capturing his memory.38 

The talks focused on objects produced in Bethune's lifetime, including paintings 
by his artist friends in Montreal, photographs taken by Sise during the Spanish 
Civil War and Sha Fei's photographs of Bethune in China. The various ways 
Bethune has been portrayed - in woodcuts, posters and woven tapestries after 
his death and during the Cultural Revolution, and in films, exhibitions and 
museum displays in Canada and China from the 1970s to today - were also 
p resented. How Bethune will be remembered in the future remains to be 
seen. At the intersection of personal significance, political correctness and 
civic interpretations, the visual and conceptual manifestations of Bethune will 
surely take on new meanings as the twenty-first century progresses. 

LOREN LERNER 
Art History Department 
Concordia University 
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Resume 

LE DR NORMAN BETHUNE DEMASQUE 

Le role de la Commission des lieux et monuments historiques du Canada est 
de designer d'importance nationale une realisation speciale, un evenement 

marquant de l'histoire du Canada ou une contribution particulierement 
remarquable au Canada. Lorsque, en 1972, la Commission adopta un nouveau 
critere et que « les Canadiens qui ont fait une contribution exceptionnelle a 
l'exterieur du Canada pourront etre l'objet d'un avis favorable de la 
Commission », le Dr Norman Bethune (1890-1939) fut immediatement 
recommande comme personne d'importance historique nationale. Cette 
recommandation co'incidait avec la reconnaissance officielle par le Canada de la 
Republique populaire de Chine, en 1970, et le fait que le premier ministre 
Pierre-Elliot Trudeau considerait que le Canada ne pouvait plus ignorer les 
realisations hero'iques de Bethune a l'exterieur du pays. Le present article examine 
l'association de Bethune avec des valeurs, significations et attraits divers a 
t r avers deux lieux commemoratifs. 

Le premier est le Bethune Memorial Museum a Gravenhurst, Ontario, 
le presbytere protestant OU Bethune est ne. La residence a ete achetee par le 
go uvernement federal en 1973 et restauree dans l'etat OU elle etait a la fin du 
XIXe siecle, afin de rappeler l'epoque OU elle etait habitee par la famille 
Bethune, en prenant quelques libertes avec l'exactitude historique. Le musee, 
inaugure en 1976, comprend un centre pour les visiteurs adjacent a la maison, 
OU l'on presente un film et une exposition sur les activites de la vie de Bethune, 
y compris son engagement social, ses innovations medicales et sa mort en 
Chine, quoique laissant a peine soup~onner son mepris pour la profession 
medicale au Canada. En depit des efforts pour attirer des touristes canadiens a 
Gravenhurst, la majorite des visiteurs viennent de Chine ou sont des Canadiens 
d'origine chinoise en vacances. lis ont apporte une enorme quantite de presents 
en hommage a Bethune, des objets de toute sorte, petites statues, objets d'art et 
photographies. En consequence, la Maison-Commemorative-Bethune tire 
maintenant une grande partie de sa signification a travers son identite symbolique 
avec la Chine. 

Le second lieu est la Place Norman-Bethune, petit parc pres de 
l'Universite Concordia, dont le centre d'interet est une statue en pied grandeur 
nature de Bethune, fabriquee a Beijing et donnee a la ville de Montreal par 
la Chine en 1976. Apres des annees d'incurie, le site a ete refait et ameli ore 
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pour devenir le centre d'attraction du quartier Concordia. Le pare a ete 
officiellement rouvert le 14 octobre 2008 par la reinstallation de la statue, 
restauree et nettoyee aux frais de la ville mais depourvue d'une plaque rappelant 
ses realisations. Bien que la fonction de la Place Norman-Bethune ait ete de 
donner une identite a l'universite, elle est devenue un point de ralliement social 
et politique pour de nombreuses organisations activistes locales. 

La maniere dont diverses agences, particulierement la Fondation 
Bethune, active a Montreal dans les annees 1970, ont caracterise la memoire de 
Bethune est d'importance cruciale pour I' etude de ces deux Iieux commemoratifs. 
Le president de la Fondation etait Hazen Sise, architecte qui a servi avec 
Bethune en Espagne. Depuis 1967, Sise avait entretenu une correspondance 
avec la Commission des lieux et monuments historiques du Canada pour que 
Bethune soit reconnu. Les proces-verbaux des assemblees annuelles de la 
Fondation ainsi que diverses correspondances revelent qu'elle avait eu l'idee 
d'acquerir la Maison-Commemorative-Bethune et que le developpement de la 
Place Norman-Bethune etait leur propre initiative. Le croisement des sentiments 
personnels, de la rectitude poIitique et des interpretations civiques, a fait que la 
memoire de Bethune, au Canada, a ete manipulee a des fins contemporaines, 
qu'elles soient d'ordre economique, culturel, politique ou social. 

Traduction: Elise Bonnette 
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COMPTES RENDUS I REVIEWS 

INVENI10N & REVIVAL 
The Colour Drypoints of 
Ih.;d Milne & John Hanman 
Anne-M2rie N1NACS and Rosemarie 
TOVELL 
Carleton University Art Gallery, 
Ottawa, 2008 
143 p., 52 colour plates, 1 blw iUus., S 

Given the well-deserved foUowings that the Canadian artistS David Milne (1882-
1953) and John Hanman (b. 1950) have both enjoyed and the wonderful qualities 
in their respective works of art, this book on their colour dryJXlints should luve 
been a gem. ~ wdl, there 3fe the fine rcput2tions of the writers on board; for 
example, Rosent1rie Tovell, who wrote the C:U:lIJogue's m:ain essay, produced the 
National Gallery of Canadas monograph on David Milne's P.inting Plilce in 1976 
as weD as the landmark NGC e:xhibition cattloguc, Rifleaions in 11 Quiet Pool: TIN 
Prints of lJtrvid MilM in J 980. How unfornmare then, that the Urltton publication 
&lls short of its m:lJ'k in seven.l ways. The project seemed off to:il promising Start: 

a few years ago Dima Nemiroff, director of the Carleton University Art Gallery, 
invited Rosemarie Tovell, then newly retind as the CUJ'2tor of prints and drawings 
at the National G.1Uery, to look through Carleton's extensive print holdings with 
an eye to cur.ning an exhibition. Tovell was drawn to the body of intriguing colour 
drypoim:s produa:d by Ontario-based artist John Hanman from 1985 to 1994, 
which he aclmowledges were directly inspired by the colour drypoints that Milne 
had created from 1927 to 1947. Anne-Marie Ninacs, curator at the Musee 
national des bea\U~arts du Quebec, was invited to oontribute an essay, following 
on her lecture about Milne that was pan of her recent research fellowship at the 
National ~JJery of Canada. Sandra Dyck, curator of the Carleton Gallery, was 
pressed into servi« as the books copy editor (given double hlllingwith Nemiroff). 
A conversation among Nemiroff, Tovdl, David MilneJr. andJohn Hartman taen 
from arecording made when they looked through the prints for the exhibition, is 
also included in the catalogue. 
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Physically and aesthetically, the volume is not very pleasing although a 
well-respected and award-winning designer, Barr Gilmore, was in charge of the 
book The basic landscape format and two-column arrangement of the texts work 
well enough. Perhaps to echo the idea of colour drypoints, red is used throughout 
the texts as a kind of accent, but not to any positive or logical effect. For example, 
the titles and subtitles of the essays appear in red, as do the folios. But the decision 
to have the footnotes to each essay printed in red only makes them extremely 
difficult to read and gives them exaggerated attention, as though they are urgent 
material. Expense not does seem to have been an issue as each of the prints in the 
exhibition is reproduced in full colour. Twenty drypoints by Milne and about half 
of the twenty-one by Hartman in the show have been carefullyreproduced in the 
catalogue at the exact size of the originals. The remaining prints by Hartman are 
actually a fair amount larger in scale than they appear in the publication, something 
not obvious to the casual reader. The plates all appear on right-hand-side pages 
while the titles and dates of the works are in a large font on the opposite page. 
Because of their central positioning and large type size, they vie for our visual 
attention as we page through the images in the book A more fitting decision might 
have been to leave the left-hand pages blank, acting as foils (rather like David 
Milne's dazzle spots) for the images on the right. 

In the first essay in the book, Rosernarie Tovell sets out to describe the artists' 
investigations with colour drypoint and to give some sense of the place of colour 
drypoint within their overall output, since it constitutes only a small portion of 
their total production. For both Milne and Hartman, the foray into printmaking 
provided a respite from painting and a way to explore other technical and 
asesthetic challenges. Tovell also tries to convey a feeling of the relationship 
Hartman has to the work of David Milne. She suggests that Hartman's "empathy" 
for Milnes art, as well as what she terms as his "feeling an identity" with Milne's 
vision grew out of their commonalities, such as both having lived near Georgian 
Bay. But certainly Hartman s attraction to Milne is due to the characteristics of the 
work (as he himself states in the conversation printed in the book) and not because 
he lives near both the place where Milne grew up and also close to Six Mile Lake, 
where Milne spent the period of 1933 to 1939. 

Tovell refers awkwardly to Milne as having been "influenced by the 
Modernist philosophical aesthetics" and of both artists' "deep-seated regard for the 
natural world and a need to express its supremacy in art." In approaching the work 
of an artist as intelligent and complex as David Milne, one must come armed with 
clear and precise thought at the very least. If these are difficult to muster, other 
writers have discussed Milne with insightful expression and accurate language. But 
Tovell makes only one quick reference to other texts on the artist - Lora earneys 
article on Milnes subject pictures in The Journal of Canadian Art History, vol.1 0, 
1987. Oddly, there is no bibliography in the book. A reader can pick through the 
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red fooUlotes to look for the titles of publications, but many texts on David Milne 
particularly are not cited. 

Of Milne's first technically successful drypoint, Lake Placid, Winter Sunset 
(1929), Tovell says: "The brilliant, sunny Lake Placid winter landscape was Milne's 
inspiration." Other writers on MiIne might differ regarding such emphasis on the 
subject. For example, John O'Brian in his landmark text, David Milne and the 
Modern Tradition of Painting (Toronto: Coach House, 1983), emphatically states 
that Milne rejected the relevance of subject matter (p.13) and that the subject 
rarely held intrinsic significance because formal devices were his prime interest 
(p.37-38). Whether Milne was working with the figure, still life, city views or 
landscapes, he set things up and got into positions where a motif came alive; and 
then he tried to give it aesthetic kick, using the subject only as an initial stimulus. 
Exceptions could be some of his war works and his so-called subject paintings or 
fantasy pictures of his later years. But Tovell differs and implies that reflections 
were Milne's favourite subject. Perhaps if the word "subject" were replaced with 
the term "motif' (which Milne himself used), this idea would be more accurate. Of 
course Milne was not alone in this modernist enterprise; the shift in emphasis away 
from the subject and toward formal means had begun in the mid-nineteenth 
century and caught the imaginations of artists around the world. 

In writing on John Hartman, Tovell claims that Hartman's ideas on nature 
and spirituality are parallel to those of Milne. For example, she quotes Hartman as 
saying, "I am aware of a spiritual dimension to the physical world and any sense 1 
have of divinity is experienced mostly when I am in Nature ... " (p.ll). Tovell 
remarks that such attitudes are similar to those held by David Milne, but without 
making reference to any passages from Milne's writings to better prove her point. 
This is a delicate, tricky theme for exploration and needs a steady hand and a 
rigo rous approach. 

Next up in the book is Anne-Marie Ninacs' essay; entitledChilds Play, again 
attempting to crack the nut of the essential quality of the drypoints and the artists' 
individual objectives. She leads the reader logically and with focus toward her 
conclusion that is disappointingly vague because she suggests that each artist was/is 
about "love," which seem a ratherjejeune notion. Ninacs prefers to avoid making 
the link between Milne's "aesthetic emotion" or "aesthetic kick" with that of Clive 
BellS "significant form" (with which Milne was very familiar) and does not convey 
that his notion of intransitive love in painting was truly that and not about a love 
engaged with everyday attachments. Hartman ~ brand of love, in contrast, seems 
much more linked to his surroundings and their histories, much to the benefit 
of his art. A few other small points about Ninacs' essay: she quotes from her 
interviews with John Hartman but doesn't give the dates when these took place. 
She also mentions that scholars view Milne's Painting Place as a self-portrait, but 
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her footnote credits only Rosemarie Tovell with this interpretation. Ninacs senses 
that Milne has an intense emotional response to landscape and she tidily 
pigeonholes Milne as a formalist and Hartman as an expressionist. These 
characterizations are true to an extent, but they establish a polarity that makes it 
hard to compare their work and to find any aspects in common. Ninacs' strange 
reference to Milne as a Zen artist has no further explanation; perhaps she means it 
as a slang term for his habit of working very quickly in one sitting. 

Both Tovell and Ninacs perplexingly ignore previous writers on Milne. 
David Silcox's biography and catalogue raisonne of Milnes paintings is not cited 
nor is Ian Thorn's important book for the 1991 touring exhibition that he edited 
and to which he contributed two texts. Megan Bices essay, "Creative Courage," in 
that same publication is an excellent study of what made Milne tick as an artist and 
how he integrated the principles of his art into his life. Also ignored is the most 
recent work of scholarship, the multi-authored catalogue, David Milne 
Watercolours: Painting toward the light (Art Gallery of Ontario and Douglas 
& McIntyre, 2005), edited and contributed to by Katharine Lochnan for the 
exhibition that traveled to the British Museum, the Metropolitan Museum of Art 
and the Art Gallery of Ontario. This absence is somewhat surprising since Tovell 
herself wrote an essay on Milnes World War I watercolours for that book. Most 
interestingly for our purposes is that in Invention & Revival, Tovell does not engage 
herself with Lochnan's position that Milne's "invention" of the colour drypoint 
was in fact inspired by the method invented earlier by a pupil of Whistler, 
Theodore Roussel. 

Appearing last is the dialogue section of the book, where the taped 
conversation mentioned above is published. Some of the topics the patticipants 
mull over are questions comparing their work. Why did Milne and Hartman turn 
to printmaking at all? Could Milne have handled a larger scale in his work if it had 
been possible in practical terms? What is the significance of any movement up or 
down of the horizon line within a composition by either artist? What were the 
different kinds of plastic plates for colour drypoint used by Milne and Hartman? 
A stricter editorial hand might have improved the conversation as it has been 
printed here, with the speakers often searching for words and using phrases like 
"sort of" that mar their sentences. Diana Nemiroffis credited in one place with 
saying subject matter as one word and she also implies that subject matter and 
content are one and the same, using the terms interchangeably. 

When the group discusses the topic of the religious and the spiritual, the 
conversation bogs down because each speaker uses his or her own notion of those 
words. David Milne Jr. seems wary of baldly attributing these concepts to his 
fathers thinking and artmaking. He cautions the others thatMilne "didn't jump up 
and start to paint because he was having some huge spiritual feeling about 
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something." At this juncture one might again recall John O'Brian's position that 
Milne was not inclined to pathetic fallacy. John Hartman, in contrast, seems to take 
it as a given that these notions are keenly and most powerfully present in Milne's 
work, especially in his late fantasy pictures with religious themes such as the 
Ascension series, which along with the work of Paterson Ewen, have evidently been 
so permission-giving to Harman. In the end, however, no consensus is reached on 
the topic of David Milne's spirituality. 

In conclusion, neither artist has been well served by his treatment in this 
book. The handling of John Hartman~ drypoints is less than what his work 
deserves, especially given his fine achievement of positioning landscape painting 
back on the playing field of serious avant-garde art, and not being bound or 
coloured by conservatism or any extrinsic agendas. "With Hartman's moving and 
powerful combination of observed and gorgeously painted topography along 
with imagined narrative elements, he merits a more impassioned yet also more 
intellectually refined analysis than has been provided here. Ultimately, the work of 
David Milne and John Hartman, even in colour drypoint and even in invented, 
somewhat religious subjects, is vastly different in aesthetics as well as in content. 

Looking at their individual pictorial approaches one might consider, for 
example, the essential element of line. Hartman has a self-conscious relationship 
with line; it is purposefully naive in feeling but also expressionist as he explores the 
surface of the plate. ill contrast, Milne produced a line that is more descriptive, tied 
to mimesis and it sits in implied depth. Milne~ work is far more pictorial; 
Hartman's more about process as his line is often freed from representation. The 
sensibility of each artist is vastly different. The rich layering in Hartman's work of 
the history of a place, both real and imagined, is not at all present in Milne~ work. 
Even in his subject pictures, Milne worked purposely at a remove while Hartman 
is always emotionally present. He is an embedded artist, viscerally connected to his 
subjects. The topic of the relationship between these two artists, with the younger 
consciously emulating the technique of colour drypoint "invented" by the older, 
needs greater consideration and contemplation before we would have a cogent 
sense of the various interwoven, complex strands that make up those connections, 
especially between invention and revival. 

LIZWYLIE 
Curator, Kelowna Art Gallery 
Kelowna, BC 
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