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Materials and Techniques of Painters 
in Quebec City (1760-1850) 

Materials, Techniques and the Work of Art 

The study of the materials and techniques of painters working in 
Quebec from 1760 to 1850 can help to clarify the complicated issues of 
authenticity and dating that surround paintings of this era. It is 
important to know the types of supplies that were available in 
Quebec during these years, and the methods by which the painters 
learned their techniques.! 

The intensity of colour, the opacity of the paint and glazes, the 
texture of the surface and the balance of these elements in a painting 
are affected by the ageing process relative to the materials that the 
artist has used. The consideration of such changes should accom­
pany any interpretation of an artist's intentions. Furthermore, the 
analysis of the specific material components of a painting can some­
times resolve questions about the authenticity, origin, or date of a 
work. Of equal importance are the quality and durability of the 
materials and the proficiency of the technique, both of which can 
determine the longevity of a painting. Examination of paintings pro­
duced in Quebec from 1760-1850 can lead to some useful general­
izations about their materials and techniques. 

The material structure of a painting has four basic components: 
the support, the ground, the paint layers and the varnish coating. 

The Support Layer 

The support is the base upon which the painting is executed. 
Fabric, wood, metal, paper, stone, plaster, cardboard and numerous 
other materials have served as supports for paintings. In Quebec, 
textile supports were the type most frequently used. The study of 
such supports has proven to be very revealing. Textile supports are 
fastened with tacks or nails along the tacking edges to wooden 
stretchers or strainers. The physical act of mounting the textile 
gives it characteristics which can lead to deductions about the 
painting it supports. After the cloth is stretched it is usually sized 
with a very dilute aqueous solution of animal glue to reduce its 
reactivity to moisture. This process causes the threads parallel to 
the edge to become distorted from the pulling and shrinking 
actions. Thus, the garlands that are formed will correspond to the 
location of the original nails or tacks along the edge. It can be deter­
mined whether or not a stretcher is the original one for a painting by 
matching the garlands with the tack or nail holes in the stretcher. 
If the original tacking edges have been removed during a previous 
treatment, and if the garlands exist on all sides, it can be proven that 
the painting still has its original dimensions. If, however, a painting 
has been cut down, there will be little or no distortion of the threads 
parallel to the altered edge. Garlands on textile supports can be 
observed either with the naked eye or by x-radiography, which can 
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reveal the imprint of the fabric on the ground. 
Characterization of the textile itself is also important. Usually 

fabrics used for painting employ a simple tabby weave. This is the 
case in the majority of works made in Quebec from 1760-1850. How­
ever, artists occasionally used cloth of a more unusual weave. Jean­
Baptiste Roy-Audy used a canvas of twill weave in Portrmt d'l/lIt.' dame 
de tile Permll/t, (fig. 1) and Joseph Legare in Ln lm/aille de Salll/e­
Foy, (fig. 2) (both , Na tional Gallery of Canada/Galerie nationale du 
Canada), used a modified twill weave fabric support . Identification of 
similar types of ca nvas, in which an unusual type of weave exists or 
the number of weft and warp threads per centimetre correspond, 

(I) 1. -13. ROY·AUDY (attribu ted 10), Portrait d'une dame de I'i le Perrault . oil on 
C.lrn,l" Coli. N,ltlOnal Gall('ry of Can.lda Galene nallon.llt> du Can.llt,l (Photo: Ihe 
'Hlthnr). Th,.; p,llllling ,'> on c.1nvas of twill W(',1\(' . The d',lgonal emph.,s,,> on Ihe 
we.I\"<" ,., cll',uh' ,>",,('1\ In the face of the figure bcfofl' In'.llmen!. 
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cou ld lead to clue~ about the dating or attribution of a painting. If 
opposite selvedge edges are found, then the width of the bolt of 
canvas can be determined. Such is the ca!.e with two portraits by 
Louis Dulongpre: /1'011 De~sallles and Jo!>cl'i1 Papmeall (both, Nationa l 
Gallery of Canada Galerie nationale du Canada), in which selvedge!., 
about twenty-one inches apart, exist on the right and left edges. The 
supports for these portraits, and perhap-, for other':> by the ,>ame 
artis!, could have been taken from the same bolt of textile. 

While many artists prepared theirown canv'hses, they could also 
purchase them ready for painting from arti-,t,>' supply houses. On the 
reverse of these canvasses there is often a stamp, giving the name and 
address of the manufacturer. Because the stamps were changed 
regularly as the firms moved and expandt.·d, the dates for '>ome 
s tamps can be determined with closely measurJble accuracy. Such 
s tamps have been found on severa l earl\' Canadian works. One 
example is the Portrait d'fflclllle Dalfmre (National Gallery of Canada 
Ga lerie nationale du Canada) byTheophlle Hamel, which is stamped 
on the reverse "Arti!.t Canvas, ISO Cheapsidc. London;" Reeves & 
Son existed at this address from 1829-1845. 

The type of canvas and the manner of stretching can also affect 
the condition of the painting. A canvas that i<., pi1rticularly reactive to 

(2) Joseph LEGAI~E. La bataille de Sainte-Fo),. oil 011 CilI1VilS. Coil.: Nation.l! G.l!leTv 
o( Canadil GiI!cne nal10nalc du Canada. (Photo: th\.' authur)_ The dl',fi~uriI1FfrllIllI'" 
furl' "round the figures In L. bataille de Sainte·Fo), 1<; the re<;uli of L~g,1rt; .. u .... ' (If 
bllumcn as,1 colour,1nt Thi .. illu .. tration "hows the piHntlll~ dunng grime remmill 
The surface dirt has been removcd from the hOTl/un Ml'.l (If the 1,1nd'>Cap.;' but not 
from the lOp and bottom ilrl'tl,> Such accumul.ltlon .. clearly affl'Ct the appear.mcc of 
the colours In a palntlng_ 
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moisture, or one that has been improperly sized, can cause unsightly 
cracking of the paint layer over a span of years. Improper stretching 
can lead to distortion of the fabric support plane and eventually to 
losses in the ground and paint layers. The stretcher, too, can provide 
important information about the origin of the painting. Most 
stretchers in early Quebec were made out of soft wood, and ex­
hibited a characteristic construction of the mortise and tenon joint 
at the corners with open key slots at the back. It is likely that the 
stretchers were made either by the artists themselves or by local 
firms, such as Elstob and Brown, who advertised that they would 
prepare canvasses on the "shortest notice."J On the stretcher of 
the Portrait d'une dame de l'ile Petrault by Roy-Audy, the inside of 
three corners have a double set of numbers, reading 13, 14, 15, one 
on each stretcher member. Presumably, someone was assembling 
four or more stretchers by numbering the adjoining corners. 

The Ground Layer 
The ground is the layer of the painting done in preparation for the 

design. The application of the ground to the support gives an even 
reflectance, absorbance, texture and plane to the area behind the 
paint layer. The ground is integral to the structure of the painting; if it 
breaks down, the design will be lost. Canvas supports could be 
primed by hand or could be purchased already primed. Machine­
primed canvasses are identifiable by the ground continuing over the 
tacking margins and being of a uniform texture. Machine-primed 
fabrics were extremely rare before the end of the eighteenth cen­
tury. The hand-applied ground is brushed onto the canvas before 
or after the canvas is mounted on the stretcher. In this case the texture 
of the ground is less even, often with identifiable brush marks. Such 
marks are often visible in x-radiographs or in raking light on a paint­
ing where the design layer is thinly applied. Usually, in hand-applied 
preparation the tacking margins are not completely covered with 
ground, although sometimes canvasses which are hand-prepared 
prior to stretching have ground on the tacking edges. 

Grounds of various colours are used to lend a desired tonality to a 
painting. An il11pril11atLlrn, a colour layer applied to a white ground, 
can also lend this effect. However, the majority of grounds on early 
Canadian paintings are white, although artists such as Fran<;ois 
Baillairge, Legare and Dulongpre sometimes used red-coloured 
grounds. 

The Paint Layer 
The paint layer can actually consist of many layers, including 

underpainting and glazing. The building of the design can be studied 
with x-radiog~aphy in areas worked with such heavy pigments as 
white lead. Infrared reflectography can be used for distinguishing 
underdrawings, pentimenti and retouching. 
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The paint layer is composed of pigments in a binding medium. 
The media, or vehicles, may include linseed oil, gum arabic, or egg 
tempera, among others. The pigments vary according to their intrin­
sic quality; some are chemically more durable than others. For 
example, bitumen, which often appears in the painting of U~gare, is a 
colourant with poor drying properties which often causes a disfigu­
ring pattern of craquelures in the design layer. (fig. 3) Analysis of 
pigments can help to date a painting in instances in which the date of 
origin of the pigment can be discovered. Zinc white, for example, 
came into common usage around 1820, although references to it 
have been found as early as 1797.4 A list of colours, including zinc 
white, which could be ordered from London in 1797 is included in 
Appendix n. 

In addition to intrinsic quality and dates of availability, pigments 
also vary according to the method of preparation. Handground 
pigments will appear coarse and irregular in shape under the micro­
scope, while machine-ground pigments will appear finer and more 
even in shape and size. 

A design that has been added after the original painting has aged 
can be identified if it extends over the craquelure pattern of the 
original layer. If the conformation of the impasto does not match the 
surface design, or if different colours are visible in the crack aper­
tures, the painting has been reworked or overpainted. This was the 
case with Portrait de l' Abbe Jacques LeBourdais, (National Gallery of 
Canada/Galerie nationale du Canada) attributed to Roy-Audy, in 
which black and brown are evident in the cracks in the area of the 
face and hands. In this case, x-radiography revealed that an earlier 
painting existed beneath the image of LeBourdais. (fig. 4) Retouching 
or overpainting near the surface can sometimes be identified by its 
purple fluorescence under ultraviolet light in paintings on which the 
varnish coating is not too heavy. 

The Varnish Layer 

The varnish coating is added to the painting for protection and to 
make the microscopically irregular surface of the paint layer reflect 
more evenly. Coatings react to ultraviolet light with characteristic 
fluorescence: old resinous varnishes appear green to green-yellow; 
shellac takes on a more orange glow. 

Artists' Commerce in Quebec 

A mixed array of materials was available to artists in Quebec from 
the end of the eighteenth century through the first half of the nine­
teenth century. During this time, artists had two major sources of 
supply: goods imported from outside of Lower Canada and materials 
fabricated from local natural resources. 

The imported supplies available to artists varied in accordance 
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with the number of ships bringing in goods and the incl inations of the 
individ ual importers. During the months when the port was open, 
artists could obta in mate rials tha t ranged from "vermillion-sec de la 
mei ll eure qualite"J to "22 kegs, green paint in oil. " . The former was 
probably intended for the fine arts trade and the la tter fo r protecti ve 
or decorative work. 

(3) ). -B. ROY-AUDY (a tt ribu ted to), Portrait de Jacques LeBourdais, oil on ca nvas. 
Coil .: National Gallery of CanadafCalerie nationale du Canada . (Photo: the author). 
The crack apertures in the f.lce are particu larly disfiguring because of the frock of the 
piuntl'd figure beneilth. (fig. 5) 

Art ists in Quebec during the years in question were occupied 
with va rious ty pes of work. The Catholic Church patronized local 
arti sts ex tensively with orders fo r religious scenes, copies, architectu­
ral paintings and portrait s. The government and priva te citizens also 
commiss ioned copies and portraits from local painters. Artists pro­
duced religious, hi storica l and landscape scenes for competitions or 
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commemorations with the hope of s..1 le.,. They a].,o worked on all 
types of painting for their own pleasu re and educa tion . In addition 
many a rtis ts active during the period fmm 1760 to 1850 also did 
protect ive and decorative painting of walls, s leighs, furniture or 
other everyday items. 

(4 ) Roldlogrolph of Portrait de Jacques LeBourdais. Wholll' Ih\, .luthur) I hi., h'\ \',11., 
that the figure was painted o\"('r an earlier churlh portr.llt Thl' dlfft'rt'nu' In till' 
bu,ld-up of the des,gn,.., ev,dent In the two ht"hi'>. tht'/,nt,.,t I:lo,o'nl'olth .. howlIlJ.; mUlh 
more contrast, with I('.,~ white uwd In th(' .. hadol\ .. \I tht' t'\'\"" ,md conlour .. tit the 
head . The portrait of LcBourd.lI',> is done with a hl'al leT bUIld-up uf whlll', prub.lbh 
in p(lrt 10 (Ov('r thl' dark Co..lt bencath. The path'm of tht' t.lbbv \\t'.1\l' fabnc .,uppml 
and the garlands .11 the edge.., of Ihe polll1tll1g ,Ire tlt'Mh' l'I'IOll' 111 thl' r,ldlogt,lph 

Commercial Activities of Artis ts in Q uebec 

The economic situation of a rti sts of thi~ period mu~t certainl y 
have necessitated supplemental work. Advertisements that ap­
peared in newspapers in Quebec illustrate the va rious means 
used to augment income. Among these were an insertion in 1789 by 
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BaillairgIY as a painter and teacher, two by U~gare, the first (1828) as a 
dealer in artists' supplies8 and the second (November 21, 1833) as a 
gallery owner/ an advertisement by Roy-Audy in 1831 for the paint­
ing of all kinds of artistic and decorative works,lO (fig. 5) one by Robert 
C. Todd in 1842, noting that he was a master of an "ecole du soir," 11 

and one by Antoine Plamondon in 1845 as an art dealerY 

L E Snussigne a l'honneur d'inforaner le publi 
qu'il eat pr~l 8. ex~cuter tOUd ~~ ordrea don., 

voudr.a I'honorer d'lDsles branches BUlYaotea- de 60 

Art, Savoir :-. Peinture d'Histoire, de Portrait, d' A 
moirie, aur Voilur~, 14rooaparant8ur 80ie ou baL 
te, Tuile.,ernia~.sea 'palCl1te et Cil~e pour le militlli 
re, Toile peinte pour rilk-Board ou table a jeu, sui" 
vant le.urCoupe et le1ir·bordure, 8ujyant le go1)t d'~ , 
~r8onne8, Enl.cignes de £antai8ie, et en toutee' 8or~~­
les d.e caraci~re8 enjf)liv~e8 Oel uflies et peintes' d~ l~; 
manJere.la pl.ua ~l~ganle et du dernier .gou~,· .. 1'0': 
O ~ llh ·1 .'. . 1, u. UI e. . . .., '. ," 

.Lee pef8oQn~· qni l'honoreront de leur encou~ 
ragement. pcuvent ~tre I\ssur~es qu'elles 8t>ront,8er~ 
vie. avec pOllclualir.s e~ a .des termes raiaonnaLlea. ~~ 

J. B. R .. AUDY. . oJ 
Fatthourg St~ Jean, Uue. St. Georg~ 

au haut de 1_ C6te d'Abrabam. ~ 
8 Juin 1831. a ~ . . - __ . .4 

(5) Le Canadien, 8 juin, 1831, i, 10, p. 2. 

In addition to giving lessons, selling paints and paintings and 
doing all types of decorative and artistic work, painters also restored 
paintings. The Recettes et depenses of the Archives du monastere des 
Ursulines de Quebec record in April 1809, "Paye a M. Berczy Maitre 
Peintre pour la restauration du Tableau du Maitre autel de notre 
Eglise: 300f."D 

Letters from l' Abbe L. -J. Desjardins to Mere St-Henry, superieure 
of the Ursulines of Quebec, describe in detail the restoration practices 
of Louis-Hubert Triaud and Ignace Plamondon. One description 
reads: 
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Notre secret, D' apres Mr. Triaud, pour fondre la Crasse de 
le vernis, d'un vieux tableau, est de la laver lentement d'y 
laisser degouter tant soit peu D'Esprit de Corne de Cerf, 
qu'on adoucit progressivement avec de l'eau on peut en 
essayer sur un coin du tableau .... 14 

These and other artists engaged in similar work must have pos­
sessed extremely varied collections of papers, canvasses, pigments, 
media, varnishes, brushes and other painters' supplies. Their 
highest quality materials were no doubt reserved for working on their 
fine arts paintings. It is possible, however, that if such supplies ran 
short the painters might resort to those materials also kept in their 
studios and meant for students, or even for house-painting. 

Trade from Abroad 

After the Seven Years War (1756 -1763), England replaced France 
as the main exporter to Canada. Between this time and the turn of the 
century, several art supply firms were founded in England. Reeves & 
Sons dates from around 1766. James Newman, a pupil of Reeves, 
founded a company in the 1780's. During the same period James 
Poole, "colourman and artist," established a firm at 163 Holborn in 
London. Geo. Rowney and Co. left the perfume business and began 
to serve artists in the 1790's. After the turn of the century the number 
of art supply firms in England continued to increase. Among those 
founded after this date were Roberson and Co., which appeared in 
1810 when Charles Roberson advertised himself as an "artist's 
colourman and primed cloth and ticken preparer," and Windsor 
& Newton, founded in 1832 at 38 Rathbone Place, London. ls 

Occasionally advertisements for artists' materials in Quebec 
would include the name of the manufacturing house In 1794 "boxes 
of Reeves original Cake Colours" were imported on the H.M.S. 
Princess Augusta from London. 16 In 1830 T. Cary and Co. advertised 
"water colours by Newman of London"l? and Fred Wyse was selling 
"Reeves Colours. illS The references to specific manufacturers, 
coupled with the stamps of English firms found on some canvas 
supports, indicate that these companies were actively exporting to 
Quebec from an early date. 

As the city of Quebec grew, artistic activity and the demand for 
artists' supplies increased. Trade must have been thriving when 
Reeves & Sons inserted an indignant advertisement in the Quebec 
Mercury in 1843, cautioning their patrons against lead pencils that 
were being fraudulently circulated under their name. 19 The presence 
of such an advertisement indicates that by this date Reeves & Sons 
must have had many steady customers in Quebec. 
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Although English ships seem to have had exclusive use of the 
port of Quebec until almost 1830, they by no means limited them­
selves to exporting only English goods. Auctions and sales advertis­
ed in newspapers until this time list food, liquor, clothing and other 
items from all over the world arriving on English ships. Artists' 
supplies, too, were imported from other countries on British ships. 
For example, the following advertisement appeared in 1817: "Just 
received per Integrity from London ... French tools for oil painting ... 
French, German, and Italian chalks .... "20 Baillairge's Journal shows 
that from early on artists could send for materials from England. An 
entry for May 29, 1789 tells of Baillairge asking for some paint 
brushes to be sent from London. 21 

It is likely that materials manufactured abroad also found their 
way to Quebec through the travels, to and from Canada, of indivi­
dual artists. Painters arriving from England included William Q. 
Skewes (1819),22 W. Forder (1822)/3 Mr. Martyn (1824)/4 Mr. Wood­
ley (1830),25 Mr. E. Sintzenich (1836)26 and Mr. Arthur Maycock 
(1841).27 Artists from other countries who settled for a time in Quebec 
included Louis De Heer, who came from Alsace before 1787,28 
Mr. G. Fassio, "Artiste Italien, de Rome," in 1835,29 William von Moll 
Berczy, who came from Germany and who had worked in Italy, 
Cornelius Krieghoff, who had his origins in the Netherlands, and 
Dulongpre, who came from France. Several Canadian artists of this 
period also went abroad to study. Fran<.;ois Beaucourt left Canada for 
Europe around 1771, where he studied in France and travelled 
in Europe for fifteen years. Baillairge was in Europe in 1778 and, a 
few years later (1826-1830), Antoine Plamondon studied in France. 
Hamel travelled abroad from 1843-1846.30 

Trade from the United States 

Painting materials from the United States were probably also 
brought to Quebec by artists such as Moses Pierce, who was in 
Canada as early as 1806,31 Mr. Bourne from New York, who worked 
with artists in Quebec around 1831,32 and James Bowman, who came 
from Boston to teach art at the Monastere des Ursulines from 1830-
1835.33 When ships from the United States began to enter Quebec, 
importation of goods no doubt took place on a larger scale. 

The artists' supply business developed later in the United States 
than it did in England. By the early nineteenth century, canvas­
makers and artists' supply houses were just beginning to open in 
New York on a limited basis. By the 1830's the industry had taken 
hold and canvas-makers had begun to stamp the backs of their 
prepared canvasses.34 The development of such firms in Boston 
followed about ten years later with stamped canvasses appearing 
around 1840.35 By 1850 no such industry had developed in Quebec. 
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Dispersion of Artists' Materials 

Once the imported materials reached Quebec, they were distribu­
ted in a variety of ways. Goods could often be purchased wholesale or 
retail directly at the docks. For example, on June 11, 1812, an 
advertisement was inserted in the Gazette de Quebec by Thomas 
Horseman and Co. enumerating the following goods which had 
arrived on the H.M.5. Rachel from London: 

Gum arabic. .. Prussian Blue ... Vermillion, best kind, Mine­
ral Green, Patent Yellow, Verdigris, Ivory Black, Shell Lac, 
Pumice Stone, Paint Brushes - different sizes, Varnish, 
Camel Hair Pencils, Bees Wax, Copal Varnish, &c.,&c.,&c. 

The materials were to be sold "wholesale or retail" along with 
other products such as medicines, elixirs and spices. 36 Later the same 
goods might become available from artists, local tradesmen and from 
the shops that specialized in serving the painting trades. One 
example of an artist undertaking such commerce is Baillairge, who 
recorded in his account book in 1787 that he had purchased one and 
one-half pounds of smoked black verdigris at the apothecary's house. 
He, in turn, had sold to the H6pital General two and one-half pounds 
of white lead in 1786 and in July 1794 he ground and sold one ounce 
of Prussian Blue. 37 The black verdigris, the white lead and the 
Prussian Blue were quite possibly imported goods being resold 
around the city. 

Another example of such an exchange on the part of an artist is 
illustrated by the following advertisement which appeared on behalf 
of Legare in 1828: "Joseph Legare, St. Angel. St. off St. John St. .. has 
for sale a general assortment of oil colours just landed from the 
Clarkson and Triton."3H In addition to artists, selling of some art 
supplies was done by most local retailers with some involvement in 
the import trade. An advertisement from 1765 in the Gazette de Quebec 
is an example of this practice: 

Just imported ... and to be sold by H. Taylor surgeon and 
apothecary; in the lower town: An assortment of drugs ... 
Powder and Prussian Blue ... Goldleaf and Dutch Metal, 
Camels Hair Brushes, Vermillion, Pearl Ashes, Pot-ash, 
Gum-lack Sandrich, yellow Orpiment, Whiting, Fuller's 
Earth, Litharge, Lampblack, Ivory Blacking, Lacker, red 
and yellow Okre, black and yellow Rosin, Crucibles of all 
Sorts ... best nut and boiled Linseed oils, with paints and 
Colours of all sorts. To be sold at the very lowest prices. 3Y 

The printers of the Gazette de Quebec, along with importing mate­
rials to produce a newspaper, occasionally brought in stationery and 
artists' supplies. An advertisement in that paper in 1790 reads: 
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Just imported and to be Sold at the Printing-office ... [a list 
of papers, pens and inks] ... paint shells & camel hair pen­
cils ... patent paints in boxes of a doz. colours each ... and 
assortment of Landscape and other Prints most superbly 
executed. 40 

Some firms advertised artists' supplies. Among these were John 
McNider (1794,41 1807,42 180943), Gilbert Henderson, originally from 
Hoyle, Henderson, and Gibb, (July 1809,'4 September 1809,45 1814,'6 
181547) and J.M. Fraser and Co. (1834,'8 1837,49 18405°). 

By far the most active tradesman in artists' supplies was Thomas 
Cary, Jr., who was probably the sonof Thomas Cary of the Gazette de 
Quebec. It appears from his advertisements that the specialty of Thos. 
Cary, Jr. & Co. was the selling of books and stationery supplies. They 
often advertised artists' materials as well. An advertisement in 1818 
reads: 

Stationery and Book-Store, Free-Masons' Hall. The sub-
scribers have just received an extensive and well chosen 
supply of articles in the above line - among which are the 
following: ... Paper for Drawing, or Acc01:;.nt Books, Gilt 
and plain, Cards, Penknives, Erazors, Mathematical instru­
ments, Reeves' Colours, Slates ... Thos. Cary, Jr. & CO.Sl 

Thos. Cary, Jr. & Co. continued to sell such materials and was still 
in business in 1850 when a short advertisement ran in The Quebec 
Mercury: "Newman's Water Colours selling at half price, by 
T. Cary."S2 

Workers and tradesmen in the painting trade also became involved 
in Quebec's expanding fine arts field by selling materials or by 
serving artists in other ways. For example, in 1819 Simon Elstob and 
Edward Brown opened a firm that catered specifically to the painting 
trade. Their shops were on the "corner of St. Peter street, near the 
Customs house and at the East end of St. Josephs street, St. Rock." s3 

The list of services they provided related initially to the decorative 
arts trade: 

Coach, Carriage, Sign and House Painting; Coats of Arms 
and Crests painted ... ; Ships' likenesses taken; Chairs 
and window-Cornices neatly ornamented; Transparent 
window Blinds with Landscapes &c.; Maps and Prints var­
nished; Old Pictures cleaned and varnished; Oil Cloths 
painted &c.,&C. 54 

Messrs. Elstob and Brown were also involved in a different type 
of artistic venture. On September 14, 1819, an advertisement in the 
Gazette de Quebec read: 

Profile and Miniature Painting, Mr. Bell respectfully 
acquaints the Ladies and Gentlemen of Quebec, that he 
proposes remaining here a few days. - Miniatures col­
oured - Black Profiles in relief - ... Mr. B. is possessed 
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of a Patent Phisiognatrace, made by the German Optician, 
Schmalcalder, by which he is enabled to deliniate the 
outline with mathematical accuracy .... At the shop of 
Messrs. Elstob and Brown, Painters, St. Peter Street. ... 
A patent phisiognatrace for sale. 55 

In 1820, less than a year later, the following advertisement 
appeared: 

S. Elstob returns his sincere thanks to his friends for past 
favors, and begs leave to inform them he has removed from 
St. Peter-street to Notre Dame-street adjoining Messrs. 
Wertele and Fraser's Auction Room, where he carries on 
the Painting and Glazing in the following branches alone: 
- House, sign, and ornamental painting, gilding, &c., 
Carriages, coats of arms and crests painted in the neatest 
manner, Masonic aprons painted for the different orders, 
Picture frames gilded, Maps and prints varnished, Oil 
cloths prepared for carriages and hats, Canvas prepared for 
oil painting on the shortest notice. .. .56 

The services of Mr. Elstob to the artists of Quebec appear to have 
ceased after 1820; no more advertisements on his behalf appeared in 
the newspapers after that date. However, other tradesmen contin­
ued to work in a similar vein. In 1820 Robert Gain, a decorative 
painter originally from London, advertised that he sold "ready mixed 
paints, of any colour" along with carrying on "Painting, Glazing, and 
Decorating ... as usual."57 The next year William Synott, "painter, 
glazier, and paper hanger," advertised a "New Paint and Glass 
Store" where "all kinds of ready mixed paints" were sold. 58 The 
paints described in these two advertisements were probably of a 
generally lesser quality than those used by artists. However, it is 
quite possible that artists dealt with these stores when doing some 
of their decorative work and that materials of higher quality were 
occasionally sold. 

In 1844, an announcement of a similar enterprise was carried in Le 
Canadien. In this case, J.H. Hardie was opening a paint store where 
"a complete assortment of Artists' and Gilders' Materials" would 
become available. 59 (fig. 6) Another advertisement that appeared in 
January 1845 gives an example of the types of materials J.H. Hardie 
kept constantly on hand: 

TO ARTISTS and AMATEURS: Drawing Materials from the 
Manufactury of Reeves and Son, of every description, are 
for sale by the subscribers, consisting of Air-Tight Metallic 
Oil Colour Tubes, - Prepared MillBoards and Canvas­
Sable and Hair Fitch Pencils, - Sicily and Flemish Crayons 
of all colours, - Crayon Boards - Water Colours, in whole 
and half cakes, - Drawing Pencils, &c.,&c. J.H. Hardie 
& CO.60 
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Pain~ Oil and Glass Store. 
:. R. RAP..DIE &:, C'O. 

\
I70ULD respectfully inform the Inhabitants of 
. .. Quebec, that they have opened a Store in John 

Street, (No. 30,) fOF lhB sale of 
Paints, Oils, Varnish, Glass; Putty, &~'" kc . 

. Also, a complete usortmellt of 
ARTISTS'AND GILDER'S MATERIALS. 

Mixed Paints always on hand. 
Quebec. 151h Noy., 1844.3na 

(6) Le Canadien, 16 dec., 1844, XIV, 93, p. 4. 

The " Air-Tight Metallic Oil Colour Tubes" described in the adver­
tisement were a very recent development in artists' supplies. These 
tubes became available only during the middle years of the nine­
teenth century. C. Roberson and Company listed such containers in 
their catalogue for 1840. 61 From this advertisement, it appears that 
J.H. Hardie & Co. was prepared to supply artists and amateurs with 
the most up-to-date materials. The firm continued to serve the art 
trade until its dissolution in early 1846.62 

The commerce in locally-produced artists' materials was very 
similar to that of imported goods described above. The materials 
were usually sold wholesale or retail at the source. For example, in 
1790 there was an advertisement in the Gazette de Quebec for "linseed 
oil of the best quality, manufactured in this country and perhaps 
superior to any hitherto imported from Europe." This linseed oil was 
sold wholesale or retail directly from the mill where it was 
processed. h

] Such materials probably circulated to the artists through 
the same channels as imported goods, being resold by artists or local 
tradesmen. It was through these various means that artists in Quebec 
were able to obtain their working materials. Clearly the quality and 
abundance of the necessary supplies could not be guaranteed, and 
especially from 1760 to 1850 painters must occasionally have been 
forced to use materials of lesser quality. 

Imported Art Materials 

The early newspapers of Quebec document a flow of artists' 
materials from abroad. Some of these advertisements are listed in 
Appendix n. A survey of this Appendix can give a general idea of 
what types of imported materials were available to artists. 
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Various kinds of supports for paintings were imported. Canvas, 
sailcloth, bedticking and Irish linen were readily available, though 
not necessarily for artists. By 1830-1831 Bristol and London Boards 
had begun to be advertised. 64 In 1833 ivory tablets for miniatures65 and 
patent canvas66 were mentioned. In 1845 an advertisement for 
"Reeves ... prepared mill board and canvas" appearedY 

For works of art on paper, all types of supports were listed. "Gilt 
and wove paper" (1809),68 "papier dore-uni et etampe ... papier d' ar­
gent" (1831),69 a full stock of stationery and drawing paper of all types 
from an 1833 advertisement/° "London drawing boards, plain, tinted 
and assorted, parchment and vellum ... drawing paper of all sizes' 
(1833)/1 and "papier de ris et Horn Papier" (1833y2 are among the 
types mentioned. 

Grounds could have been made from imported whiting (1765),73 
chalk (1809)/4 or Paris white (1809)/5 all of which appeared in adver­
tisements. The first patent canvas (i.e.: canvas with the preparation 
applied by machine), was advertised in 1833. 76 

For their design layers, artists could choose from several types of 
media. From 1765 linseed oil seems always to have been readily 
available, although it was not always advertised as the "best" or 
"boiled." Along with linseed oil, the 1765 advertisement includes 
"best nut. .. oil."77 In 1812 gum arabic was listed in The Quebec 
Mercury.78 Ready-to-use paints were also imported; in 1790 "pein­
tures en detrempe,"79 in 1808 "pale yellow and black paints, with 
prepared oils,,,ao in 1815 "white, blue, green and yellow paint in 
jars,"81 and in 1845 "air-tight metallic oil colour tubes" arrived in 
Quebec. 82 

For watercolour artists, paints were available in sets such as the 
"patent paints in boxes of a dozen colours each" (1790)83 or in separate 
cakes as was the case with "Reeves cakes" (1794).84 

A wide range of imported dry pigments was available to artists: 
"Powder and Prussian Blue ... Vermillion, yellow orpiment. .. 
Litharge, Lampblack, red and yellow oker" (1765),85 "finest ground 
patent yellow ... best dry vermillion, prussian blue, Rose Pink, Yel­
low oker, Red oker" (1794),86 "best London ground white lead" 
(1823)87 and "Ochre sec de Venise rouge et jaune en petit paquets" 
(1847).88 Coal tar as a colourant was first mentioned in 1809.89 A 
complete list of the spectrum of Newman's watercolours from 1830 is 
reproduced in figure 7. 90 

Imported varnishes of all varieties were also available: "Best real 
coach varnish warranted to stand any weather" (1794)/1 "Vernis, 
Resine" (1809),92 "Copal Varnish (1812),93 "Pine Varnish" (1819)/4 
"Groves superior varnish" (1845)95 and "Mastic and vernis brilliant ... 
vernis pour les peintres et les carrossiers, japan, copal" (1846).96 

Other special imported materials for artists included gold leaf, 
which was available from 1765.97 In 1846 an advertisement in The 
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.-:; _! ,: ... ;,: DRA \vi~G MATEitiAtSr .. 

T HE-subscribers have lately. re€;ei\'ed fromE,Q­
•. '. > •• igland, an assortment of best \VATER COLOURS, 

;JjY..(.N.K~M;AN of London-among which are the 
fuU9w;ng:- ,';,., :. '~"!' .; 

(;larf\liue. J.,l!.mp Shaclr. LI~bt R~d" , 
,ti.illk :" . Veuetiau Iled. Flake White. 
t;:.lij .. ~oi~; -'. ' Orange. ,. fr.'dlan Red, 
'ri' ... da',I',Bloe. ffnr'y·Hhu:k. ~'ea"Lead', "', 
J:!iJl~·alut!:·, Purpl .. , t·,>, Kh11!'1l Yell" ... 

. ~1l!:,:"en> B!o~ l'i~utral l'int;' €hrome .. ~ell""" 
, ij,(j~lt 'Slu!': _. V"au1l':ke .BrOWD. tlorha'I'Oohre • 

. ~e, Vero1terJ' J3rowu Plok.NR!'te.-Ydlow. 
-" .. 1iIt«;''''UreeD. .Jnai~CI. ·Cololllhe Karlb. 
ii.,...~j, .. :'t . ~~P". , "'> ; ..•• :.~udial1 Yellow. 

. :1C,qW~rs In I ~xe~""'7n1 nd~,!n ,!~k', 
'$n.,stol Boards-:-Fi~C.ard~. ' 
:»nl\V~g Paperofvari9us sizes, 

'::~::[1~::~~;f!l~,:~~:~~~'~~hcft!, 
:I>~\1Vjilgand'.6ketch. ~Qoks,.., , .• ,.,:'.' ""i" )'f( 

:'~·~4s~J.les,· Wl1te~ fJec,es, Animals, &0 &c. 

:.:=~~P~~~c?~;'~~:l~h~r~o~{ 'In Sticks, 
ra.~i~~.alld; Blu~ .Sall,f;~,· 
: Bottle_ !1Dd:S9\i~~,ltubber, 
~lacklelUt Cray~~~,., !" 
Tracing Paper, Gold Orn~ments, &c. &c. 

T!" . '" ',,'" , . To CARY & Co •• 
.' ~9.~~be.r, 1836.' . 'u .., 

(7) The Quebec Mercury, Nov. 9, 1830, XXVI, 90, p, 614, 

Quebec Mercury noted that "the undersigned ... intend keeping 
constantly on hand a supply of Garrat's superior gold leaf."9H All 
varieties of brushes, grindstone, crucibles, turpentines, crayons, 
chalks, inks and pencils were also generally available. In 1794 "a 
Complea t assortment of Painters Tools" was advertised. 99 Driers such 
as copperas (1809)IIlO were available to use with paints. In 1847 a 
"siccatif a patente" was advertised. III I 

From the advertisements it is clear that although all types of 
artists' materials were not always readily available, one might expect 
to find a variety of imported materials in works of art created from 
1760 onward. 

Art Materials Derived from Local Resources 

From the earliest times artists in Quebec sought local sources for 
their materials. Certainly i't was necessary in terms of economics and 
convenience that local sources of artists' materials be found and made 
available. The importation of some artists' supplies, especially 
in the early days, was inte'rmittent, with the result that the materials 
needed by the artists were not always on hand. 
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At first the development of local resources took place on a limited 
basis through the ingenuity and determination of individual artists. 
The manufacture of art materials began to develop on a larger scale as 
Lower Canada grew economically and the market for such supplies 
increased. 

Supports for Paintings 

Textiles that could be used as supports for paintings could easily 
have been made locally. In a series of letters from John Robertson at 
Chambly Castle to William von Moll Berczy in Quebec in 1799, 
Robertson wrote that he had found some flax which was fit enough 
"that a very fine thread may be spun from it so as to make the finest 
linen. "102 In a later letter he added that the flax was "fine enough to be 
spun and manufactured into anything."lo3 

Berczy, in Quebec again in 1809, was searching for silk to use as a 
support for a painting, La descente de la Croix, for the Ursulines. He 
wrote to his wife that he could not find material as fine as her old 
white silk dress and asked if she could send him a large piece of it. 104 

Stretchers for fabric supports were probably also made in Cana­
da. Artists such as Baillairge and Roy-Audy had experience as car­
penters and could easily have constructed stretchers. A stretcher 
used by U~gare for the painting Saint Philippe baptisant l' eunuque de la 
reine Candace (fig. 8) (National Gallery of Canada/Galerie nationale du 
Canada) incorporates a door moulding complete with hinge marks 
for a part of the cross member. On the back of the stretcher members 
"Saint Philippe" is written in pencil. (figs. 9, 10) The notations were 
probably made as the pieces for the stretcher were being made and 
assembled. 

Paper was also manufactured in Quebec, as is evidenced by the 
following advertisement, which appeared in 1841: "The highest price 
paid for Old ropes, rags, & canvas .... A constant supply of writing, 
Printing, and wrapping papers always on hand .... 105 Such paper 
could have been used for drawing and perhaps for painting. 

Materials for Paints 

Linseed oil, a necessary ingredient for the paint layer medium for 
both decorative and fine arts painters, was manufactured quite early 
in Quebec. In 1790 an advertisement for local linseed oil read as 
follows: 

Linseed Oil. Of the best Quality, manufactured in this 
country, and perhaps superior to any hitherto imported 
from Europe to be sold at Baste Lefleur on the Lower-town 
market-place, No. 10. At 5 shillings per Gallon with a rea­
sonable allowance to such as will buy a larger quantity at a 
time. Such persons as may have been unjustly prejudiced 
against the said Oil, are assured that on trial being made 
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(S) Jll-.cph LEGA RE, Saint Philippe baptisilnl] 'eunuque de la reine Candace, oi l on 
c.lrlvas. (Cull. & Photo: Na tiollnl Ga llery of Clndd.l/CJI('ril' nationall' du Ca nada). 
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thereof (which may be done with a small quantity) it will 
prove to be of the best quality.106 

A different medium for painting, made locally, was described in 
this curious insertion in the February 20, 1821 copy of The Quebec 
Mercury: 

Cheap Impenetrable Painting. D. Reader from London, 
late foreman to R. Gain, House, Sign and Ornamental 
Painter, Glazier, &c. respectfully informs the public that he 
has removed to 25 St. Ann street, near the Gaol, and his 
being enabled by a process (which has been approved of by 
the Royal Society at London) to render Fish Oil superior to 
Linseed Oil for all kinds of work exposed to the weather, as 
being far more durable, and at 25 per cent lower that the 

I · 107 usua pnces .... 

The use of such an oil in fine arts painting would have been 
extremely unusual. Fish oil could be more difficult to work with in 
detailed areas than linseed oil, and could give an undesirable texture 
to the paint layer. 

Artists were continually searching for local supplies of colou­
rants. Early documentation of this was entered in Baillairge's Journal. 
On July 10, 1797 he noted that he had found in Quebec City, in the 
foundations of the gate next to Mountain Street, some yellow earth 
immediately on top of the bedrock. He felt that this was a real sienna 
earth which would become very beautiful by calcination. He also 
recorded some earths of lesser quality, coloured reddish-brown, red, 
and brown, in the gravel outside the walls of the city.)IlK 

Baillairge's Journal also documents the difficulties he encountered 
when he tried to make patent and arsenic yellow. In his entry for 
May 22, 1792 he described patent yellow as being made with litharge 
and sea salt in equal quantities, burned to a certain degree without 
fusing. 109 The next day he described his attempts to mix arsenic yellow 
with an oil medium. He attempted in different ways to make arsenic 
yellow, to amalgamate it with oil and to make the colour he called 
"orpiment." When he mixed the yellow with oil, however, he recor­
ded that it separated out, came on top of the oil in little grains and did 
not dry. He then decided to try the formula including lead salt or 
sugar of lead which he understood might make the mixture dry.))1l His 
efforts with these yellows must have been without success, for later 
in the year he recorded that he had made contact with M. Taylor, a 
chemist, to purchase, for 5 louis, Taylor's secret and his permission to 
make patent yellow. Baillairge added that he had deducted from the 
account Taylor's portrait in miniature. I)) 

A short article in The Quebec Mercury in 1828 described a lecture 
presented to the Quebec Literary and Historical Society by William 
Green in which he discussed the following native Canadian 
pigments: 
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('1) Jowph [ 1CARI , Solint Philippe bolptis.mt I'eunuque de I .. reine C.mdace, oil on 
(,lIn,I'" (C~lll & I'holo: N,ll1olla[ G.llit'TV of Cmadd G.llt'rll' natlorlah..' du C.mad.1). 
Ih'\'l'r"" "I l"HW,l ... , b • .'tort.' tn,',ltllll'nl. . 

u 
(Iil) ''''''l'llh I I .CAR L, S.1inll'hilifpe baptis;mt I'eunuque de la reine Candace, oil on 
';.111\,1, <..: .. 11 & I'holo: N.ltlOl1.l G.Jlll·ry of Clnildil Golll'rl l' n.ltlonalc du Canada). 
Ih .'q.'P'l' 0 1 l',HW,l'o , ,lft ... r Irl'.llmen\. 

A RerllJlkt', resembling Carmine, inclining more to Scarlet: 
Much morc durable than any Red from Cochineal - extrac­
ted from a Gallillm; A durable Reddish Brow" Lake from the 
same root; Another durable BrouI/! Lake, from the external 
husk of the Butter Nut - }lIghlllS catlrarlica; An opaque 
Brigllt Yellow Ocllre, from SL Augustin , and Loretle : with a 
process for converting it into Bright Orallge; A transparent 
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Yellow Earth, from St. Paul's with a process for converting it 
into deep brown; An Opaque Red Earth, like the Red from 
Persia, called Indian Red: From the Magdalen Islands; A 
brighter opaque Red than the former, prepared from the same 
material; A transparent Brown Metallic Oxide, resembling 
Turkey Umber, from Ste. Foy; and the material with which 
the Indians dye a bright and durable yellow. - Seeds of 
Myrica Gale, along the margin of Lakes and Rivers - a 
fragrant shrub.ll2 

The article notes that "none of the above substances had ever (so 
far as is known) been noticed as being fit for the use of Artists in Oil 
Colour." The text of the article sent by Green to the Royal Society, 
along with notes by Mr. Brockedon and Mr. C. Varley, who tried 
specimens of the pigments, are included in Appendix Ill. 

In 1831 the Literary and Historical Society heard from Lieut. 
Baddeley on the "Localities of Metallic Minerals in Canada." He 
described several ores that he had found at Crow Lake near Kingston 
and that could be used for pigments. He listed red and yellow ochre 
among the iron ores that he had found there along several veins in 
different locations. He had also found a mixed ore he called "Indian 
Red."1l3 

Two further pigment discoveries were documented in the news-
papers in 1850 and 1851. In 1850 this announcement appeared: 

Decouverte importante pour le commerce et les arts, -
Nous avons re<.;u, il y a quelques jours, de M. Georges 
Duberger, arpanteur employe comme explorateur et agent 
pour les terres de la couronne dans le compte du Saguenay, 
des echantillons de trois sortes de terres propres a la pein­
ture, qu'il a decouvertes a la petite riviere Romaine, dans le 
nouveau township d'Iberville, sur la rive nord du fleuve, a 
une douzaine de lieues au-dessous du Saguenay. Nous 
avons soumis ces terres a nos deux meilleurs artistes de 
Quebec, MM. Legare et Plamondon, qui, apres les avoir 
essayees en notre presence, les ont decIarees egales sinon 
superieures en qualite aux peintures de meme espece pro­
venant des meilleures manufactures d'Europe. Elles sont 
analogues a celles connues dans le commerce sous les noms 
de terre de Cassel (noir ou brun tres fonce) qui se vend 
environ 25s. la livre, terre de la Chine (rouge vif, tirant sur 
le Laque), qui vaut 12s.6d. la livre, et ocre de ruth ou ocre 
romaine (beau jaune) dont le moindre prix est de 2s.6d. Ces 
deux dernieres surtout sont d'un grand usage dans les 
peintures d'histoire et de portrait aussi bien que dans les 
peintures en batiments. Toutes les trois se trouvent en 
grande abondance dans le meme localite, par couches 
superposees les une aux autres. I1 s'y trouve aussi une terre 
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verte et une terre blanche dont M. Duberger promet de 
nous envoyer des echantillons par une prochaine occasion. 
Dupuis que nous avons ecrit ce qui precede, nous appre­
nons de bonne part que I' ordre a ete envoye a M. Duberger, 
qui a fait rapport de cette precieuse decouverte a l'executif, 
d'aller prendre possession d'une certaine etendue de tere­
to ire au lieu designe, comme reserve de la couronne.1J4 

It is possible that the brown described in this article could be a 
form of bitumen. Legare and Plamondon, supplied with samples of 
these three earths, could have continued to use them in their works 
from 1850 onward. The brown "terre de Cassel" was probably a 
bitumenous colourant, while the bright red "terre de Chine," and the 
yellow ochre, might have been more reliable pigments. 

In 1851, a year after the appearance of the above announcement, 
another discovery was advertised. Jl5 The colours available from this 
source near Kamouraska were red, yellow and black of two qualities. 
(fig. 11) 

A- VENDI{E: 

UNg snpel'be' MINE DE PEINTURES, de-
ceuverte a Kamoura~ka par le sousstgne; les di(· 

fert'ntes sortes de Pi] iutl1r·es qui s'y reucoutrent telles q ne 
rouge, jaulle, noir de deux qualites, ayant eta prepa­
res }Jar les premiers peintres et les meilleurs uTtiste~. 
ont ete trouvees d'une quallte ~qufvulent! a cel.es· qui 
viellnent de l'etranger. Un pent en yoir des echantilloos 
en 9'udressant, a Quebeo, a M.- A HAMl<:L &. }i'ilERE, et 

. au proprietaires, a Kamourask8, 

QUf bec, 12 mars 185!. 

(11) Le Canadien, 12 mars, 1851. 

Other Materials 

F .. B PETIT. 
2111. 1 fd. 

Baillairge experimented with making his own brushes. He 
recorded in his Journal on January 27, 1795 that he was trying 
all sorts of different animal hairs. He found that those from the 
tail of the Russian squirrel were very soft and served for paint 
brushes, that those from the tail of the mink were very short but 
were better for little brushes and that those of dog hair, from the 
coil at the back of the neck, were good for medium-sized 
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brushes. 116 Baillairge was on the lookout for other materials as well. 
A note in the Gazette de Quebec documented one find: 

Mr. Fran<;ois Baillairge a trouve un bloc de marbre, suscep­
tible d'un superbe poli, sur la pente de la Montagne de 
Quebec, du cote de l'anse des Meres. Ce marbre paroit etre 
de l' espece du MARBRE BRECHE. ll7 

The artists' materials described above represented various efforts 
on the part of artists in Quebec and their suppliers to find materials 
locally. These supplies, in combination with imported goods of the 
type already discussed, provided the artists with a broad range of 
materials to use in creating their works of art. 

Knowledge of Artists' Techniques and Materials in Quebec 

The execution of a work of art finally depends upon the artists' 
knowledge of materials and techniques. To create their designs, 
artists have to understand how to apply grounds, paints and glazes 
to obtain the desired effects. Artists in Quebec during the period from 
1760 to 1850 could have come by such information in several ways: 
from exchanges among artists visiting and resident in the city, from 
reading books and articles on art and from studying works of art 
first-hand. 

Exchanges Among Artists 

The varied experiences of artists in Quebec during this time must 
have provided for lively exchanges. Artists regularly came from 
abroad to visit or settle in Quebec, no doubt bringing with them 
widely diverse types of technical expertise. The advertisements for 
artists often gave some details of their training. For example, in 1787 
Henry Vaniere let it be known that he had studied under the "best 
Parisian masters" and had worked in various countries for "over 16 
years."1l8 William Q. Skewes in 1819 noted that he had studied under 
"one of the most eminent in the profession in London."II" James 
Bowman, from the United States, came to Quebec in 1830 after 
studying for a time with Sir Thomas Lawrence in London. 1211 Mr. E. 
Sitzenich advertised only that he had come from London and gave 
details of what he would teach. 121 Mr. W.F. Wilson, who came to 
Quebec City in 1847, had advertised five years earlier in Montreal, 
when he had claimed to have studied at the "Deaf and Dumb Asylum 
in London" and under an "eminent Flemish master in France."122 
Some of the British officers who came to Quebec had artistic training. 
Amateurs as well as more accomplished painters from these ranks 
included Henry Bayfield, J. Pattison Cockburn, George Heriot, 
William Lockweed, F.M. McBien, T.A. Marlay, Thomas Patten, 
Roebuck, Charles H. Smith, Sempronius and Severus Stretton and 
a Lieut. Wright. 123 
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Canadian-born artists, in turn, went abroad to study, undoubted­
ly returning with new techniques and insights. Baillairge studied 
from 1778-1781 at the Academie Royale in Paris under Jean-Baptiste 
Stouf of Sevres, sculptor, and Jacques Lagrenee. Fran<.;ois Beaucourt 
travelled in Europe from 1763-1786, during which time he was in 
Bordeaux as a student of Joseph Camagne. Plamondon first studied 
in Quebec with Legare, then in Paris in 1826 under Paulin-Guerin. 12. 

Theophile Hamel was first an apprentice to Plamondon. From 1842-
1846 he was in Italy, where he was a pupil at the Academy of San 
Luca, after which he travelled widely in Europe, studying briefly in 
Antwerp under Or. Keyster, Valerius and Portal. 125 

Artists in Quebec had many opportunities to exchange informa­
tion. The primary means was through the apprenticeship system and 
in the organized classes that flourished in the province. Baillairge had 
a large number of apprentices and students between 1784 and 1800. 
These included Coffin, Henry Cowan, Miss Davidson, Louis 
Duniere, Thomas Dunn, Thomas Ewings, Finlay, Goddard, James 
Grant, Keith, LaFleche, Pierre La Force, Xavier de Lanaudiere, Tho­
mas Lee, Mlle Lelievre, Michel Letourneaux, Menut, Jacques de 
Muntmolm, Narcisse Panet, Louis Perrault, Narcisse Povet, William 
Reed, Roy-Audy, Spirment, Sterling, Tache and John Wills. Roy­
Audy took at least three apprentices: Michel Glackenmeyer, James 
Goulette and Yves Tessier. Oulongpre apprenticed Joseph Moreland 
in 1802. Legare was at times assisted by Plamondon and Triaud. 
Plamondon, in turn, apprenticed Hamel and taught Francis Matte 
and Vincent Zacharie the rudiments of painting. The students and 
apprentices of Hamel included Epiphane LaPointe, Ludger Ruel­
land, Napoleon Bourassa and his own nephew, Eugene Hamel. 

The Ursulines were very active in the artistic community, organ­
izing art classes, commissioning works and accumulating and re­
storing an excellent collection of works from abroad. Artists were 
also evidently in the habit of opening their studios, not only to cus­
tomers, but to other painters. Plamondon advertised in 1834 that he 
had the use of a room in the new Parliament Building and that he 
would open it to amateurs on "Thursday only in each week."126 
In 1835, Mr. G. Fassio invited "messieurs et des Patrons des beaux 
Arts" to visit his studio, where he had available not only his own 
work, but "une collection de morceaux choisis de l'Ecole Italienne."127 

Societies were founded in Canada for those interested in the arts, 
and painters from Quebec were active participants in them. In 1828 
Legare won a medal from the Quebec Society for the Encourage­
ment of Science and Art for his painting of Le massacre des Hurons par 
Ies Iroquois 128 (Mu see du Quebec). The Society of Sciences and Arts in 
Canada sponsored competitions that were advertised in the Quebec 
newspapers, in which medals were awarded for oil paintings, water­
colours and engravings. ]29 
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In 1824 The Literary and Historical Society of Quebec was foun­
ded. In the "Introduction" to Volume I of the Transactions, printed in 
1829, it was stated that: 

It must be obvious, that in a Colony where, with few 
exceptions the occupations of all, are either Professional, 
Commercial, or Agricultural Society ... that those who have 
leisure for scientific inquiry are far from numerous. 130 

The Society, however, held many meetings that were of interest to 
those involved in the arts and sciences. William Green contributed 
the article cited in Appendix III on "Colouring Materials Produced 
in Canada." He also lectured on "Some Processes in use Among the 
Huron Indians in Dyeing" and "Notes Respecting Certain Textile 
Substances in use Among North American Indians." Presentations 
that addressed the geology of Canada sometimes discussed materials 
that could be used as artists' pigments. "Observations on a few of the 
Rocks and Minerals of Upper Canada" by Capt. Bonnycastle is in­
cluded in Volume I of the Transactions and "On the Locality of some 
Metallic Minerals in the Canadas" by Lieut. Baddeley appears in 
Volume lI. 

The Literary and Historical Society of Quebec felt that Green's 
lecture on colouring materials was so worthy that it was dispatched to 
the Royal Society of the Arts in London. The Royal Society responded 
by awarding Green its gold Isis medal and by publishing his paper in 
its Transactions. The letters that were exchanged between the group in 
Canada and the Secretary of the Royal Society are included, along 
with the text of Green's paper and related newspaper articles, in 
Appendix Ill. In one of these letters, Arthur Aikin, the Secretary of 
the Royal Society, notes that one of the benefits of this exchange was 
that it placed the Royal Society "in correspondence with a highly 
respectable institution."111 Such a correspondence must have in­
creased the opportunities for exchanges about artists' materials and 
techniques for the artistically-inclined members of the Literary and 
Historical Society of Quebec. 

To encourage further the members' interest a limited amount of 
laboratory equipment was available at the Society's headquarters. A 
Scientific and Historical Collection was also organized. In 1831 this 
Collection included such diverse objects as geological samples, a box 
of "minerals and ochres," Indian artefacts, engravings, a "basket of 
insects," and "a singular specimen of the potato."llc The Society also 
had its own library, which in 1831 boasted over 215 volumes. Among 
the writings available to the members were Ga/eries des AJltiques, 
Chemical Manipulation by Faraday, Greenouf{h's Geolof{Y, Moh's MiJleral­
ogy (three volumes), and fifteen volumes of a periodical simply called 
Museum. Also included in the library were the Transactions of the 
New York Historical Society, the Geological Society, the Society of 
Arts, Manufactures and Commerce and the Albany Institute. III Such 
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sources must have provided all types of information for members of 
the Literary and Historical Society curious about artists' materials and 
techniques. 

At least five painters are known to have been members of the 
Society for they are listed as contributors to its collections in 183l. 
Lieut. Col. Cockburn gave "a piece of the linen covering of an Egyp­
tian Mummy." Capt. Bayfield, who also painted topographical 
sketches of Canada, gave "53 specimens of minerals." W.Q. Skewes 
donated "a piece of Red Egyptian Granite from the pillar called 
'Pompey's' brought to this country by Captain Hopper of the ship 
Crown, broke off the pedestal by his carpenter." Legare gave" a large 
crystal of carbonate of Lime from Cap Rouge." "A Speciment of Wax 
Plant" was donated by John Adams who made maps and painted 
watercolour sketches of Quebec. 134 

The Literary and Historical Society remained active and in 1838 it 
offered prizes for several types of paintings: "tableau a huile d'his­
toire, de vue ou paysage, de sujet original." 135 In 1848 Hamel made a 
copy of a painting of Jacques Cartier, the original of which was 
recorded as being in the possession of the Society. The copy, which 
was described as "exceedingly well got up," was offered for sale by 
Thomas Cary. 136 

An Institut des Artisans also flourished in Quebec. Notices in the 
newspapers in the 1830's described the induction of members and 
gave information relating to a library run by the Society. m 

Books and Journals Relating to Techniques and Materials in Quebec 

Books and journals on the techniques and materials of painting 
must have supplied artists with much of their information on this 
subject. A variety of books was available quite early in Quebec. 
Artists such as Baillairge had personal libraries and the Ursulines had 
a selection of books which was made available to the artists and 
students who worked at the Convent. In 1811 a circulating library 
was opened and immediately began to flourish.I.1H Between 1760 and 
1850 books that related to artists' work were occasionally specifically 
advertised for purchase. A list of such books is given in an 1822 
ad vertisement for Thos. Cary and Co. Among the other books for sale 
were Art du Peintre (1820), 1~4 Elements of Portrait Painting by Lefevre, 
Rudiments of Landscape by Prout, Studies of Cattle from Nature by 
Waiter (1822),140 Alder's Flower Painting, Quadrupediana, or Studies of 
Allimals by Bouvier, Study of Horses After the Style of Carle Vernet, 
Triquet's Drawing Book, ("an easy introduction towards attaining the 
art of Flower Pf\inting, representing each design in a progressive state 
of colouring"), Sketches from Nature by Campion, and a book outlining 
"principles of drawing, chiefly after the antique, designed for in­
struction in the art of drawing the human figure" (1825).141 Other 
advertisements for books were generally directed toward "l'attention 
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des Amateurs des Beaux Arts" (1831),142 or describe books on "Scien­
ces and Arts" (1825)143 or "fine arts" (1847)144 without noting specific 
titles. 

Journals from Canada and abroad, that might have included 
articles related to artists' materials and techniques, were also avail­
able as is clear from the foreign news quoted in the Quebec newspa­
pers. In 1818 and 1820 The Quebec Mercury published excerpts from 
Benjamin West's various lectures to the Royal Academy in London. 145 

In 1837 Nicolas-Narcisse Aubin, a European-born lithographer and 
painter in oils, founded a periodical called Le Fantasque which pub­
lished information on artists and musicians until 1849. 

Books owned by the Ursulines concerning the arts were probably 
used by various artists. For example: Traite de Miniature, pour appren­
dre aifement a Peindre sans Maftre, Avec le Secret de faire les plus belles 
Couleurs, l'Or bruny, & 1'0r en Coquille (Edition Troisieme) printed in 
Paris in 1696 and L'Ecole de la Miniature ou L' Art d' apprendre a Peindre 
sans maftre, et les secrets pour faire les plus belles couleurs (Nouvelle 
edition) printed in Paris in 1769 were available at the Convent. These 
books contained information on mixing colours for a variety of sub­
ject matter as well as instruction in decorative arts. 

Baillairge seems to have owned a copy of the above book, L'Ecole 
de la Miniature . .. for his name is inscribed on the title page along with 
the date 1789. The book was printed in Paris in 1782, and described in 
its 180 pages methods for painting in oil and tempera, as well as the 
arts of mosaic, damascening and painting on glass and in enamel. 
The inventory taken in the 1870' s after the death of the wife of Legare 
listed several books on the arts that the painter must have 
possessed. 146 Among these volumes were Dictionnaire des Beaux Arts 
and Art du Peintre, perhaps the same book that was for sale in The 
Quebec Mercury in 1820. 

Contact with European Works of Art in Quebec 

Early artists in Quebec also learned about methods of painting 
through viewing, copying and restoring European works of art. 
Original works of art were often imported to Quebec for the 
churches, for ~xhibition and for sale. Artists in Quebec had ample 
opportunity to study and learn from these pieces. The most 
notable collection in early Quebec was the Desjardins Collection. In 
1816 the Abbot Philippe-Jean-Louis shipped a collection of nearly 
two hundred paintings from Paris to Quebec. These works were 
dispersed throughout the province by his brother the Abbot Louis­
Joseph Desjardins in 1817. For the most part, the paintings were 
from the French Schools of the seventeenth century. A second 
shipment of works was brought to Quebec in 1820. Many of these 
paintings were deposited in the Ursulines Collection, where they 
were studied, restored and copied by the artists of early Quebec. 
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The works owned by the Ursulines were attributed to, among 
others, Le Dominiquin, Jordaens, Philippe de Champaigne, Guy 
Halle, Pierre de Cortone, Frere Luc and the School of LeBrun. 147 

Along with his artistic endeavours Legare bought, sold and exhi­
bited works of art. An item in Le Canadien on January 29, 1834 on his 
behalf described the location of his new house and the collection on 
exhibition there. The works were advertised as being from the hands 
of the foremost painters of Europe and the collection as being the 
richest of its type ever seen in Canada. These works were on view to 
the public every day except Sundays and holidays.I-I8 

Other paintings exhibited in Quebec included a work with eighty 
figures representing a ceremony at Lac des Deux Montagnes (1833),1-19 
fourteen "pictures 8 ft by 5" by Plamondon of the Chemin de Croix 
(1839) for Notre-Dame Church,lSO and a "Tableau Sublime" of Jesus 
Healing in the Temple by Benjamin West, dated 1843.151 

Works of art from abroad were often offered for sale in Quebec. 
Examples of such pieces abound in the newspapers of the times. 
In 1790 the printing office of the Gazette de Quebec was selling 
"an assortment of Landscape and other Prints most superbly 
executed."IS2 In 1817 William Sanderson advertised the sale of some 
"original drawings" along with various artists' supplies. 153 In 1817, 
J.c. Reiffenstein offered four paintings, one by Gerrard Fannort, 
which were guaranteed to be original and not retouched. 15-1 In 1822 
Reiffenstein again had for sale "some very fine Paintings on Ivory, 
Prints, Drawings .... "155 In 1833 Thos. Ca~y & Co. advertised "Gra­
vures et Lithographies de France."I5b A raffle was held at the Quebec 
Library in 1835, for which the prizes were several landscape and 
genre paintings, including a "View of a Gypsy Encampment by Firelight 
painted on oak. "IS7 In 1845 Plamondon organized the sale of paintings 
described in the advertisement in figure 12.158 

FI~E ARTS. 

T HE ORIGINAL PAINTIl.'l9S of the following 
masters will be sold, to the highest bidder, on the 

12th SEPTEMBER next, at the, Atelier of Mr. ANT. 
PLA;\IONDON, (Ca8tle St. Lp-will,) aL ONE o'clock, P.M. 

1 Painting by d'Ostade, (Adden Van.) 
1 do. 'Murillo, 
1 do. ' P. P. Rubens, 
1 do. Nicollls Poussin, 
1 do. Peeler Tays, 
1 do. Sueyder. 

The Montreal, Boslon, and Philadelphia papers are 
requested to insert the above advertisement gratis,' by so 
doing they will oblige the Artist burnt out at Quebec. 

ANT. PLAMONDON, Painter. 
Quebec, 9th August, 1845. 

(12) The Quebec Mercury, Aug. 15, 1845, XLI, 98, p. 3, 
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Many of the early artists of Quebec learned from copying various 
paintings. Artists such as Roy-Audy, Tessier, Triaud and Hamel 
copied works from the Desjardins Collection. 159 Portraits of royalty 
were copied for reasons of commerce as well as interest. In January 
1840 the Gazette de Quebec reported that Roy-Audy had just finished 
"a copy of His Majesty ... equal to that of Mr. Legare." The article 
added that "Mr. Audy has never had the advantage of visiting Eu­
rope and is self taught. "160 In February 1830 The Quebec Mercury 
noted that "Mr. Legare had just completed a copy of a painting of the 
late King by Sir Joshua Reynolds."·161 

Artists also had contact with works of art through restoration 
projects that were undertaken in Quebec. Tessier, Triaud, Ignace 
Plamondon, Legare and Berczy were among the artists who worked 
in this field. 162 

Such contact with works of art, along with reading and exchanges 
between artists, were the major methods by which the early painters 
in Quebec learned about the materials and techniques involved in the 
creation of works of art. 
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Notes: 

I hope that this text will serve as a beginning for the study of the materials and techniques of 
artists working in Quebec. Such a compilation can assist in attributing unsigned works, in 
forming chronologies of artists' production and even in solving restoration problems in 
paintings of a given period. I would like to acknowledge the aid of many friends in 
assembling this text. My colleagues from the National Museums of Canada, the Canadian 
ConservatIOn Institute, the Library, Curatorial and Publications Divisions of the National 
Gallery of Canada, and especially the staff of the Restoration and Conservation Laboratory 
at the National Gallery of Canada were always ready to give information, advice, editorial 
comments and encouragement. Special help with source material came from Robert 
Derome, Celine Lariviere-Derome, Jean Trudel, Rodrigue Bedard, Nicole Cioutier, John 
Porter, Laurier Lacroix and Soeur M. Boucher. lEd.: We wish to thank Mr. Brian Foss, 
M.A. candidate in Canadian art history for his invaluable service in proofing this article.] 

2 Ca thy LEACH, A Reference List of Firms Preparing Artist's Canvas in 19th Century London. 
Unpublished manuscript. 

3 Tlte Quebec Mercury, June 6, 1820, XVI, 23, p. 180. 
4 Treatise on the Art of Painting and the Composition of Colours (London: T. Baylis, No. 15 

Greville-Street, 1797). Transrated from the French by Constantin de MASSEY. 
5 Gazelte de Quebec, 7 aoo.t, 1794, p. 6. 
6 The Quebec Mercury, July 6, 1819, XV, 27, p. 210. 
7 Gazelte de Quebec, 3 dec., 1789, p. 4. 
8 Gazette de Quebec, 29 mai, 1828, p. 2. 
9 Le Canadien, 29 janv., 1834, Ill, 115, p. 4. 

10 Le Canadien, 8 juin, 1831, I, 10, p. 2. 
11 Le Canadien, 28 oct., 1842, XII, 73, p. 3. 
12 The Quebec Mercury, Aug. 16, 1845, XLI, 98, p. 3. 
13 Archives du Monastere des Ursulines de Quebec (hereafter QQAMU), Reccttcs et depcllses, 

Journal 4, avri11809. 
14 QQAMU, Desj. 1,77, Leltres de J'abbi! L.-J. Desjardins a Mere St-He11ry, 25 mars, 1839. 
15 Cathy LEACH, op.cit. 
16 Gazclte de Quebec, 7 aoo.t, 1794, p. 6. 
17 Thc Quebec Merwry, Nov. 9, 1830, XXVI, 90, p. 614. 
18 Ibid., p. 614. 
19 The Quebec Mercury, Apr. 27, 1843, XXX, 50, p. 4. 
20 The Quebec Mercury, Sept. 23, 1817, XIII, 38, p. 299. 
21 Archives nationales du Quebec, Quebec (hereafter QQAN) Ap-P. 2378, Journal de Frall(ois 

Baillairge, 29 mai, 1789. 
22 The Quebec MerCllry, Nov. 26, 1819, (Supplement) XV, 47, p. 1. 
23 The Quebec Mercury, Nov. 5, 1822, XVIII, 45, p. 335. 
24 The Quebec Mercury, June 19, 1824, XX, 47, p. 212. 
25 The Quebec Mercury, July 6, 1830, XXVI, 54, p. 365. 
26 The Quebec MerCllry, May 17, 1836, XXXII, 54, p. 4. 
27 The Quebec Mercury, Oct. 19, 1841, XXXVI, 125, p. 4. 
28 Gazette de Quebec, 30 aoo.t, 1787, p. 4. 
29 Le Canadien, 4 sept., 1835, V, 50, p. 3. 
30 J. Russell HARPER, Painting in Canada: A History (Toronto: Univ. of Toronto Press, 1966), 

p.414. 
31 Gazelte de Quebec, 18 dec., 1806, p. 3. 
32 The Quebec Mercury, Aug. 25, 1831, XXCII, 83, p. 581. 
33 QQAMU, Soeur BOUCHER, archiviste, Monastere des Ursulines de Quebec, 

Correspondance privee, 7 mars, 1976. 
34 Ralph MA YER, "Some Notes on Nineteenth Century Canvas Makers," Technical Studies in 

the Field of Fille Arts, X, 3, Fogg Art Museum, Jan. -1942. 
35 Norman MULLER, "Boston Canvas Stencils-Origin and Interpretation," Americall Art 

Review, Sept.-Oct. 1973. 
36 Gazette de Quebec, 11 juin, 1812, p. 1. 
37 QQAN, Ap-P.2379, Journals of Franc;:ois Baillairge, 28 nov., 1787; 21 fev., 1786 and 4 juil, 

1794. 
38 Gazelle de Quebec, 29 mai, 1828, p. 2. 
39 Gazette de Quebec, 30 mai, 1765, p. 3. 
40 Gazelle de Quebec, 9 sept., 1790, p. 4. 
41 Gazelle de Quebec, 14 aoo.t, 1794, p. 4. 
42 The Quebec Mercury, Aug. 31, 1807, n, 35, p. 280. 
43 The Quebec Mercury, July 1809, (Supplement) 31. 
44 The Quebec Mercury, July 31, 1809, V, 31, p. 241. 

30 



45 The Que/lec Mercury, Sept. 1809, (Supplement) 42. 
46 The Que/lec MerCllry, Nov. 8, 1814, X, 45, p. 354. 
47 The Quebec MerCllry, July 4, 1815, XI, 27, p. 216. 
48 Le CalladiClI, 28 mai, 1834, IV, 9, p. 2. 
49 Le CalladiCll, 16 juin, 1837, VII, 18, p. 2. 
50 Le Calladiell, 28 avril, 1840, X, 145, p. 2. 
51 Till' Quebec Mercury, June 30, 1818, XIV, 26, p. 203. 
52 Tile Q1Iebec Mercury, Apr. 30, 1850, XLVI, 51, p. 3. 
53 Tile Quebec MerCllry, Sept. 10, 1819, XV, 36, p. 3. 
54 /llid. 
55 The Quebec MerCllry, Sept. 14, 1819, XV, 87, p. 29. 
56 The Q1Iebec Macun!, June 6, 1820, XVI, 23, p. 186. 
57 The Q1Iebec Mercury, May 9, 1820, XVI, 19. 
58 The Quebec MerCllry, Feb. 13, 1821, XVlll, 7, p. 51. 
59 Le Calladiell, 16 dec., 1844, XIV, 95, p. 4. 
60 The Quebec Mercury, Jan. 28, 1845, XLI, 12, p. 4. 
61 Rutheford J. GETTENS and George L. STOUT, Pailllillg Malerial,; A Slwrl EIICI/c/ol'edill (N. Y.: 

Dover Publications, 1966), p. 318. 
62 The Q1Iebec MerCllry, Feb. 10, 1846, XLII, 17, p. 4. 
63 Gazelte de Q1Iebec, 3 juin, 1790, p. 3. 
64 The Quebec MerCllry, Nov. 9, 1830, XXVI, 90, p. 614. 
65 Tile Q1Iebec Mercury, Jan. 10, 1833, XXIX, 4, p. 3. 
66 The Q1Iebec Mercury, June 20, 1833, XXIX, 73, p. 2. 
67 Tile Q1Iebec Mercury, Jan. 28, 1845, XLI, 12. 
68 The Q1Iebec Mercury, July 31,1809, (Supplement) 31, p. I. 
69 Le Calladiell, 28 sept., 1831, I, 42, p. 3. 
70 The Quebec MerCllry, Jan. 10, 1833, XXIX, 4, p. 3. 
71 The Quebec Mercury, Jan. 26, 1833, XXIX, 11, 'p. 3. 
72 Le Cal1adiel1, 31 oct., 1833, lll, 77, p. 2. 
73 Gazette de Quebec, 30 mai, 1765, p. 3. 
74 Gazelle de Quebec, 23 nov., 1809, p. 3. 
75 The Q1Iebec Mercun!, Aug. 1809, (Supplement) 42, p. 1. 
76 The Quebec Mercury, June 20, 1833, XXIX, 73, p. 2. 
77 Gazelle de Quebec, 30 mai, 1765, p. 3. 
78 The Q1Iebec MerCllry, June 16, 1812, Vlll, 24, p. 192. 
79 Gazelle de Q1Iebec, 9 sept., 1790, p. 4. 
80 The Quebec Mercury, Aug. 8, 1808, IV, 32, p. 264. 
81 The Q1Iebec Merc1lry, July 4, 1815, VI, 27, p. 216. 
82 The Q1Iebec Mercury, Jan. 28, 1845, XLI, 12, p. 4. 
83 Gazelle de Q1Iebec, 9 sept., 1790, p. 4. 
84 Gazelle de Q1Iebec, 7 aOLlt, 1794, p. 6. 
85 Gazelle de Q1Iebec, 30 mai, 1765, p. 3. 
86 Gazelle de Quebec, 7 ao(,t, 1794, p. 6. 
87 The Q1Iebec Merc1lry, June 17, 1823, XIX, 24, p. 192. 
88 Le Calladiell, 28 juil., 1847, XVII, 36, p. 4. 
89 Tile Quebec Mercury, Aug. 1809, (Supplement) 42, p. I. 
90 The Quebec Mercury, Nov. 9, 1830, XXVI, 90, p. 614. 
91 Gazelle de Quebec, 7 aout, 1794, p. 6. 
92 Gazelte de Quebec, 10 act., 1809, p. 3. 
93 The Quebec Mercury, June 16, 1812, VIll, 24, p. 192. 
94 The Quebec Mercury, June 8, 1819, XV, 23, p. 1. 
95 The Q1Iebec Mercury, Jan. 28, 1845, XLI, 12, p. 4. 
96 Le Calladiel1, 1 mai, 1846, XV, 159, p. 4. 
97 Gazelte de Quebec, 30 mai, 1765, p. 3. 
98 The Quebec Mercury, Feb. 10, 1846, XLII, 17, p. 3. 
99 Gazelte de Quebec, 7 aout, 1794, p. 6. 

100 The Quebec Mercury, Aug. 1809, (Supplement) 42, p. 1. 
101 Le Calwdiell, 28 juil., 1847, XVlll, 36, p. 4. 
102 Archives de \'Universite de Montreal (hereafter QMAUM), Collection Baby, P.016084, 

John ROBERTSON, Chambly Castle, to William BERCZY, Quebec, I:eb. I, 1799. 

31 



103 QMAUM, Collection Baby, P. 016097, John ROBERTSON, Chambly Castle, to William 
BERCZY, Quebec, Feb. 14, 1799. 

104 QMAUM, Collection Baby, P. 016437-8, William BERCZY, Quebec, to Charlotte BERCZY, 
Montreal, April 13, 1809. 

105 The Quebec Mercury, Dec. 21, 1841, XXXV!, 152, p. 2. 
106 Gazette de Quebec, 3 juin, 1790, p. 3. 
107 The Quebec Mercunj, Feb. 20, 1821, XVI, 8, p. 59. 
108 QQAN, Ap-P.2379, Jounlal de Frall(ois Bai/lairge, 10 juil., 1797. 
109 QQAN, Ap-P.2379, Journal de Fral1(ois Bai/lairge, 22 mai, 1792. 
110 QQAN, Ap-P.2379, Journnl de Fral1(ois Baillairge, 23 maL 1792. 
111 QQAN, Ap-P.2379, JOltrlwl de Fral1~ois Bai/lairge, 11 oct., 1792. 
112 The Que/lee Mercury, June 17, 1828, p. 297. 
113 LieuCBADDELEY, "Localities of Metallic Minerals in Canada," Transactiolls of the Literary 

and Historical Society of Quebec, 1831. 
114 Le Canadien, 19 aout, 1850, p. 2. 
115 Le Canadiell, 12 mars, 1851. 
116 QQAN, Ap-P.2379, Journal de Frall(ois Bai/lairge, 27 janv., 1795. 
117 Gazette de Quebec, 27 juin, 1807, p. 128. 
118 Gazette de Quebec, 2 aout, 1787. 
119 The Quebec MerC!lry, Nov. 26, 1819, (Supplement) XV, 47, p. 1. 
120 J. Russell HARPER, Early Painters and Engravers ill Canada (Toronto: Univ. of Toronto Press, 

1970), p. 41. 
121 The Quebec Mercury, May 17, 1836, XXXII, 59, p. 4. 
122 Montreal Gazelle, Nov. 10, 1842, l, p. 3. 
123 ]. Russell HARPER, op. cit. 
124 Ibid. p. 252. 
125 Ibid. P. 142. 
126 The Quebec Mercury, May 15, 1834, XXX, 58. 
127 Le Canadien, 4 sept., 1835, Ill, 50, p. 3. 
128 ]. Russell HARPER, Painting in Canada: A Histon/, p. 82. 
129 Tile Quebec Mercury, Oct. 23, 1827, XXIII, 86, p. 536. 
130 Transactions of the Literary and Historical Society of Que/lee, I, (Fran~ois Lemaitre, 1829), 

"Introduction." 
131 The Quebec Mercury, June 17, 1828, XXIV, 48, p. 297. 
132 Transactions of the Literanl and Historical Society of Quebec, II, (Thos. Cary and Co., 1831), 

pp. 433-39. 
133 [[,id., pp. 439-42. 
134 Ibid., pp. 433-39. 
135 Le Canadien, 14 sept., 1838, VIII, 57, p. 4. 
136 Tile Quebec Merc!I1'Y, July 26, 1848, XLIV, 124, p. 4. 
137 Le Canadien, 20 juil., 1831, I, 22, p. 3; Le Canadien, 14 juin, 1833, III, 17, p. 4. 
138 The Quebec Mercury, Sept. 30, 1811, VII, 39, p. 1. 
139 Tile Quebec Mercury, May 30, 1820, XVI, 22, p. 175. 
140 The Quebec Mercun/, Aug. 2, 1822, (Supplement) XVIII, 45. 
141 Tile Quebec Mercurlj, Nov. 15, 1825, XXI, 93, p. 570. 
142 Le Canadien, 25 mai, 1831, I, 1. 
143 Tile Quebec Mercury, June 4, .1825, XXI, 45, p. 273. 
144 The Quebec Mercury, Nov. 27, 1847, XLIII, 142, p. 3. 
145 Tile Quebec Mercury, Feb. 24, 1818, XLV, 8, p. 61; The Quebec MerCllry, June 6,1820, XVI, 23, 

p. 181. 
146 QQAN, Minutier Jean-Baptiste Delage, "Inventaire apres deces de Mme Legare," 

No. 2921, 6 dec., 1872. 
147 QQA!\)'U, Soeur BOUCHER, archiviste, Monastere des Ursulines de Quebec, "Notes 

concernant les tableaux de la collection des Ursulines de Quebec," 1975. Unpublished. 
148 Le Cmzndicll, 29 janv., 1834, Ill, 115, p. 4. 
149 Le Canadiell, 31 oct., 1833, Ill, 77, p. 2. 
150 The Quebec Mercury, Nov. 21, 1839, XXXV, 141, p. 2. 
151 Le Calladien, 23 aout, 1843, XIII, 47, p. 3. 
152 Gazette de Quebec, 9 sept., 1790, p. 4. 
153 Tile Quebec Mercury, Sept. 23, 1817, XIII, 38, p. 299. 
154 The Quebec Mercury, Nov. 4, 1817, XIII, 44. p. 346. 
155 The Quebec Mercury, June 11, 1822, XVIII, 24, p. 185. 

32 



156 Le Ci1l1adiell, 31 oct., 1833, Ill, 77, p. 2. 
157 The Quebec Mercury, Feb. 26, 1835, XXXI, 24, p. 1. 
158 The Quebec Mercury, Aug. 15, 1845, XLI, 98, p. 3.; Le Cmwdit:ll, 22 aodt, 1845, XV, 47, p. 3. 
159 Gerard MORISSET, Feilltres et Tableaux (Quebec: 1936), p. 116. 
160 Gazette de Quebec, 14 janv., 1830, no. 4028, pp. 2-3. 
161 The Quebec Mercurl/, Feb. 27, 1830, XXVI, 17, p. 113. 
162 BOUCHER, o~.cit.; Laurier LACROIX, "Transcriptions de lettres de l'abbe Louis-Joseph 

Desjardins concernant la restauration et le transport de tableaux." Unpublished 
manuscript in possession of original author. 

Appendix I 

Evidence of Materials and Techniques of Canadian Artists 

An examination of works by artists active in Quebec from 1760-1850, 
together with excerpts from original sources, can serve as preliminary 
documentation of specific materials and techniques used by the artists. 

I. Supports 
1. Joseph LEGARE: (1795-1855): 

More than sixty paintings by Legare were examined by the author. 
Some twenty of these works were oil sketches on paper or cardboard from 
the collection of the Seminaire de Quebec. Of the more than forty remaining 
paintings on canvas, one was on twill weave fabric (Les cascades de la riviere 
Saint-Charles a la Jeune Lorette (Musee du Quebec», one was on a modified 
twill weave fabric (La bataille de Sainte-Foy (National Gallery of Canada/ 
Galerie nationale du Canada» and the rest were on canvas of tabby weave. 
In these canvasses varying textures, types of thread and tightness of weave 
were employed. For example, the fabric support of Portrait de Joseph Pageot 
(Musee du Quebec) is extremely knotted and uneven, while other canvasses 
manufactured commercially exhibit a more even texture (L'incendie du 
quartier Saint-Roch (Sigmund Samuels Collection, Royal Ontario Museum». 
The support for the latter work includes a canvas stamp which reads 
"Roberson and Miller, 51 Long Acre, London." The firm is known to have 
existed at this address from 1828-1840. 1 

The stretchers for the paintings on canvas varied. Twenty had corners of 
mortise and tenon construction with the open key holes characteristic in 
Quebec at this time. These were Nature morte au portrait de Calvin, Les chutes 
Niagara, Le massacre des Hurons par les Iroquois, Portrait de Joseph Pageot, Paysage 
au monument a Wolfe, Cascades de la riviere Saint-Charles a la Jeune Lorette, 
Portrait de Mme DeFoy (all, Musee du Quebec), L'incendie du quartier Saint­
Roch vu de la C6te-a-Coton vers ['est, L'incendie du quartier Saint-Roch vu de la 
C6te-a-Caton vers ['ouest (both, Semina ire de Quebec), Devotion au Sacre­
Coeur, L'Annonciation and Saint Franr:;ois de Paule en priere (Hopital General), 
Saint Franr:;ois de Paule ressuscitant [,enfant de sa soeur, Saint Charles Borromee en 
priere, Saint Philippe baptisant l'eunuque de la reine Candace,La bataille de Sainte­
Fay, Le martyre des peres Breboeuf et Lalemant, (National Gallery of Canada/ 
Galerie nationale du Canada), and Premier monastere des Ursulines de Quebec 
and Portrait de Lord Aylmer (Monastere des Ursulines de Quebec). Six were 
mortise and tenon corners with closed key apertures: Nature morte aux raisins 
(National Gallery of Canada/Galerie nationale du Canada), Les chutes de 
Saint-Ferreol, Portrait de M. DeFoy, Le desespoir d'une Indienne (Mu see du 
Quebec) and Clermont (Seminaire de Quebec). Three more with similarly 
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constructed joins had the key holes crudely gouged out: La Garonne, Le 
manoir Caldwell et les moulins de l'Etchemin (Musee du Quebec) and Portrait de 
Lady Aylmer (Monastere des Ursulines de Quebec). Three others were on 
fixed strainers rather than on expandable stretchers: Le Canadien and Saint­
Jean (Mu see du Quebec) and La mort de saint Fran~ois Xavier (Hopital Gene­
ral). It is interesting to note that in two sets of paintings, clearly meant as 
pairs (the portraits of Lord and Lady Aylmer and of M. and Mme DeFoy), 
the stretchers are of a different construction. The stretchers for the three 
large paintings of saints in the National Gallery of Canada, however, were 
constructed at the same time as one another, as is evident from the pencil 
markings identifying all the stretcher members. A curious feature of the 
Saint Philippe baptisant l' eunuque de la reine Candace is the fact that the 
crossmembers once served as door moulding and are complete with 
hinge marks. On other paintings the stretchers are new or are hidden 
from view. 

Some of the stretchers showed evidence of previous use as supports for 
works of art. La Garonne, for example, has remnants of ground on the back of 
the stretcher where another canvas was once primed. Two paintings have 
seams very close to one edge: La bataille de Sainte-Foy has seams 5 cm. from 
the left edge and Nature morte aux raisins has a seam 12 cm. from the bottom. 
This suggests that the artist may have been piecing remnants of canvas 
together to mount on an available stretcher. 

Le desespoir d'une Indienne exhibits what is referred to as a "beard" along 
the lower paint edge. This term describes the lip that is formed when paint 
and ground are applied on a flat surface against a raised edge, such as a 
frame or a strip nailed to hold the support temporarily while paint and 
ground are applied. The beard on Le desespoir d'une Indienne indicates that 
Legare probably painted the canvas before he mounted it on a stretcher. 
That this was sometimes his method of operation is indicated by several 
other works: Nature morte au portrait de Calvin, Saint Fran~ois de Paule en priere, 
Devotion au Sacre-Coeur, Portrait de Lord Aylmer and Portrait de Joseph Pageot 
have painting edges that extend around the side of the stretcher. These 
details give an interesting insight into the working methods of the artist. 

2. William von MOLL BERCZY (1744-1813): 
The following excerpts concerning the supports of paintings are taken 

from letters written or received by William Berczy while he was in Quebec. 

QMAUM, Collection Baby, P. 016063, William BERCZY, Quebec, to his 
wife, Montreal, January 3, 1799: 

Le portrait du general est presqu'entierement fini.. .. Je l'ay faitendemi 
figure & le tableau est un oval de 10 pouces de long. La copie a l'huile 
que j'en fais pour moi me me est aussi deja bien avanc€. 

Ibid., P. 016066, John ROBERTSON, Chambly Castle, to William 
BERCZY, Quebec, January 5, 1799: 

I have written for a sample of the Linnen Thread & Nettles: also to 
mention the process - As soon as I have an answer from Grand River, 
shall write you on the subject .... 

Ibid., P. 016066, John ROBERTSON, Chambly Castle, to William 
BERCZY, Quebec, February 1, 1799: 

She [Mrs. Prescott] must be convinced from the fitness of the flax, that 
a very fine thread may be spun from it; so as to make the finest linen 
&c. 
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Ibid., P. 016097, John ROBERTSON, Chambly Castle, to William 
BERCZY, Quebec, February 14, 1799: 

[Thread] fine enough to be spun, & manufactured into anything. 

Ibid., P. 016336, William BERCZY to his wife, Montreal, August 17, 1808: 
Informe toi s'il n'y a pas a Montreal quelques loquets de miniature et 
fais en prendre les grandeurs a Charles que tu m' envera, car il se 
pouroit tres bien que j'en aurois de besoin. Iei je n'en ay pu trouver 
qU'une seule qui sera pour Or. C. 

Ibid., P. 016427, William BERCZY, Quebec, to his wife, Montreal, 
March 15, 1809: 

Par la derniere du 12 courant je vois que Monsieur Sutherland a remis 
le medailIon au courier, je te prie de me dire dans ta premiere auquel il 
le donne, car je ne ray pas re<;u, de quoi je suis un peu fache puisque 
cela m'empeche de couper mon Ivoire pour la miniature a la grandeur 
requise et que cela m'arret dans mon ouvrage. 

Ibid., P. 016437-8, William BERCZY, Quebec, to his wife, Charlotte, 
Montreal, April 13, 1809: 

Cette peinture qui representera une desante de la Croix doit etre peinte 
sur de la soie, mais comme elle trouveronts difficilement une etoffe 
aussi bone que celle de ton vieux habit de soie blanche je te prie de me 
dire en cas que tu veuilIe en donner un morceau, qu'elle en est la plus 
grande largeur afin que je puis se juger si elle est assez large. 

3. Louis DULONGPRE (1754-1843): 
The following information was collected during the examination of 

eight paintings: Portrait de FClix Tetu, Portrait de Joseph Papineau, Portrait de 
Mme Papineau, Portrait de Jean Dessaules, Portrait de Rosalie Papineau Dessaules 
and Portrait de Rosalie Cherier (National Gallery of Canada/Galerie nationale 
du Canada), Portrait de James Sinclair (Royal Ontario Museum) and Portrait du 
Frere Boissonalt (Mu see du Quebec). 

Two of the works were on canvas of twill weave: Portrait de fallles Sillclair 
and Portrait de Felix TCtu. The remaining canvasses of tabby weave showed a 
remarkable similarity of texture, all measuring close to 36 threads per inch in 
the warp and weft directions. Three of these canvasses had selvedge edges 
showing on opposite sides indicating the width of the bolt from which the 
canvas support was cut. The support for Portrait de Rosalie Cherier was from a 
bolt of 33-34 inches and the supports for Portrait de Jean Dessaules and Portrait 
de Joseph Papineau were from a bolt of 21 inches. It seems that the artist must 
have kept in his studio bolts of various sizes of canvas from which he 
regularly cut portrait supports. 

The stretchers on the eight works are of three different types. Portrait de 
Joseph Papineau exhibits a mortise and tenon corner where the tenon member 
is dovetailed into the mortises. Portrait de Rosalie Cherier and Portrait de FrCre 
Boissonalt have their supports mounted on fixed strainers. The remainder of 
the portraits exhibit stretchers with mortise and tenon corners and closed 
key slots. The strainer for Portrait de FrCre Boissonalt has tack holes on the 
back face where another canvas had previously been stretched. 

4. Theophile HAMEL (1817-1870): 

One painting by Theophile Hamel, Portrait d'Etiellllc Dallairc, (National 
Gallery of Canada/Galerie nationale du Canada) has a canvas stamp on the 
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reverse that reads, "Reeves and Sons, 150 Cheapside." Reeves and Sons is 
known to have existed at this address from 1829-1845. 2 

5. William MOL T (Active in Quebec 1816): 
An advertisement in the Gazette de Quebec (18 juil., 1816) for William 

Malt indicated that Malt, recently arrived from England, could paint on 
mahogany, lambris and marble. 

6. Jean-Baptiste ROY-AUDY (C. 1778-1848): 
At least one painting attributed to Roy-Audy, Portrait d'une dame de [,Ile 

Perrauit, (National Gallery of Canada/Galerie nationale du Canada) is on 
fabric of twill weave. The stretcher for this painting has corners of mortise 
and tenon construction with open key slots. On the back of three stretcher 
members the numbers 13, 14 and 15 are inscribed in pencil on matching 
corner members. This indicates that several stretcher members were being 
assembled at the same time. 

11. Grounds 

1. Joseph LEGARE: 
Of the works by Legare that were examined sixteen had white grounds. 

In the Nature morte aux raisins (National Gallery of Canada/Galerie nationale 
du Canada) and Portrait de Lord Aylmer (Monastere des Ursulines de Quebec) 
the ground is tannish-pink. In the Portrait de Mme DeFoy (Musee du Quebec) 
the ground appears to be reddish. 

The grounds of the paintings by Legare were sometimes applied before 
stretching the canvas. This was the case with Nature morte au portrait de 
Ca/vin, Portrait de Joseph Pageot, Les chutes Niagara (all, Musee du Quebec), 
Saint Phi/ippe baptisant l'eunuque de la reine Candace, Nature morte aux raisins 
(National Gallery of Canada/Galerie nationale du Canada); Portrait de Lord 
Ay/mer and Portrait de Lady Ay/mer (Monastere des Ursulines de Quebec); Les 
ruines apres l'incendie du quartier Saint-Jean vues ve~s l'ouest (Art Gallery of 
Ontario); L' Annonciation (H6pital-General) and the Eglise de Sa in te-Foy (Semi­
naire de Quebec). On the last four works the texture of the ground suggests 
that it was applied by a machine, rather than by hand. On eight paintings 
the ground does not extend beyond the face of the canvas around the 
tacking margin on any side: La Garonne, Paysage au monument a Wolfe and Le 
desespoir d' une indienne (Mu see du Quebec), Saint Franfois de Paule ressuscitant 
[,enfallt de sa soeur and La bataille de Sainte-Foy (both, National Gallery of 
Canada/Galerie nationale du Canada), Premier monastere des Ursulines de 
Quebec and Clamont (Seminaire de Quebec) and Saint Franfois de Paule en 
priere (H6pital-General). In these cases it is probable that the ground was 
applied by hand after the canvas had been mounted on the stretcher. 
On the remainder of the paintings by Legare that were examined the 
nature and application of the ground were not evident. 

2. Louis DULONGPRE: 
Louis Dulongpre, contrary to the practice of most artists in Quebec 

during his era, used coloured rather than white grounds. His portraits of 
Joseph Papineau, Mme Papineau, Jean Dessaules, Rosalie Papineau Des­
saules and Rosalie Cherier all have reddish grounds. In the case of Portrait de 
Rosa/ie Papineaz~ Dessaules and Portrait de Mme Papineau there seem to be two 
layers of ground, a reddish layer over a white layer. This is perhaps the case 
in other of his works. For example the canvas on Portrait de Felix Tetu appears 
to be machine-primed with a white ground. In several areas, however, a 
pinkish tone is visible beneath the paint layer, indicating that a second 
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priming had probably been applied. 

3. Jean-Baptiste ROY-AUDY: 
The canvas for the painting Portrait d'une dame de l'Ile Perrault 

(National Gallery of Canada/Galerie nationale du Canada), similar in 
weave to that of Portrait de FeIix Tetu by Dulongpre, also seems to have 
been machine-primed. 

Ill. Design 

1. General: 
The following is "a list of the Principal Colours Sold at the Manufactory 

of Messrs. MASSOUL and Co. No. 136 New Bond-street" as published in 
Treatise on the Art of Painting and the Composition of Colours, translated from 
the French of Constantin de Massoul, and printed in London by T. Baylis, 
No. 15 Grenville St. in 1797. 

Antwerp Blue, Azur Blue, Azur Green, Bister, Blue Black, Blue 
Verditer, Bone Black, Brown Lake, Brown Ochre, Brown Pink, Brown 
Red, Burnt Carmine, Burnt Sienna, Burnt Umber, Carmine, Carmine 
Lake, Calcined Vitriol, Carnation Red, Carbonic Black, Chinese Vermi­
lion, Cologn Earth, Crocus Martis, Dragon's Blood, Dutch Pink, Ena­
mel Blue, French Green, Gall Stone, Gamboge, Gum Arabick, Green 
Verditer, Green Lake, Green Earth, Indigo, Indian Ink, Indian Red, Iris 
Green, Ivory Black, Lake, Lamp Black, Light Lake, Light White, Mars 
Yellow, Massicott, Mummy, Mineral Green, Olive Green, Patent Yel­
low, Peach Black, Precipitate of Gold, Prussian Blue, Prussian Green, 
Purple, Red Ochre, Realgar or Red Orpiment, Rose Pink, Sanders 
Blue, Sanders Green, Sap Green, Saturnine Red, Sienna, Smalt, Stag­
horn Black, Sun-flower Blue, Vandyke Brown, Ver-de-Grease, Vermil­
ion, Violet Blue, Ultramarine (deep), Ultramarine (light), Varnish for 
glasses to paint upon, Water Green, White Lead, White of Egg Shells, 
White of Pearls, White of Silver, White of Talc, White of Zinc, Yellow 
Ochre, Yellow Lake, (and) Yellow Orpiment. 

2. Joseph LEGARE: 
U~gare usually applied his oil paints thinly, frequently well-worked into 

the texture of the canvas. Highlights were often painted on in higher 
impasto. The dark areas of his paintings tend to exhibit the traction cracking 
associated with bitumen. This craqllelllre is especially evident in Portrait de 
M. DeFoy (Mu see du Quebec) and in La bataillede Sainte-Foy (National Gallery 
of Canada/Galerie nationale du Canada). Legare sometimes used glazing in 
his paint layer to gain design effects. Two examples of this are Portrait 
de Mme DeFoy (Mu see du Quebec) and Nature morte aux raisins (National 
Gallery of Canada/Galerie nationale du Canada). 

The artist sometimes changed his designs as he painted. In Le Canadien 
(Mu see du Quebec) the church was moved from the right to the left side. 
The colours seen in the cracking in the painting of Saint Franrois de Paule en 
priere (H6pital-General) are different from the surface colours, indicating 
that a different design exists beneath. An x-ray of Nature morte aux raisins also 
shows a second design, probably a landscape, beneath the still life. 

At one point in his career, Legare employed a distinctive bright blue 
colour, probably a commercial Cobalt Blue. This colour is seen in the Premier 
monastere des Ursulines de Quebec (Monastere des Ursulines de Quebec), Le 
martyre-des peres Breboeuf et Lalement (National Gallery of Canada/Galerie 
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nationale du Canada) and Les chutes Niagara (Musee du Quebec), all c.1840. 
Direct evidence of the colourants used by Legare is found in the bills he 

submitted to the Seminaire de Quebec. In 1821 his bill included "De jones 
mele de blanc .... De terre de siannea broyer, [et] de peinture blanche." In 
1831 "Blue prusse," "terre de sianne Brule," "Vemillion turkey," and 
"Pierre rouge" were listed on his account. 

3. Fran~ois BAILLARGE: 
The following information about colours is excerpted from Baillairge's 

Journal (QQAN), Ap-p-2379: 
1er oct. 1785 - ... Blanc despagne ... . 
21 fev. 1786 - ... Blanc plomb ... . 
30 juin 1786 - ... vermillon ... . 
ler fev. 1787 - ... ocre jaune ... . 
21 novo 1787 - ... Brun rouge ou ocre despagne .... 
28 nov. 1787 - ... N oir fumer vert de gris... . 
11 jan. 1788 - ... pain de couleur .... 
4 juil. 1789 - ... laque fine et ... bleu de prusse ... boete a couleur... . 
18 sept. 1790 ---: .. vermillon ... . 
2 dec. 1790 - ... or pin ... ocre hone... . 
6 dec. 1790 - ... ocre Jone ... pot jone ... . 
14 dec. 1790 - ... acre Jone ... Noir ... . 
21 dec. 1790 - ... Ocre Jone ... Noir fumee ... . 
4 jan. 1791 - .. , pierre rouge ou sanguine ... . 
25 avril 1794 - ... jone patente ... . 
4 juil. 1794 - .. , bleu de prusse ... . 
22 mai 1792 - .. , patente yellow ... . 
23 mai 1792 - ... orpin .... 
11 oct. 1792 - .. , Patent yellow ... . 
10 juil. 1797 - ... terre jonatre ... Terre de Sienne .... 

Notes: 

1 Cathy LEACH, A Reference List of Firms Preparing Artist's Canvas in 19th Century London. 
Unpublished manuscript. 

2 Ibid. 

Appendix 11 

Imported Artists' Materials 

The early newspapers of Quebec document a flow of artists' materials 
from abroad. The following advertisements illustrate the imported supplies 
that were available from 1765 to 1850 to artists in the city: 

May 30, 1765, Gazette de QlIcbec, p. 3: 
... Powder & Prussian Blue ... Gold-leaf and Dutch Metal, Camels Hair 
Brushes, Vermillion, Pearl Ashes, Pot-ash, Gum-lack Sandrich, yellow 
Orpiment, Whitting, Fullers' Earth, Litharge, Lampblack, Ivory 
blacking, Lacker, red and yellow Okre, black and yellow rosin, Cru­
cibles of alT sorts ... best nut and boiled Linseed oils, with paints and 
Colours of all sorts... . 

October 4, 1770, Gazette de Qucbec, p. 2: 
Paper imported from London .. .inks ... pencils .... 
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June 7, 1787, Gazette de Quebec, p. 3: 
Huile de lin, peinture rouge, verte, blanche, jaune et bleues, esprit de 
Terebenthine .... 

September 9, 1790, Gazette de Quebec, p. 4: 
Paint shells & camel hair pencils ... Patent paints in boxes of a doz. 
colours each .... [The same insertion reads in French]: Peintures en 
detrempe, en boetes de la douzaines chaque .... 

June 2, 1791, Gazette de Quebec, p. 4: 
Reeve's best Colours .... 

August 7, 1794, Gazette de Quebec, p. 6: 
A Few Boxes of Reeves original Cake Colours, best real Coach Varnish, 
warrented to stand any Weather, finest ground Patent Yellow, dark 
Blue, light Blue, Black, White, Red, Green, Olive, Pompadore and 
Brown Paint, (well ground for carriages) - Best dry Vermillion­
Prussian Blue-Rose Pink-Yellow Oker-Red Oker-Whitting-Pipe Clay­
best double boiled and common Linseed Oil-A Corn pleat Assortment 
of Painters Tools and Camel Hair Pencils .... 

August 14, 1794, Gazette de Quebec, p. 4: 
Paints of all colours, and best boiled linseed oil, red lead, spruce oaker, 
Venetian red, verdigrease, Dutch pink, rose pink, Prussian Blue, black 
lead, sugar of lead .... 

June 15, 1807, The Quebec Mercury, III, 24, p. 191: 
Warranted white paint, Linseed Oil, Grindstones and Indigo .... 

August 31, 1807, The Quebec Mercury, Il, 35, p. 280: 
White and yellow paint. .. Indigo, Prussian Blue, lamp and ivory 
Black ... window glass. 

August 8, 1808, The Quebec Mercury, IV, 32, p. 264: 
Pale Yellow and Black Paints, with prepared Oils, with a good assort­
ment of Crown Glass .... 

July, 1809, The Quebec Mercury, (Supplement) 31, p. 1: 
... Gilt and wove Paper, Quills, Pencils, Sealing wax ... rose and dutch 
Pink, white Paint and Painting Oil.. .. 

August, 1809, The Quebec Mercury, (Supplement) 42, p. 1: 
... Paints of all colors, Spirits of Turpentine, Oil, Lamp-Black, Ivory 
Black ... Red Chalk, Blue, Yellow and red Ochre, Dutch and Rose Pink, 
Paris white & whitting, Red Lead, Fig. Blue, Indigo, Japan ink .... 

August, 1809, The Quebec Mercury, (Supplement) 42, p. 1: 
The cargo of the UNITY, from Newcastle ... PAINTS, OILS, Varnish, 
Rosin, Copperas, Lamp Black, Ivory Black, Red Lead, Coal Tar ... Fig. 
Blue .... 

August 21, 1809, The Quebec Mercury, V, 34, p. 272: 
Fine Irish Linen, Bedtick, new composition Pestle and Mortars 
... Brushes of all kinds, Paint Brushes, Ground do-assorted, Paints and 
Oil, Turpentine ... Mathematical Instruments .... 

October 10, 1809, Gazette de Quebec, p. 3: 
Peinture, Huiles, Vernis, Resine, Couperose, Noir de Fumee, Noir 
d'Ivoire, Sanguine ... Pierre B1eue, Blanc de Ceruse, Blanc de Paris, 
Craie .... 
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November 23, 1809, Gazette de Quebec, p. 3: 
Peintures de la meilleure qualite ... Rouge de Venise, brun d'Espagne, 
Beau verd, Jaune et bleue ... mastic en vessie, couperose .... 

November 23, 1809, Gazette de Quebec, p. 3: 
... Des peintures de toutes couleurs, Esprit de terebenthine, Huile, 
Noir de Lampe, Noir d'Ivoire ... craie rouge, ocre bleu, jaune, rouge, 
Blanc de Paris, Plomb rouge, Pierre bleues, Indigo, encre de Chine .... 

June 16, 1812, The Quebec Mercury, VIII, 24, p. 192: 
... Gum Arabic, Tragaeanth or Dragon, Prussian Blue, Annatto, Ver­
million, best kind, Mineral Green, Patent Yellow, Verdigris, Ivory 
Black, Shell Lac, Pumice Stone, Paint Brushes, different sizes, Varnish, 
Camel Hair Pencils ... Bees Wax, Coral Varnish .... 

November 8, 1814, The Quebec Mercury, X, 45, p. 354: 
... Brown Holland ... patent yellow, 103 jars green, blue and yellow 
paint .... 

July 4, 1815, The Quebec Mercury, XI, 27, p. 216: 
... Linseed OiL .. White Paint, Blue, green and yellow paint in jars ... Fig. 
Blue, Whiting, Writing Paper, Quills and Ink ... Patent Yellow ... . 

July 25, 1817, The Quebec Mercury, XIII, 29, p. 4: 
... Paints, White Lead, Pea Green, Blue and black paint, Venetian 
red, Red/do., Dup powder yellow, Blue verditer, Prussian blue, 
Varnish ... Vegetable Lamp Black ... Patent Humane Man Traps .... 

September 23, 1817, The Quebec Mercury, XIlI, 38, p. 299: 
... Boxes of velvet and water colors, pencils, gallstone in cakes, French 
tools for oil painting, drawing paper and books, particularly adapted 
for the use of schools, wherein that acquirement is taught - also, 
French, German, and Italian chalks, sable and camel hair pencils, 
crayons - .... 

June 12, 1818, The Quebec Mercury, (Supplement) XIV, 23, p. 1: 
... Boxes of Colours ... Paints, Spanish Brown, and Venetian Red .... 

June 30, 1818, The Quebec Mercury, XIV, 26, p. 203: 
... Paper for Drawing or Account Books. Gilt & Plain ... Reeves' 
Colours .... 

June 8, 1819, The Quebec Mercury, XV, 23, p. 1: 
... Yellow Ochre, Spanish Brown, Coal Tar Black and pine Varnish .... 

July 6, 1819, The Quebec Mercury, XV, 27, p. 210: 
... 2 boxes containing each 18 jugs fine prepared green paint .... 

June 11, 1822, The Quebec Mercury, XVIII, 24, p. 186: 
... Drawing materials and stationery .... 

June 17, 1823, The Quebec Mercury, XIX, 24, p. 192: 
... Beeswax and isinglas ... Best L~mdon ground white lead, Patent 
Yellow, blue and green paints lIb. jars, Best double boiled linseed oil, 
Best spirits turpentine .... 

July 1, 1828, The Quebec Mercury, XXIV, 52, p. 324: 
... Water colours in boxes of six and twelve cakes, also detached cakes, 
among which are a few cakes, half cakes and quarter cakes of extra fine 
crimson, lake, do., scarlet, do., Purple, do., carmine and ultra ma­
rine .... 
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November 9, 1830, The Quebec Mercury, XXVI, 90, p. 614: 
... Reeve's Colours, Paint Boxes, Drawing Pencils .... 

November 9, 1830, The Quebec Mercury, XXVI, 90, p. 614: 
... An assortment of best Water Colours, by Newman of London-
among which are the following: 

Carmine Lamp Black 
Lake Venetian Red 
Gamboge Orange 
Prussian Blue Ivory Black 
Light Blue Purple 
Antwerp Blue Neutral Tint 
Cobalt Blue Vandyke Brown 
Blue Veriditer Brown Pink 
Prussian Green Indigo 
Sap Green Sepia 

Light Red 
Flake White 
Indian Red 
Red Lead 
King's Yellow 
Chrome Yellow 
Roman Ochre 
Naples Yellow 
Cologne Earth 
Indian Yellow 

Colours in boxes-India Ink-Bristol Boards ... Drawing paper of various 
sizes .... 

May 26, 1831, The Quebec Mercury, XXVII, 44, p. 351: 
... Paints of all colours, Colours, Viz: Red, Olive, Dutch Pink, English 
Pink, Venetian Red, Spanish Brown .... 

September 27, 1831, The Quebec Mercury, XXVII, 97, p. 661: 
... London Drawing Boards, assorted, Newman's Water Colours-India 
Ink .... 

September 28, 1831, Le Canadien, I, 42, p. 3: 
... Papier dore-uni et etampe ... Papier-argent ... Planches a dessiner de 
Londres assorties ... Couleurs it l'eau de Newman ... Soucoupes avec 
couleur de rose et bleue ... Pinceaux de poil de Chameau, de Chafoin, et 
de Zibeline ... Papier it dessiner de toute grandeur .... 

August 28, 1832, The Quebec Mercury, XXVIII, 103, p. 3: 
... Lithographic press from N.Y. for sale .... 

January 10, 1833, The Quebec Mercury, XXIX, 4, p. 3: 
... London & Bristol board, plain & gilt drawing papers, camel, sable, 
and fitch hair pencils, missotinto and poona brushes ... water colours 
and drawing pencils .. .ivory tablets for miniatures ... . 

January 26, 1833, The Quebec Mercury, XXIX, 11, p. 3: 
'" London drawing boards, plain, tinted and assorted; parchment and 
vellum, Newman's water colours ... Drawing paper of all sizes .... 

June 20, 1833, The Quebec Mercury, XXIX, 73, p. 2: 
... Double boiled linseed Oil, prepared with spirits of turpentine in tin 
cans and stone jars, from 2 to 9 gallons each, Superior white lead, 
London Manufacturer. .. patent canvass .... 

October 31, 1833, Le Canadien, Ill, 77, p. 2: 
Materiaux de Dessin. Les soussignes ont re<;u un assortiment de vrais 
Crayons de Conti, noirs et rouge, crayons itdessiner d' Ackerman et 
Brookman, et peiI}tures it l' eau d' Ackerman et Brookman, paniers de 
transport, ecrans et racks it cartes, papiers it dessiner, et cartons de 
Londres et de Bristol, Papier de ris et Horn Paper .... 

June 16, 1837, Le Canadien, VII, 18, p. 2: 
... 100 boites peinture verte de Brighton, 200 barils do. blanche, 100 
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boites do. qualite superieure, 10 boites bleu de Prusse, 10 do. do. de la 
Chine, 50 do. de en bouton, meilleure qualite, 50 barils peinture noire 
superieure, 20 do. do. rouge do .. .40 boites meilleur venis de copa, 20 
quartes huile de lin bouille .... 

June 17, 1837, The Quebec Mercury, XXXIII, 72, p. 1: 
... Blue, Red & Black Writing Ink, of the best quality, just Received; 
Also, Superior Drawing Pencils at very reduced prices; A Complete 
Assortment of Water Colours, in cakes, Half Cakes, and Boxes of all 
Sizes .... 

December 20, 1838, The Quebec Mercury, XXXIV, 152, p. 4: 
... Paints of all colours, and dry Painters Colours .... 

June 24, 1839, Le Canadien, IX, 21, p. 2: 
... Peintures noire, bleue, jaune, et verte ... Couleurs en poudre pour les 
peintres .... 

April 28, 1840, Le Canadien, X, 145, p. 2: 
... 20 tins vernis Copal.. .. 

December 24, 1840, The Quebec Mercury, XXXV, 154, p. 2: 
... Drawing paper & pencils, Boxes of Colours, Sable, Fitch and Camel 
Hair Pencils. .. . 

July 20, 1841, The Quebec Mercury, XXXVI, 87, p. 4: 
... 1 case Reeves & Sons assorted Water Colours and Drawing 
Materials ... 600 kegs of paints-white, blue, green, yellow, red, black, 
and spanish brown .... 

July 20, 1841, The Quebec Mercury, (Supplement) XXXVI, 87: 
... 300 Bolts of the Best Patent Canvass .... 

November 11, 1841, The Quebec Mercury, XXXVI, 135, p. 3: 
... Ackerman and Newman's Colour Boxes, &c., &c. .... 

January 28, 1845, The Quebec Mercury, XLI, 12, p. 4: 
... The subscriber has just received his fall supply of Groves' Superior 
Varnish which will be sold by private sale - very low .... 

January 28, 1845, The Quebec Mercury, XLI, 12, p. 4: 
To Artists and Amateurs. Drawing Materials from the Manufactory of 
Reeves and Son, of every description, are for sale by the Subscribers, 
consisting of Air-Tight Metallic Oil Colour Tubes, - Prepared Mill­
boards and Canvas, - Sable and Hair Fitch Pencils, - Sicily and 
Flemish Crayons of all colours, - Crayon Boards, - Water Colours, in 
whole and half cakes, - Drawing Pencils, &c., &c ..... 

June 6, 1845, Le Canadiel1, XV, 14, p. 4: 
... Un assortiment superieur de peintures et mastic ... porter de 
Londres .... 

July 18, 1845, Le Canadien, XV, 32, p. 4: 
... Meilleur Mine de Plomb ... Brun d'Espagne, Rouge de Venise, Pein­
tures jaune, verte, et bleue, Vrai Blanc de Plomb .... 

July 23, 1845, Le Canadien, XV, 34, p. 3: 
... Coton imprimes .... 

February 10, 1846, The Quebec Mercury, XLII, 17, p. 3: 
Best Gold Leaf. The undersigned have lately received and intend 
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keeping constantly on hand, a supply of Garratt's superior Gold Leaf, 
which they will sell at the very lowest price .... 

March 18, 1846, Le Canadien, XV, 141, p. 4: 
.. .Indigo en lots a la convenance des archeteurs, Peinture blanche, a 
divers priz suivant la qualite, Peintures noire, brune, verte, et jaune, 
Orange de plomb raffine, Vert de Brunswick, Noir fumee et d'ivoire, 
Rouge de Venice... . 

May 1, 1846, Le Canadien, XV, 159, p. 4: 
... Huile de Lin bouillie et crue, Colle-forte, Mastic, Litharge, Vernis 
brillant, do. chene, Ciment Romain, Ocre Hollandaise et Americaine, 
Rose d'Hollande, Rouge de Plomb ... Noire de fumee, Mine de Plomb, 
Blanc de Plomb, Vrai, No. l.xx; Peinture verte, jaune, et noir. Coleurs 
seches assorties ... vernis pour les peintres et les carossiers, japan, 
copal. ... 

June 11, 1846, The Quebec Mercury, XLII, 69, p. 3: 
... Oil-paints-Colours-Brushes, &c ..... 

July 28, 1847, Le Canadien, XVII, 36, p. 4: 
... Peinture en boites de ferblanc de 28 lbs, 14 lbs, et 7 lbs chaque, 
blanche, verte, jaune, rouge, bleue, et noire. Ochre sec de Venise 
rouge et jaune en petit paquets. Lustre anglais et siccatif a patente. 
Vernis pour les peintres et les carossiers, japan, copal, a carrosse et 
body ... 100 boites de bleu .... 

April 30, 1850, The Quebec Mercury, XLVI, 51, p. 3: 
Newman's Water Colours selling at half price ... 

Appendix III 

"Pigments from Canada" by William Green (1827) 

The following is the article and correspondence that resulted from 
William Green's lecture to the Literary and Historical Society of Quebec in 
1827 on "Pigments from Canada": 
FROM THE TRANSACTIONS OF THE ROYAL SOCIETY OF THE ARTS, 46, 
1827-1828, pp. 135-42 

The GOLD ISIS MEDAL was voted to W. GREEN Esq. of Quebec, for his 
Communication respecting certain Pigments, the produce of Canada; Speci­
mens of which have been placed in the Society's Repository. 

Sir, Quebec, 27th December, 1827. 

By desire of his Excellency the Earl of Dalhousie, I have the honour to 
communicate to you, for the information of the Society of Arts, some 
specimens of colours, which I prepared from materials produced in this 
country; and which, having been submitted to the Literary and Historical 
Society of Quebec, have been honoured by that order for their transmission 
to you which I now obey. 
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I am, Sir, &c. &c. 
W. GREEN, 

Secretary 



A. AIKIN Esq. 
Secretary, &c. &c. 

At a meeting of the Literary and Historical Society of Quebec, held at the 
Castle of St. Lewis, in the city of Quebec, this 1st day of February, 1827. 

Present, his Excellency the Earl of Dalhousie, Governor-in-chief, and 
other Members. 

William Green, Secretary, presented to the Society a box, containing 
specimens of colours by him prepared from materials produced in Lower 
Canada, accompanied by a paper in explanation of them, which is read. And 
on the motion of his Excellency the Earl of Dalhousie, it is ordered, That the 
thanks of this Society be given for this communication, and that the same be 
laid before the Society for the Encouragement of Arts, Manufactures, and 
Commerce, in London. 

(Certified) W. Green, 
Secretary and Treasurer. 

MEMORANDA RESPECTING COLOURING MATERIALS 
PRODUCED IN CANADA. 

This country produces various substances fit for the use of artists as 
pigments. 

In the parish of L' Ancienne Lorette, and in that of St. Augustin, near 
Quebec, there exists in alluvial soil, at the depth of three feet, a horizontal 
stratum of fine yellow clay (No. 5). This earth has a very deep and rich hue, 
and, with white in various proportions, gives all the tints which the best 
yellow ochres afford. Burnt, it gives a light red, resembling that formed by 
burning yellow ochre, but inclining more to orange. It is an opaque colour, 
and mixes well with oil or with water, and in oil it dries well. 

The Magdalen Islands, in the Gulf of St. Lawrence, produce a red earth 
(No. 3), which is brought to Quebec in lumps. In these are interspersed 
minute portions of some white substance, which seems of the same consis­
tence as the red earth. The texture of this earth is extremely fine, and the 
quantity of foreign gritty matter deposited on washing it in water inconsid­
erable. It nearly resembles Indian red. I do not perceive any inferiority, or 
any other difference than this, that the Canadian earth, in its natural state, is 
rather the paler of the two, with more of the hue of red lake; yet it is a very 
deep red, quite as deep as can be required for any purpose in painting. Burnt 
(No. 4), it becomes more bright. With white the tints are all beautiful. Those 
formed from the raw material partake of the hue of red lake, and those made 
with burnt earth seem tinged with vermilion. 

This substance, both in its natural and in its burnt state, might be worthy 
of the attention of artists, being quite as beautiful and probably as useful, as 
Indian red. In price there is great disparity; the red earth being sold at 
Quebec for three-pence a pound (which is only half the price of common red 
ochre), and the price of Indian red in London being above two shillings an 
ounce. Yet all the red ochres, whether native or artificial, which are used in 
the arts, are, with the single exception of Indian red, inferior to this earth. 
The red earth is somewhat transparent, but by no means sufficiently so to be 
removed from the class of opaque colours. It mixes with oil and with water; 
and in oil it dries readily. 

At St. Paul's bay, on the north shore of the St. Lawrence, an earth (A) is 
washed down from the mountains, which is of less weight than most other 
earths. In its dry state it is of a rich cinnamon colour. In oil it is transparent, 
and of a tint intermediate between those of raw and of burnt umber. Made 
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red hot, and extinguished in water, a sulphureous odour is given out;" and 
the burnt matter, well washed and dried, inclines rather more towards red 
than before, but loses its transparency. In this state it would probably have 
no peculiar utility. The transparent tint it affords with oil in its raw state 
might be very useful, unless, the sulphur it appears to contain should impair 
its properties. This, however, may not be the case, as vermillion, which is 
sulphuret (of mercury) is durable, whether combined with other colours in 
oil or not. As a colour for glazing, this circumstance forms a slighter 
objection than it might do were the substance used in combination with 
white or other colours. Indeed, it appears best adapted for glazing, as 
there is no peculiar beauty in the tints it forms with opaque colours. 

At St. Foy, [five miles west of Quebec] I discovered, imbedded in 
whitish clay, numerous nodules of a brown substance (B) which contains 
iron. They are friable. They yield a deep transparent brown, which dries 
readily, and resembles umber, to which it is superior. It is improved by 
burning. 

Many of the spontaneous vegetable productions of this country are 
capable of affording brilliant and durable colours to the painter and the dyer. 
The Indians extract from the root (C) of a wild plant, which bears some 
resemblance to madder, a very bright and permanent red dye, with which 
they tinge their porcupine quills, elk hair, and other substances. A red lake 
(No. 2) has been extracted from it, by boiling it in a solution of alum in water, 
(after having separated a quantity of brown colouring matter, by washing 
the root in cold water, in which the brown, but not the red, matter is 
soluble,) and precipitating the red substance from the aluminous solution by 
means of an alkali. The hue of this lake, when used in oil, is equal in beauty, 
but not in intensity, to that of the finest carmine, and resists the action of 
light much longer. Patches of various specimens of carmine and red lake 
from cochineal were painted in oil on a window-pane, which all faded more 
or less, and some nearly disappeared, on being exposed to a strong light for 
two weeks; while patches of red lake from the Indian plant still remain 
unchanged, after exposure in a similar situation during two years. 

This plant is called by the Hurons Tsavooyan. It is found of superior 
quality in the interior. Its root, when dry, is scarcely thicker than a coarse 
thread, and runs horizontally through the loose soil formed in the woods by 
the decay of fallen leaves. Its stalk is four-sided, furnished with short 
retroverted hairs, and is surrounded at intervals by small oval leaflets, 
forming a star. The stalk, from its length and weakness, becomes procum­
bent. Galium tintorium is said to be its name. On extracting this root from 
the soil, it frequently is quite colourless and transparent; but in a few 
minutes after extraction, it acquires its dark hue, and the property of 
yielding its brown and its red colours. The brown matter, separated by 
water previously to the extraction of the red, may be precipitated by alum, 
and is a deep reddish-brown (No. 1), of high beauty, and is very durable, fit 
for use in oil or in water. 

Another plant grows in similar situations, which has the same name of 
Tsavooyan, but which does not resemble madder. The roots, and the roots 
only, of both Tsavooyan have some external resemblance to each other, but 
differ in many respects. The latter is bright yellow, the former deep brown. 
The lattei'is not used in·dyeing, but is valued as affording an agreeable 
bitter, and as having the property, when chewed, of curing some kinds of 
sore mouth. 

The Indians dye a very bright and durable yellow with the seeds of a 
shrub common on the banks of rivers and lakes. The leaves are fragrant, the 
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seeds very aromatic, and the plant has the aspect of a willow. It is probably 
Myrica gale. The Hurons call it Ootsi gooara osookwa, which signifies 
yellow dye stuff. 

A very rich and durable brown for dyeing, and a lake of the same colour 
for painting (No. 6), are afforded by the outer husk of the Canadian "butter­
nut" (Juglans cathartica). The colour is copiously extracted by infusion in 
warm water, and may be precipitated either by alum or muriate of tin; and if 
by the latter, it will dry the quicker in oil. It is of a tint intermediate between 
those of asphaltum and prussiate of copper. 

I am not aware that any of the above-mentioned substances have ever 
before been prepared, or proposed as a colouring material for the use of 
artists. 

W. Green. 
Quebec, 1827. 

Specimens of the pigments were put into the hands of Mr. Brockedon 
and of Mr. C. Varley, for trial. The former gentleman reported to the 
Committee that the red lake from the Galium tinctorium, on comparison 
with fine English and French madder lakes, differs from them in being a 
purer red, unmixed with yellow or purple; that the brown red lake, obtained 
also from the Galium tinctorium, was far superior to that at present in the 
shop, prepared by torrefying madder lake. The red ochre No. 4 gives a tint 
quite equal to the average quality of Indian red, though not as good as the 
best kinds. The yellow ochre No. 5, and the red produced by burning the 
same, are respectively quite as good as those usually met with. 

Mr. B. also stated, that he has recently made trial of the common black 
manganese of the shops. He finds it to be a very useful grey colour, with 
much body, and possessing the property of drying almost immediately with 
oil. 

The result of Mr. C. Varley's experiments is contained in the following 
letter: 

Sir, 

46, Holywell Street, Millbank, 
Westminster, 

February 20, 1828 

I have compared the colours sent by Mr. Green from Canada with those 
in common use, and find them generally very good. The dark reddish brown 
No. 1 is a very useful colour, being nearly the same tint, but richer than 
madder brown. 

The lake No. 2 is a very valuable colour: it is a little flesh coloured, or 
yellowish, when compared with Mr. Field's madder pink, and therefore not 
quite equal to it, but is as often wanted: it is much higher in tone than 
vermilion. 

The red ochre No. 3 is not wanted; that marked 4, when a little dirty, 
giving the same tint. 

The red ochre No. 4, and the yellow ochre No. 5, are so perfectly like the 
English ochres as to be equally good. 

The brown ochre marked A is not quite so rich as our Roman ochre. 
The brown No. 6, and that marked B, are not wanted, being exactly of 

the same colour as English coals, which, when finely ground, give an 
excellent brown, a little darker than Vandyke-brown. I may also add, that 
Welch coal gives a still darker brown, so exactly like seppia in colour, that 
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one may be used for the other. The paper which accompanies this has the 
Canadian colours side by side with the English colours. 

I am, Sir &c. &c. 

A. AIKIN, Esq. 
Secretary; & c. & c. CORNELIUS V ARLEY. 

The Quebec Mercury, June 17, 1828, XXIV, 46, p. 297: 
Literary and Historical Society of Quebec. At a meeting of the Society, 

held some months past, a paper W!1S read, written by Mr. Green, its 
Secretary, on "Certain Pigments Produced in this Colony". This com­
munication was considered of such intrinsic merit, that on the motion of the 
Earl of Dalhousie, Patron of the Society, it was voted unanimously, to 
transmit the paper and the specimens in question to the Society of Arts, 
London, under whose auspices experiments might be more conveniently 
made upon them. In pursuance of this resolution, Mr. R. Symes of Quebec 
was intrusted with them, with instructions to place them in the hands of Dr. 
Aikin, the Secretary of that Institution: which service was performed by that 
gentleman with care and attention. 
I.-A Red Lake, resembling Carmine, inclining more to Scarlet: 

Much more durable than any Red from Cochineal - extracted from a 
Gallium. 

2. -A durable Reddish Brown Lake from the same root. 
3. - Another durable Brown Lake, from the external husk of the Butter Nut 

- Juglans cathartica. 
4. - An opaque Bright Yellow Ochre, from St. Augustin, and Lorette: with a 

process for converting it into Bright Orange. 
5.-A transparent Yellow Earth, from St. Paul's with a process for con­

verting it into deep brown. 
6. - An Opaque Red Earth, like the Red from Persia, called Indian Red: from 

the Madgalen Islands. 
7. - A brighter opaque Red than the former, prepared from the same 

material. 
8. -A transparent Brown Metallic Oxide, resembling Turkey Umber, from 

Ste. Fay; and 
9.- The material with which the Indians dye a bright and durable yellow.­

Seeds of Myrica Gale, along the margin of Lakes and Rivers - a fragrant 
Shrub. 
None of the above substances had ever (so far as is known) been noticed 
as being fit for the use of Artists in Oil Colour. 

It will appear from the following letters, which we have authority to publish, 
that the Society· of Arts acknowledged the value of Mr. Green's paper 
there on, by a vote conferring on that gentleman the ha nor of their ISIS 
GOLD Medal, which was accordingly conveyed to Mr. Symes, and by him 
brought to Quebec, on his late arrival from London. 
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No. 1 

The Secretary of the Society of Arts, London, to the Earl of Dalhousie, 
Quebec: -

Society of Arts &c. 
Adelphi, 25 March, 1828 

My Lord, 
I am directed to express to your Lordship the satisfaction which the Society 
have derived from Mr. Green's interesting paper respecting certain 
Pigments, the produce of the Colonies over which you preside. 
The intrinsic value of the communication is much enhanced in the opinion of 
the Society by the vote (on your Lordship's motion) of the Literary and 
Historical Society of Quebec: which while it puts us in the possession of a 
paper that will do credit to the next volume of our transactions, places us in 
correspondence with a highly respectable Institution. 
The gold Isis medal which accompanies this is an acknowledgment which 
the Society have voted to Mr. Green for his communication; the nature of 
which will be augmented alike in the opinion of Mr. Green and the Society of 
Arts, if your Lordship will have the goodness, as representative of His Royal 
Highness our President, to give the medal to Mr. Green at the Next meeting 
of the Institution of which he is the Secretary. 
The Earl of Dalhousie, &c., &c., &c. 
I am 
With much respect, 
Your Lordship's Obedt. Servt. 
Arthur Aikin, Secretary. 

No. 2 

The Same to William Green, Esqr., Quebec: - Society of Arts, &c. 

Sir, Adelphi, 25 March, 1828 

I am directed to inform you that the Society have received and taken into 
consideration your interesting paper on certain pigments, the produce of 
Canada. Experiments have been tried with them as far as the small quantity 
sent would allow, both in oil and in water, with very satisfactory results. 
The brown lake appears to be superior to the burnt madder lake, the only 
colour at present known that can come into competition with it. 
The red lake is also superior to most samples of the same kind in the shops. 
The red and yellow ochres work remarkably well with water, and with oil 
are equal to the best that we have. 
As a testimony of the value which the Society attach to your communication, 
they request your acceptance of their gold Isis medal. 
They would be glad to receive larger samples of the above articles, particu­
larly of the roots of Galium tinctorium to put in the hands of Mr. George 
Field, the most skilful maker of madder lake at present in London. 
W. Green, Esqr. 
I am, Sir, 
With respect'l yours, &c. 
Arthur Aikin, Secy. 

[William Green's lecture was described in a similar article, written in 
French, in La Bibliotheque Canadienne. The following is the description of the 
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pigments: La Bibliotheque Canadienne, Juin, 1828, VII, 2, pp. 37-39]: 
... 1. U!le Laque Rouge, ressemblant au carmin, mais approchant plus de 

l'Ecarlate; plus durable qu'aucun rouge de chochinille: extraite d'un 
Gallium. 

2. Un Laque d'un Rouge Brun durable, extraite de la meme racine. 
3. Une autre Laque Brune durable, extraite de l'enveloppe exh~rieure de la 

noix douce, Juglans Cathartica. 
4. Une Ochre d'un Jaune Clair, de St. Augustin et de Lorette, avec une 

recette pour la convertir en un Orange brillant. 
5. Une Terre Jaune transparente, de la Baie St. Paul, avec une recette pour 

lui donner une couleur brune foncee. 
6. Une Terre Rouge opaque, ressemblant au rouge de Perse, apelle Rouge 

Sauvage; des lIes de la Magdeleine. 
7. Une Terre Rouge opaque, plus brill ant que le premier, prepare avec la 

meme matiere. 
8. Un Oxide Metallique Brun transparent, ressemblant a la terre d'ombre 

de Turquie; de Ste. Foy. 
9. La matiere avec laquelle les sauvages teignent en jaune brillant et 

durable. Des semences de Myrica Gale, des bords des lacs et des 
rivieres. Un arbrisseau odoriferant. 

Appendix IV 

William Von Moll Berczy Letters, Baby Collection, Public Archives 
of Canada 

In 1799 and in 1808-1809 WilIiam Berczy worked in Quebec. The follow­
ing are excerpts from letters written and received by him during this time: 

William BERCZY, Quebec, to his wife, Montreal - January 3, 1799 
- P. 016063 

Le portrait du general est presqu'entierement fini .... Je l'ay fait en demi 
figure & le tableau est un oval de 10 pouces de long. La copie a l'huile 
que (en fais pour moi meme est aussi deja bien avance. 

John ROBERTSON, Chambly Castle, to William BERCZY, Quebec, 
January 5, 1799 - P. 016066 

I have written for a sample of the Linnen Thread & Nettles: also to 
mention the process - As soon as I have an answer from the Grand 
River, shall write you on the subject .... 

John ROBERTSON, Chambly Castle, to William BERCZY, Quebec, 
February I, 1799 - P. 016084 

She [Mrs. Prescott] must be convinced from the fineness of the flax, 
that a very fine thread may be spun from it; so as to make the finest 
linen &c-. 

John ROBERTSON, Chambly Castle, to William BERCZY, Quebec, 
February 14, 1799 - P. 016097 

Fine enough to be spun, and manufactured into, anything .... 

William BERCZY to Monsieur GUEROUTE, July 11, 1808 - P. 016318 
Vos paniers, votre boete a couleur, Livre et papier ont ete remis a 
Madame Lacroix. Votre petite boete a mouche n'aiant etee seche que 
d'hier, m'ay differee ma reponse pour l'y joindre, et vous dire que 
w. s' est mis de tres bon coeur a la finir. 
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William BERCZY, Quebec, to his wife, Montreal, August 17, 1808 
- P. 016336 

Envoie avec la premiere Lettre la grandeur exact du portrait de 
Mons ... pour que j'achete le cadre qu'il desire d'avoir. 

Informe toi s'il n'ya pas it Montreal quelques loquets de miniature et 
fais en prendre les grandeurs it Charles que tu m' envera, car i1 se 
pouroit tres bien que j'en aurois de besoin. Iei je n'en ay pu trouver 
qU'une seule qui sera pour Or. C. 

William BERCZY, Quebec, to his wife, Montreal, September 3, 1808 
- P. 016358 

Outre cela je lui a y ancore promis de retoucher et corriger le portrait 
d'une vielle Dame de ses parentes que est assez resemblant mais fait 
mal piente, etant de la main de Bagarge. 

William BERCZY, Quebec, to his wife, Montreal, December 1808 
- P. 016389 

Mais sans etre oblige par une indisposition je travaille d' ordiniare 
habille de cette fa<;,on pour me garantir contre le froid etant oblige de 
me placer bien pres de la fenetre. Puisque mes Chambres sont trop 
basses pour m'en rester tete nue. 

William BERCZY, Quebec, to his wife, Montreal, February 1, 1809 
- P. 016410 

William apportera pour toi des pinceaux et des crayons pour Mademoi­
selle Melanie Panet, les uns et les autresje les trouve fort it mon gout et 
j' espere que vous les agreerez egalement .... 

Ibid. - P. 016411 
J'ay voulu envoier le Cadre pour Mr. Logan avec William mais il se 
trouve que la casette dans laquelle je veu le mettre est trop grande. 

William BERCZY, Quebec, to his wife, Montreal, February 19, 1809 
- P. 016415 

Tu ne manquera pas de me dire tout de suite si Odgen est arrive - s'il 
fa remis le cadre pour Logan et si ce cadre est arrive bien conditione. 

William BERCZY, Quebec, to his wife, Montreal, February 28, 1809 
- P. 016417 

Apres que j' avais change la tete et dessinee la figure je I' ay remise entre 
les mains de notre William .... 

William BERCZY, Quebec, to his wife, Montreal, March 15, 1809 
- P. 016427 

Par la derniere du 12 courant je vois que Monsieur Sutherland a remis 
le medaillon au courier, je te prie de me dire dans ta premiere auquel il 
la donne, car je ne l'ay pas re<;,u, de quoi je suis un peu fache puisque 
cela m'empeche de couper mon Ivoire pour la miniature it la grandeur 
requise et que cela m'arrete dans mon ouvrage. 

William BERCZY, Quebec, to his wife, Montreal, April 13, 1809 
- P. 016437-8 

Mon pau\\re William a eu un grand chagrin il y a un couple de jours, de 
ce que je n' ay pas pu refuser it Monsieur de Lotbiniere que je peindray 
it I'huile en grand, mais seulement en bust; et cet ouvrage je commen­
cerai la semaine prochaine. Ces Ursulines m'ont demande un ouvrage 
que je ferai it Montreal, c' est un medaillon pour un devant de I' autel ou 
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le tableau que je viens de leur remettre en bon etat sera place. Cette 
peinture qui representera une desante de la Croix doit etre peinte sur 
de la soie, mais comme elle trouveronts difficilement une etoffe aussi 
bone que celle de ton vieux habit de soie blanche je prie de me dire en 
cas que tu veuille en donner un morceau, quelle en est la plus grand 
largeur afin que je puis se juger si elle est assez large. 

William BERCZY, Quebec, to his wife, Montreal, June 24, 1809 
-P.016468 

J'ay vu l'autre jour le frere de Gilmore et je lui ay dit que je ferai le 
tableau franc-ma<;on des que je serai de retour a Montreal, et la meme 
chose (ay dit a Henderson que (ay aussi vu, a l'egard de son tableau 
du cimetier de Montreal avec le tombe de sa femme. 

Appendix V 

Excerpts from the Journal de F. Baillarge (QQAN Ap-P.2379). 

19 oct. 1784 

22 oct. 1784 
9 novo 1784 
22 novo 1784 
1er oct. 1785 
21 fey. 1786 

30 juin 1786 
22 aout 1786 
31 jan. 1787 
1er fey. 1787 
21 novo 1787 
28 novo 1787 
11 jan. 1788 

4 juil. 1789 

7 jan. 1790 
18 sept. 1790 
20 novo 1790 

23 novo 1790 

2 dec. 1790 

- Pour une livre de terre Blanchatre pour faire des pipes 
qui sert aussi pour faire le pastel ............. 0//0//4// 

- Pour blanc. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. 0//0//4// 
- Vendue a un eclesiastique pour 74// couleur 
- Re<;u de Leclesiastique Les 7# 4",1 
- Pour Blanc despagne ....................... 0''1''9 1/2// 
- vendue a l'hopital general 2 livres Y2 Blanc plomb pour 

trois livres 
- Pour une livre vermilion ..................... 0//6//0// 
- Pour Colle et Blanc oubliez. . . . . . . . . . . . . . . . . .. 0//4//0// 
- Pour 8 livres peinture rouge. . . . . . . . . . . . . . . . .. 0//8//0// 
- Pour 1 livre ocre jaune ...................... 0//0"7 112" 
- Pour 4 livres Brun rouge ou acre despagne . .. . 0//2//6// 
-1 1/2livres Noir fumer vert de gris chez l'apothicaire. 
- (article de haut urdlin) 

un assortiment de pain de couleur et d'encre .. 1//0//0// 
- finit de peindre trois appartement aM. r Cugnet travaille 

six jours 1/3 fournie une once Iaque fine et une quart once 
bleu de prusse achete chez 
M.r Anna une boete a couleur garnie ces couleurs pour 
1//3//4// je lui doit. 

- M.r Narcisse Panet a commencez a dessiner aujourd'hui 
- achetez 6 once vermilion. . . . . . . . . . . . . . . . . . . .. 0//3//0// 
- achettez 1/2 once Gum Mastic. . . . . . . . . . . . . . . . . .. 1//3// 

1 livre 113 acre joue. . . . . . . . . . . . . . . . . . . . . . . . . . .. 1//0// 
- Achettez 2 once Gum Mastic ................... 2//6// 

une demie livre or fin ......................... 3//0// 
- Recue pour Collorer; la Cariolle a Mr Dunierre 

Recue pour Collorer; la CariolIe Couverte du Capitaine 
lilgtbron 
Achetter 3 livres or pin . . . . . . . . . . . . . . . . . . . . . .. 18//0// 
2, once Gum Mastic ........................... 2//6// 
1, Livre litarge d'Or en poudre ................. 3//0// 
1, Gallon huilIe de lin ......................... 5//0// 
2, livres Ocre jone. . . . . . . . . . . . . . . . . . . . . . . . . . . .. 1//6// 
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6 dec. 1790 

7 Mc. 1790 

14 Mc. 1790 

- Achette 3 once gum Lack . . . . . . . . . . . . . . . . . . . . .. 1"6" 
une deMie livre esprit de terebentine ............ 1"3" 
2 livres acre Jone ............................. 1"6" 
1 pot jone . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 3" 

- Recue pour peindre; la Cariolle Couverte du Lieutenant 
Gouverneur Clarck 
2 livres ocre Jone .............................. 1"6" 

- Achettez une demie livre esprit de therebentine . . 6" 
1 Livre acre Jone . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 9" 
lj2 livre Noir . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. 1"3" 

20 dec. 1790 - 2 demiar ESprit de Therebentine ................ 1"0" 
1 peinte huille de !in ... . . . . . . . . . . . . . . . . . . . . . .. 2/10" 

21 dec. 1790 - Achettez un demiar esprit de Therebentine ...... 0"6" 

4 jan. 1791 

25 avril 1794 

4 juil. 1794 
6 mai 1795 

22 mai 1792 

23 mai 1792 

11 act. 1792 

27 jan. 1795 

19 mai 1795 

1 peinte huille de !in .......................... 2"0" 
1 livre acre Jone . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 9" 
% Noir fumee. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 7" 

- Achettez une livre trois quart pierre rouge ou 
sanguine . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. 2"7" 

- Achettez 1/2 !ivre gomme Copal . . . . . . . . . . . . . . . .. 8"0" 
1 livre re sine . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. 1"0" 
1 once gomme Mastic. . . . . . . . . . . . . . . . . . . . . . . . .. 1"0" 
1 once gomme laque. . . . . . . . . . . . . . . . . . . . . . . . . . . 6" 
Achettez 2 livres 1/4 de jone patente . . . . . . . . . . .. 15"0" 

- broyer et vendue un once de bleu de prusse 3 shelins. 
- pour 2 onces de gomme Sanc d' Arak 1'1 et 

1 once de gomme Mastic 11 Mastic 1'1 et du souffre 
pour 160 . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. 2"6" 

- patente yellow 
Le patente yellow Se fait avec de la litorge et du sel marin 
brulee a un certain degrez Sans les fondres. on en met 
egalle quantite. 

- orpin 
jai fait different essais Sur l'arsenic jone pour l'amalga­
mer avec l'huille, et en faire cette couleur appele orpin, 
mais apres quelle est employee elle se desunis et revient 
Sur l'huille en petits grains et ne seche pas. jen ai essayez 
aujourd'hui avec un sel de plomb, qu' on nomme Sucre 
de plomb, qui doit dit on la faire Secher. 

- Patent 
fait convertion avec M' taylor chimiste d'achetter pour 
cinq louis son secret et Sa permission de faire le Patent 
yellow je lui ai fait a compte Son portrait en miniature 

- brosse et pinceaux 
essayez differents poils; Celui de la queu de lecureuil de 
Russie est tres moux et sert pour les pinceaux. Celui de la 
queu de vison est tres court mais il est meilleur pour les 
petites brosses. Celui de Chien a poil ras que l'on prend 
sur le Chignon du Col est bon pour de moyenne brosse. 

- Oorure 
Calcuh~e, que une moulure qui prend quatre lignes d' or 
pour Sa largeur, vaut pour la dorer: fourniture et fa<.;:ons 
dix Coper pour chaque pied. un bon livret d' or sert a 
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10 juil. 1797 

2 mars 1785 
12 mars 1785 
26 sept. 1785 
16 novo 1785 

3 juin 1786 
7 fev. 1787 
27 juil. 1787 
9 oct. 1787 
31 dec. 1788 
21 fev. 1791 
28 mai 1789 

20 mai 1790 

quarante pied Anglais. Chaque fuilles donnant juit lar­
geur de moulures. 

- couleurs trouvees 
je trouve a quebec dans les fondations de la porte de la 
Grande Cote ou rue de la Montagne, de la terre jonatre, 
la plus belle et attache immediatement aux parois du tuf; 
C'est une vrai Terre de Sienne, qui devient tres belle par 
la Calcination il-i-en-a de moindre qualite, dans les gra­
vois hors les murs de la ville; tel que de rousse, de 
rougeatre et de brune. 

- une douzaine de crayons rouges. . . . . . . . . . . . .. 0"6"0" 
- Payer pour 3, dessein aux Crayon rouge ....... 0"2"9" 
- pour 12 Crayons rouges .................... 0"6"01/2" 

- pour des pastels Crayons Le 113 dun 
crayon de chaque . . . . . . . . . . . . . . . . . . . . . . . . . .. 1"3"4" 

- pour Douze Porte Crayons. . . . . . . . . . . . . . . . .. 0"10"0" 
- Pour Crayon noir (2) ........................ 0"1"0" 
- Pour Paper et Crayon ........................ 0"3"9" 
- pour Savon et mine de plomb ............... 0"2"11/2" 

- pour 6 pinceau. . . . . . . . . . . . . . . . . . . . . . . . . . . . .. 0"1"3" 
- achettez 10 Crayons Noirs ................... 0"2"6" 
- Chez M' chenier 6 Douzaines de pinceaux et brosse que 

je la vois prie de me faire venir de l' ondres. 
Savon deux douzaines de poil de Badger ou blereau a 
treize chelins et demis la dousaine. 
deux dousaines de poil de chat fonni ou fitch a vingt et 
une penne la d ne deux dousaines de poil de chameau a 
onze penne Dto. 

- Vendue a Monsieur Dixon; une toelle a portrait neuve 
sur cadre 7/6, une ditto vielle 5/ .. ,2 brosse de blereau a 
1/3, 4 de fitche at 2 de chameaux a 116 
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Resume 

Materiel et techniques des peintres de la ville 
de Quebec (1760-1850) 

L' etude du materiel et des techniques qu' ont utilises les peintres 
de la ville de Quebec de 1760 a 1850 peut aider a clarifier les questions 
compliquees d' authenticite et de datation qui entourent les peintures 
de cette epoque. La presente etude fait le releve des tableaux, du 
materiel annonce dans les journaux, des lettres, des inventaires, des 
necrologies et des livres de comptes des artistes de l'epoque. 

La retrospective des tableaux revele que les artistes utilisaient une 
vaste gamme de materiel. En general, le support etait du tissu, 
habituellement du tabis, mais parfois de la grenadine, tissu plus 
exotique. Les toiles ont ete d'abord appretees a la main puis a la 
machine et a la main. L' etude demontre aussi qu' on utilisait tout un 
eventail de mediums selon l'artiste, le projet et la date de l'oeuvre. 

De la fin du XVIII" jusqu' au milieu du XIXe siecle, les artistes de 
Quebec ont eu a leur disposition un ensemble impressionnant de 
materiel. Deux sources d'approvisionnement s'offraient a eux: les 
importations au Bas-Canada et le materiel fabrique a partir de 
ressources naturelles locales. 

Les importations variaient selon le nombre des navires et les tarifs 
des importateurs. Lorsque le port etait en exploitation, les artistes 
pouvaient obtenir du materiel allant du "vermillon sec de la meilleure 
qualite" aux "22 kgs, green paint in oil. " Le premier materiel devait 
probablement servir au commerce des oeuvres d' art et le dernier a la 
protection des oeuvres decoratives. 

De tout temps, les artistes de Quebec ont cherche as' approvision­
ner localement. Au debut, les res sources locales etaient tres limitees. 
Toutefois, par la suite, au fur et a mesure de la croissance de l'econo­
mie du Canada et des debouches pour ce genre de produits, on a 
commence a fabriquer de plus en plus de materiel d'artiste. 

L' etude comporte egalement cinq annexes: 
I. Les resultats d'un examen scientifique de quelques peintures 

canadiennes, ef£ectue par l'auteur, et des documents revelant le 
materiel et les techniques utilises par divers artistes. 

11. La publicite de materiel d'artiste dans les journaux de l'epoque. 
Ill. Un article et de la correspondance decoulant de la conference 

que William Green a prononcee devant la Societe litteraire 
et historique de Quebec en 1827, intitulee "Pigments from 
Canada. " 

IV. Des lettres de William Von Moll Berczy ayant trait au materiel et 
aux techniques utilises. 

v. Des extraits du Journal de F. Baillairge sur le materiel et les 
techniques utilises a l'epoque. 

Rustlin Steele Levenson 

Concordia University Translation Services 
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L'abbe Jean-Antoine Aide-Crequy (1749-1780) 
et l' essor de la peinture religieuse 
apres la Conquete* 

"Ce n' etait pas un Raphael, mais eepen­
dant on voit qu'il avait du gout et de 
l' aptitude pour eet art". 

Charles Trudelle, 1878 
Dans la plupart des secteurs d'activite, les trois decades suivant 

la Conquete de 1760 constituerent une periode d'adaptation et de 
reconstruction pour l'ancienne colonie franc;:aise du Canada. Ce 
contexte difficile devait marquer la double carriere de Jean-Antoine 
Aide-Crequy, cure et peintre l

. 

Aide-Crequy avait vu le jour le 5 avril1749 dans la capita le de la 
Nouwelle-France2

• C' est vraisemblablement dans le milieu des 
constructeurs et des ouvriers que se deroula son enfance car son pere 
Louis et d'autres membres de la famille exerc;:aient le metier de ma­
c;:on. Quelques annees apres la Conquete, Jean-Antoine se retrouva 
etudiant au Semina ire de Quebec3

• Il est probable qu'il y fit ses etudes 
de fac;:on acceleree de maniere a acceder le plus tot possible a la 
pretrise4

• On sait que le changement de regime colonial avait entraine 
une baisse serieuse des effectifs ecdesiastiques et que, des lors, le 
recrutement reposait sur les seules ressources de la population locale, 
sans l'apport traditionnel de pretres venus de France. 

Aide-Crequy fut ordonne pretre le 24 octobre 1773 et aussitot 
charge de la cure de Baie Saint-Paul OU il arriva au debut de 
novembre5

• Depuis le deces de l'ancien cure en 1771, la paroisse avait 
du etre desservie par voie de mission par le cure de l'Ile-aux-Coudres, 
l'abbe Jean-Jacques Berthiaume. Dans une lettre envoyee a ce dernier 
le 8 novembre 1773, Mgr Briand commentait en ces termes la venue 
du jeune pretre: 

J' ai ete bien aise que La providencE vous procurat pour 
voisin Mr. Crequi, qui est un bon sujet, sera, je l' espere un 
bon pretre, et un fervent missionnaire, parceque je savois 
que vous L'aimies, et que vous eties lie avec sa famille; me 
voila tranquil sur ce coin de mon diocese qui m'a toujours 
cause bien de l'inquiNude( ... )". 

En plus de la cure de Baie Saint-Paul, l'abbe Aide-Crequy dut 
assumer la desserte de Saint-Franc;:ois-Xavier-de-Ia-Petite-Riviere 
(Petite-Riviere-Saint-Franc;:ois). Le 22 decembre 1773, il faisait part a 
l' eveque de ses projets relatifs a I' eglise de cette mission: 

Nous avons tenu assemblee le Dimanche d'apres la fete de 
S' Francois. il a ete arrete qu' on rabatiroit une autre petite 
Eglise au pied du cap. elle aura Cinquante pieds de lon­
gueur, trente de largeur, et Dix sept de hauteur, qui donne­
ront la facilite de faire servir le retable de I' ancienne Eglise, 
ce qui decorera la nouvelle avec grace. le bois est deja en 
parti coupe. on comprend la sacristie dans les Cinquante 
pieds qui font la longueur de ce batimene. 

55 



Le projet du jeune missionnaire aboutit en 1777-1778 alors qu'on 
achevait la construction d'une eglise en cOlombage. Celle-ci allait 
tenir le coup jusqu'a sa demolition en 1903 (fig. I) . 

La correspondance de l'abbc Aide-Crcquy avcc Mgr Briand de­
note son vif intcret pour Ics affaires paroissialcs" ct sa grande sym­
pathic pour ses ouailles qu'il qualifie de "bonnes et pauvres gens". 
On y devine un homme peu preoccupc par son propre confort et se 

, 
• 

(I) Ancienne eglise de la p.lToisse S ... inl-Fr ... nl;ois·X ...... ier·de-I ... -Petite-Ri ... iere, 
cun.,lrultl'l'n Im-7Sl'1 dl'nlolll' l'n 1903. (Photo In\'l' ntalrt~ des biens cul turels du 
QUl'bt.·C - don.'na\.lI1t Photo ilK). 
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contentant du strict necessaire". La maladie I'obligea toutefois a quit­
ter sa cure en juin 1780 '~. 11 se retira a Quebec OU il mourut premature­
ment le 6 decembre de la meme annee '. De sante fragile, Aide­
Crequy avail peut-etre presume de ses forces en se donnant non 
seu lement a un ministere ardu, mais egalement a la peinture. 

Au cours de sa breve carriere, il peignit au mains une di za ine de 
tableaux dont plusieurs grands formats. Sa premiere ocuvre connue 
date de 1774. 11 s'agit d'une Viergeii {,Elljall' conservce au Musee de 
I'Hotel-Oieu de Quebec (fig. 2). Rentoile et restaurc en 1926, ce ta­
bleau presente des traces d'usure et de mauvais rcpeints qui empe­
chent d'appnkier sa facture originelle'l . En 1775, le cure de Baie 
Saint-Pau l peignit une Visioll de saillte AllgNe de Mirici (fig. 3) pour les 
Ursulines de Quebec et, si I'on en croit une note de Gerard Morisset 
conservee dans son Illvwtaire, il se serait inspire d'une gravure de 
I' ltalien Marco Carloni (1742-1796) appartenant aux religieuses et 

(2) Jean-Anlome Aide-Crl-quy, Vierge a l' Enfant, '>Igm' l-'t dall'. In~. 
hUlle su r 1001t', 83,2 X 68 cm, H6tel-Dleu de Quebt-'t. (photo mc) 
Nota: .) moin .. d'indication conlrilire, Iou le,> le'> Ot'u\'rt.''> rcprudUlIl'''' 
cl-apres '>unt d'A,dc-Crcquy ou attnbul'cs ,ll'arhstc_ 
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dalanl de 1768. Les Ursulines possedenl effectivemenl une petile 
gravure de Carloni qui represente sainte Angele - en priere devant 
un crucifi x - milis elle ne presente aucune parente direcle avec le 
tableau qui nous occupe. 11 est vraisemblable que Morisset ait na· 
guere vu une autre gravu re qui aurait depuis lors disparu. Quoi 
qu' il en soit, les archives des Ursu lincs conticnncnl 2 grav lIres 
representa nt i'AIllJOllciativII (fig. 4 cl 5) executees d 'apres des oell· 
vres du peinlre franf)ais Franf)ois Le Moine (1688-1737) et dont 
Crequy se se rail vra isemblablement inspire pour pf'indre un 
tableau destine au maitre·autel de I' eglise de I'b let e n 1776 (fig. 6). 

(3) Vision de S;Joinle AngfHe de Merici , signe Cl dale. 1775, huile su r loile, 208 x 178 
cm, Monastcre des Ursulincs de Quebec. (Photo Fram;ois L.lchapcllc). l\'(lla: Cl' 
lablc,lu ol etl' rt.'sl.lure en 1935. 
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L'annce su iva nte, les fabriciens d'unc paroisse VOiSIIlC, Saint­
Roch-des-Aulnaies, commanderent cl lellr tour une tode consa­
cree a leur sain t patronyme (fig. 7). Cctte fois , I'artistc semble 
avoir emprunte sa composit ion a un tableau representant saint 

(4) L' Annoncio1tion , gr,lVurl' fr.m~'<li"'l' 
d'aprl>,> unl' oeUVfe de hiln,ols Ll' 
MOllle, 91 x 64 cm, Mona~ll'rl' de'> 
Ur ... u)me ... de Quclx'<, (Photo Mu'><-'(' 
du Qucbl..,<). 

(S) L'Annoncio1tion , gr,Hurl' fr,m­
~',IIW d' ,1prc<, lll1l' IIl'UWt' de Fr.m· 
\,01 ... ) t' Muinl', 74 " 49,S cm, 
Mon,l ... tl'Tt' Jl''> Lr ... uline,> Jl' QUl'­
bl'( {photu \IU ... l'l' Ju QUt'lxx'j. 

Roch et qui ctait accroche dans la chapelle des Rccollt.,t<. de Quebec 
en 1759 (fig, 8); fait it signa ler, I' ange (lui apparait a 'taint Roch 
s'apparente a celui dll tableau de l' lslet. Toujours en 1777, notre 
cure-peintre executa un Sa;lI/ Louis ICllalll la courOl/1lc d'('I111It's pour 
I'eglise Saint-Louis cl I' ile-aux-Coudres (fig. 9). Bien que diffe­
rentes hypotheses plus ou moins vraisemblables aient ete avan­
cees jusqu'a maintenant , on ignore toujours la source precise 
utilisee par Aide-Crcquy pour ceUe oeuvre aujourd 'hui conser­
vee a I'eveche de Chicou timi; il reste que le Sa;,,1 Louis n'est pas 
sans rappeler certains portraits de Lou is XIV et de Louis XV peints 
par Hyacinthe Rigaud (1659- 1743) et Carle Va n Loo (1705-1765), 
portraits qu' Aide-Crequy aurait pu connaitre par le biais de gra­
vures. Un an avant sa mort, le jeune pretre fit des emprunts a deux 
tableaux accroches dans I' eglise de Sainte-Anne-de-Beaupre pour 
realise r un Sailzt joacll;m destine a la paroisse du meme nom dans le 
comte de Montmorency (fig. 10): le sa int Joachim rappelle celui d'un 
tableau attribue au frere Luc (1614-1685) (fig. 11) tandis que la petite 
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(6) L' Annoncialion, s ignc cl dillc, 1776, huile sur loill', cnviron 270 )( 160 cm, cglisc 
dt' 1' lsl('1. (Photo Qffiet' du film du Quebe<-), 
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(7) Vision de saint Roch, 'iignect dale, 1777, hUlll' ,>ur !{)lll', 21'17 ItJHllll , l'gll">l' dl' 
5..1mt-Roch-df',>-Auln,lI(''>. (photo John R. Port('r). 

vierge Mane n'est nu lie autre que le personnage central de I'ex-voto 
de Marie-Anne Robineau de Becancour (fig. 12). 

Il est possible qu' Aide-Crt~quy ait peint deux tableaux addition­
nels pour I'eglise de Saint-Joachim, tableaux qui auraient ctc rem­
plac~s par des oeuvres cl ' Antoine Plamondon en 18691 

• Deux aulres 
toUes furent detruites clans des incendies: une Sait/le Falt/illt' clans la 
chapelle du meme nom cl la cathedrale Notre-Dame de Quebec en 
1866u et un Saillt Pierre et sai"t Palll a I'egl ise de Baie Saint-Paul en 
19621'. Cette derniere toile elait signee au revers et se presentait sous 
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(H) Vision de Sdinl Roch (.11111-
IlVIlll') . dl'\;lil cll.' 1,1 \ '11<' ,ft' I'm­
,,:,t<,ur 11,' {,,'siN' dc. R,'wlil'l_ 11,' 
QIH'/'I'r, ~r.l\'ur(' d'aprl'" u n 
dl''''''11l l'Xl'CUil' p.1r RlChoHd 
Sh,lrl ,'n 17"9, MU""'l' lit! Qm'­
b.,'( , Qud",'c. (photu \ Iu'>l'''' 
liu Qudx'o.:). 

la forme d' un tendo, naguere place sur le tombeau du maitre·autel 
(fig. 13). Une photographie ancien ne nous pennet de la rapprocher 
de deux ocuvres conscrvccs it I'Hotel-Dicu de Quebec et qui semble nt 
nvoir ete repeintcs cl vcrn ics: un Saillt Pierre (fig. 14) et un Sailll Palll 
(fig. 15). Ccs cartons fixes sur panneau de bois a insi que le tondo de 
Ba ic Saint-Paul c uren! pour modelcs communs des g ravures de Jean 
Morin (vers 1605- 1650) cxecutees d'ap res Philippc de Champaigne 
(1602-1674) et don i des exemplaires sont conserves a I' Hotel-Dieu de 
Quebec (fig. 16 et 17). 

Les besoins de la colonie ont joue pour beaucoup dans l'epanouis­
semen! de I'a rt e t de la ca rriere d'Aide-Crequy. A son epoque, toutes 
proportions gardees, autan t les pein tres que les pre tres se faisaient 
rares. Dans l'etat actuel des connaissances, on ne connai! pas d'autre 
a rtiste qui ait peint des oeuvres religieuses au Canada dans les annees 
1770. Le peintre d'origine allemande Louis-Augustin Wolffqui s'e ta it 
affi rme en 1765- 1766 - notamment avec une Atltlollcintiotl destinee a 
I'eg lise No tre-Da me-des-Victoires de Quebec (fig. 18) - semble 
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s'clre lourne par la ..,utlc vers la dorure. Quant .lUX Louis·Chretien de 
I leer, Fran-;;ois Baillairge, Fran-;;ois Maleparl de Beaucourt et Louis 
Dulongprc, ils n'cnlreront en scene qu'apre.., la mort d' Aide·Crequy: 
les deux premiers dans les annees 1780, It~.., deux autres dam; IJ 
decade suivanle. Comme peintre, le cure de Bail' Saint·Paul aura eu 
a combler les bcsoins de paroisses et de communautes desormai.., 
privees du recours it I'importation d'oeuvn.!.., religieuses franc;aises, 
une pratique courante avanl 1760. 

A parlirde la Conqueteet pendant quelque.., decennies, la colonic 
anglaise dut se ..,uffire ,1 elle·meme dan.., le domame de rart pictural. 
Des lors se confirma la tradition du remur.., ;1 des oeuvres cum· 
pennes, peinles ou gr,lVces, comme mod0lc'i ,1 "llivre'~. On se tourna 

(9) Saint Louis lenolntlol couronne d'epines, "1~1ll' l'Ilt,ltl' 1-;- hlUit· 'UT hllk. 1 """ 
ISh lnl, F\"l'lht:, dl' Cimoutlnll (l'huto ilK) 

tout naturellement vers les oeuvres que 1'011 avail 1H.'ritl'esdu RL'~ime 
fran-;;ais , des oeuvrcs considerccs comme de'i v,lleurs sures et <lUX· 

quelles on etait filialcment attachc. Cest dans un le! conlexte que la 
production d' Aide·Crequy prend toul son ..,en.,. Toutes ses peintures 
sont des tableaux religieux inspires de gravures au de toilcs .lux· 
queUes il pouvait facilemenl avoir acces dan.., la colonie, que cc SUIt a 
Quebec (chez \es Ursulincs, chcz les Augustml's de 1'1 J6te\·Dicu ct 
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(Ill) S.li ntjo.1chim present.1nt 1.1 Vierge.111 temple .... iglll'l't d.ltt', 177"1. hUlk ... ur tuik', 
L'Il\ Inlll :!hl,l ~ IIlO (111 (photo rr.ln~lIi., I..Kh.lpdll'). 

Chl'L lcs Recollcts) ou a Sainte-Anne-de-Bcaupre, line paroisse situee 
.i mi-chemin entre Baie Saint-Paul et Quebec. 11 est d'autant plus 
significatif que plus de la moitie de la production de Crcquy ait ete 
consliluee d 'oeuvres de grandes dimensions, celles-ci correspondant 
soit a une devotion prioritaire dans une communaute religicuse 
(Saillle AI/Sal' dc M(',ici chez les Ursulines), soit aux besoins d ' une 
confrcrie (SI1IIlte fnll/illc a Notre-Dame de Quebec) ou encore au saint 
patronyme d'une paroisse situee non loin du lieu de son ministere 
(tableaux destines au maitrc-autel des eglises de 1' lslet, Saint-Roeh-



(11) Frere Luc (allribul' ,lU), S.Jint Joachim presentan! la Vierj;e au temple, m Ih7h. 
hUlle su r to. le, 161 x 114 (rn, MuS(.'(.' de,> Pl.'rl" rl'Jemrt\ln ... tc~. <).J1Il!l'-Annlo-dc­
Be,lUprc. (photo IBC). 

des-Aulnaies, Saint-Louis de I'ile-aux-Coudres, Saint-Joachim et 
meme Baie Saint-Paul: dans la piu part des cas, il s'agissait de 
nouvelles eglises)o 

Ceci dit, il est un probleme qui demcurc en tier : celui de la forma­
tion d' Aide-Crequy . Nous n'avons retrace aucun document qUI nous 
renseigne ace sujet. Dans sa correspondance, le cure-peintre ne parle 
jamais de son art et ses contemporains sont restes toul aussi muets au 
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( I:!l .\ 11"1l\-1l1~', E~·volo de M.arie·Anne Robine.au de Bec.ancour, 1675, huil~' ~ur 
h .. II'. 1:!4 .:; ~ '11,5lI11, \I\I"~,,"' dl"' Pert."' rt"d~'mph'rI"'I~'''', c...llnll'·Ann ... ·dl'·Ik,.ll1pr~. 
( l 'h"\\I IBC). 

:-ujct de sa production. Aide·Crcquy fut -il un autodidacte ou a-t-il 
1'l'<;"U llnL' form!ltillll aV!lllt d 'cl rt' ordonnc prclrc? NOlls penchcrions 
plutbl vcrs I .. sL'condc hypothese. 

A I'exam~n , la production connue de Crcquy presenle bien sur 
dl..'s ca re nces Illais aussi d'indeniables qualites. Au chapilre des ca­
n.' ncl..'S, nolons que, chaqul..' fois que le peinlrc cut a placer un ou des 
pcrsonnagcs dans un decor de son cru , il aboutit it de froides el 
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(I J) Sol i nl Pierre et sa i nl P;Jul , '>Ignl' .1U Tl'\'l'r'>, hUlk' '>UT tll1ll', O\'.lll', .Hl(1l'nlll' l'ghw 
de l3all'-Salnl-P.luJ (Photo J IKJ . ,Vvia: Cl' \.lbll'ilu fut dl'trult d,ln., un inu'llllll' l'll 1962. 

quelque peu n<lives mises en scene. C'est le cas du Sailll Louis et du 
Saillt loachilll. Oa ns cc dernier ta blea u, I' a rti!tle m.' ~l'mbll' pas a vuir ete 
en pleine possession de ses moyens et d a eo du mal a agenccr le" 
e lements qu'i1 empruntait it deux toiles de Sainle-Anne-de-Beiluprc. 
Quant au decor, iI tcmoigne une fois de plus de la predilection du 
peintre pour le5 lourdes architectures. Ccci dlt, i1 demeure que cer­
taines oeuvres du peintre - et nOU5 pensons notamment a ]' All/lOll 

ciatioll de !'Islet - attestent de fa\on particulicre la maitrise de fC­

ccttes essenticlles, une maitrise qui ne s'improvise pas. Nous devons 
ega lement constatcr que de fa\,on generale Cr<.'>quy s'est asse/ bien 
debrouille avec les grands formats, surtout quand iI cut a copier la 
totalite d'une composition. Dans de tels cas, la perspective est cor­
recte, les proportions rcspectecs, le traltement de la lumicrc a .... e/ 
habile, la touche souple et le coloris agreablt:'. Ajoutons enfin llue 
notre cure-peintre ne fut pas un copiste servile. ous constatons en 
eHet un apport personnel dans chacunc dt:'s oeuvres qu'il signa, 
mcme si ce ne sont pas des compositions originales: ccd est particu­
lierement manifeste dans les petits tableaux representant saint Pierre 
et saint Paul. 

A I'image de la vie et de l'oeuvre de Jean-Anloine Aide-Crequy, 
J'histoire de la peinture quebecoise entre les annees 1760 et 1790 
comporte encore bien des zones grises. Pour y voir plus clair, il 
faudrait pousser plus avant les recherches documentaires et enrichir 
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(I-I} ~Jinl I'il'rrl.". hulll' ... LIT ~',lrtlln, bOA x ~7,n ~.rl1, Ill'll'I·Dll'u lk (ludx'l' (I'holo 
to.llI ... ·~' d\1 (llldx'r)_ 

de f':1I;on ~cn~iblc I'invcntaire des oeuvres produites dans la colonie 
aprl.'" I" Conqu('te . Dans I'e lal actud de la recherche, ccUe periode 
noli' •• lpparail deja dcterminantc dans i'evolution de la peinture en cc 
qu'dle a marque un virage indcniable. Sous le Regime fran,ilis,les 
importations de tableaux et de gravures dominerent tres nettemcnt le 
panorama pictural de la colonic a cau~e de la politique Illerca ntili ste 
de la metropole, politique qui contribua a retarder I'emergence de la 
peinture locil!'.!. Aprcs la Conquetc, la colonic se trouva soudaine­
ment isolce par rapport a ses sources d' approvisionncmcnt tradition-
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(15) Saint Pau I, h ui lc sur carton, 60,4 x 
47,6c01, H6tcl-Dieu de Quebec. (Photo 
MU ... l;l' du Quebec). 

(16) Saint Pierre, grilvUrl' de Jeilll Mu­
rin d·,lpri.'s lInl' oeuvre de I'hilipPl' dl' 
Chilrnpilignl" 116tl'l·Dieu de QUl\be(. 
(Photu Mus ... e elu QU"'bl'C). 

(17) Sili nt Pilul , t;r<1vure de Jt'<111 Mnrin d',lllrl''' Lllll' 
OI;'U\ rL' dl' I'hilippe dt' Cha01piligl1l', ]i(ltel-j)ll'lI d(' 
QlIL'bt'(. (Photo MusPt' du Quebec). 
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( IH) LUU1 .. -Au~ustlll Wulff, L'Annonciation, signc el d.llc, 1765, hUlle sur loile, 
gr;ln~j f,)fm,1!, egl1St.' Nolrc-D,1me-des-VicI01Tes, Qutbff. (photo IBC). 

neiles, ce qui I'obligea a se suffire a elle·meme en ma ti~re picturale. 
Pareil conlexle ne pouvai t que fa voriser I'affirmation d 'une produc· 
lion quebecoise. Faute d'academies et de traditions bien etablies, les 
artistes se tournerent na tureilernent vers les rnodeles disponibles 
dans la colonie pour sati sfaire les besoins grandissants du milieu . La 
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(19) Signature d'Aide~Crl!quy, detail du Saint Roch fll'int en In7 pour I'('~h"(' dl' 
Saint-Roch-dcs-Aulnall'!>_ (Photo John R. Porter). 

eopie leur permit d'assimiler peu a pcu une part de la tradition 
europcenne tout en Icur offrant I'opportunite d'impregner [eurs pro­
ductions d ' une certaine touche pcrsonnc llc . Lcur originalitc se situa it 
evidemment moins dans la creation de formes nouvelles que dans 
I'interpretation de formes rec;ues, cc qui eta it tout a fait normal 
compte tcnu du contexte colonial. A partird'un me me modele, deux 
arti stes n'en pouvaient pas moins arriver a des rendus nettemen! 
differencies comme en temoignent les AllllOllciatiolls respectives de 
Wolff e t de Crequy. A noIre humble avis, les historicns de I'art 
quebecois ont trop eu tendance cl negliger la copie religieuse dans 
lcurs ana lyses de la peinture des XVIII' e t XIX' siecles. D'une part. la 
copie occupait une place preponderante dans I'ensemble des rea lisa· 
tions de la piu part des artistes; d'autre part, elle const ituait pour eux 
beaucoup plus qu'une production alimentaire. A. cet egard, il est 
significatif qu' Aide·Crequy ait pris la peine de signer de fac;on osten· 
sible la plupart de ses copies d'oeuvres religieuses (fig . 19). Antoine 
Plamondon fera de meme au XIX' siecie e t il se montrera aussi fier­
sinon plus - de ses grandes copies religieuses que de ses portraits de 
bourgeois. 
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Notes 

* Cet article a ete realise dans le cadre d'un projet de recherche subventionne par le fonds 
F.C.A.C. et intitule Iconographie de ['art ancien dll Quebec (XVI!'" - debut XX, siixle): elude 
Ihematique du patrimoine figllratif quebecois dans sa genese el son rayoll1lement. Il a ete redige a partir 
d'une communication presentee le 9 mai 1980 au congres annuel de la Societe canadlenne 
d'etude du XVIII' siecle tenu a l'University of Western Ontario (London). 
Nous tenons a remercier MM. Leopold Desy, Fran<;ois Lachapelle, Guy-Andre Roy et 
Claude Thibault qui nous ont facilite I' obtention de certaines des photographies accom­
pagnant cet article. 
1. On trouvera une bibliographie assez exhaustive sur Aide-Crequy dans I'article que nous 

avons ecrit pour le volume IV (1771-1800) du Dictionnaire biographique du Cmzada (p. 9-10). 
2. Archives nationales du Quebec, Registre d' etat civil de Notre-Dame de Quebec, folio 37v (6 

avril 1749). 
3. Un passage tire du Plumitif (Archives du Seminaire de Quebec, S.M.E.), date du 18 

novembre 1768 nous le confirme: "il a ete Decide que CO,mpain Racine et Crequy Devront 
entrer en philosophie a pacques prochain s'ils sont en Etat". 

4. Nous savons en tout cas qu'il beneficia des dispenses de I'eveque afin de pouvoir devenir 
pretre dans les plus brefs delais. Archives de I Archeveche de Quebec, 12A, Registre des 
msinuations ecc\esiastiques, c. 124, c. 125, c. 134 et c. 139. 

5. Ibid., c. 139; Charles Trudelle, Trois Souvenirs, Brousseau, Quebec, 1878, p. 115. 
6. AAQ, 61 CD - Les Eboulements, vo!. 1, 8 novembre 1773. 
7. AAQ, 61 CD - Baie Saint-Paul, vo!. 1, 22 decembre 1773. 
8. L'abbe Aide-Crequy fut le premier cure a tenir regulierement les comptes de la paroisse de 

Baie Saint-Pau!. Durant son mandat, il acheta une cloche pour l'eglise de cette paroisse et 
une embarcation pour se rendre a la mission de Petite-Riviere-Saint-Fran~ois. II servit 
egalement d'intermediaire en faveur des pretres du Seminaire de Quebec lars de la remise 
en etat de leur moulin a Baie Saint-Pau!. 

9. AAQ, 61 CD - Baie Saint-Paul, vo!. 1, 22 decembre 1773 et 26 janvier 1775. 
10. Trudelle, op. cit., p. 115. 
11. ANQ, Registre d'etat civil de Notre-Dame de Quebec, folio 322 (8 decembre 1780). 
12. Marie-Nicole Boisclair, Catalogue des oeuvres peinles collservees au monastere des Allguslilles de 

/'H6tel-Diell de Quebec, MAC, publication no 24 de la Direction generale du Patrimoine, 
(Quebec), 1977, p. 30, (cat. no 42). 

13. Trudelle, op. cit., p. 115. 11 est fort possible que les tableaux dont pade Trudelle aient ete en 
fait des oeuvres de Fran<;ois Bail\airge (communication de Davld Karel). 

14. Inventaire des biens culturels du Quebec, Quebec, Fonds Gerard Morisset, dossier Jean­
Antoine Aide-Crequy. 

15. Ibid. Dans l'Inventaire des meubles et immeubles de I'eglise de Baie-Saint-Paul dresse le 3 
juin 1798, on trouve la mention suivante: "( ... ) un grand tableau de Saint-Pierre et Paul 
ayant un cadre de bois don~, et un autre ditto tres ancien ayant un cadre simple de bois". 
Archives de la paroisse de Baie-Saint-Paul, "Recueil de lettres et de notes", 1859, folio 41. 

16. En 1765, Louis-Augustin Wolff utilisa une gravure conservee chez les Ursulines de Quebec 
pour peindre L'Al1IlOllciatioll de Notre-Dame-des-Victoires (voir fig. 4). 
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Resume 

Abbe Jean-Antoine Aide-Creguy (1749-1780) and the 
Renascence of Religious Painting After the Conquest 

Shortly before the beginning of the Seven Years War, Jean 
Baptiste Aide-Crequy was born in Quebec. In 1743, at the age of 
twenty-four, he became a priest. In November of the same year 
he was appointed as cure of the parish of Baie-Saint-Paul. In 
1777-78, he was responsible for the building of the church of 
Saint-Fran<;ois-Xavier-de-la-Petite-Riviere. Due to problems with 
his health, he was forced to leave Baie-Saint-Paul in June of 1780. 
Unfortunately the illness progressed and Aide-Crequy died on De­
cember 6, 1780. 

Between 1774 and his death Aide-Crequy produced at least ten 
religious paintings for country parishes and Quebec's monasteries. 
Most of his paintings were copied from engravings owned by the 
various religious communities of Quebec, in particular the Ursuline 
sisters. At that time the copying of paintings was a natural procedure. 
We have to understand the situation of the post-war period. The 
economy was in bad state, lots of buildings had been destroyed. 
In the years following the conquest the parishes could not import 
paintings from France. For that reason they commissioned local 
painters to duplicate existing works dating back to the French 
regime. Aide-Crequy arrived on the scene before Baillairge, 
Beaucourt and Delonpre. He was alone in his specialization. How­
ever, he managed to produce interesting paintings, not simply pure 
copies. The case of the Saint-Louis from Isle-aux-Coudres, shows 
how he put together the famous portraits of the French king by 
Rigaud and Van Loo, to create a new St. Louis. 

One of the major problems with the career of Aide-Crequy is the 
fact that we know little about his training. We can only hope to solve 
this mystery in the near future. 

John R. Porter 

Concordia University Translation Services 
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La contribution du peintre americain 
J ames Bowman (1793-1842) au premier 
decor interieur de I' eglise 
Notre-Dame de Montreal* 

On ne saurait pretendre bien connaitre la production picturale 
quebecoise du XIX" siecle sans tenir compte de l' apport des peintres 
etrangers de passage. Si nous devons a Gerard Morisset d' avoir elargi 
en partie les horizons d'une problematique a l' origine centree sur 
"nos gloires nationales"\ il nous faut bien admettre qu' aujourd'hui 
encore on se passionne davantage pour l'oeuvre d'un Antoine Pla­
mondon ou d'un Jean-Baptiste Roy-Audy que pour la carriere de ces 
peintres itinerants qui n'auraient sejourne au Quebec qu'a un mo­
men t donne de leur carriere. 11 est vrai que la tache n' est guere facile. 
La carence documentaire, la pro_duction eparse ayant maintes fois 
connu un sort peu enviable et la fragmentation des renseignements 
qui ne couvrent souvent qU'une courte periode de la carriere de ces 
artistes demeurent parmi les problemes les plus evidents qui atten­
dent I'historien de l'art. A cet egard, le cas du peintre James Bowman 
(Pennsylvanie, 1793-Rochester, N.Y., 1842) est tout a fait caracteris­
tique. Citoyen du monde avant la lettre, on le retrouve aussi bien en 
Europe qu'aux Etats-Unis ou dans les colonies de l' Amerique du 
Nord Britannique, que ce soit dans le Haut ou le Bas-Canada, a 
Montreal, Quebec ou Toronto. En somme, sa carriere demeure pour 
le moins obscure, sa production pour ainsi dire meconnue, et l'inven­
taire de son oeuvre tres fragmentaire2

• De recentes recherches no us 
auront permis par contre d' eclaircir un volet important de sa produc­
tion, soit sa contribution au premier decor interieur de la presente 
eglise Notre-Dame de Montreal. 

Un peintre itinerant 
Si les sejours successifs du peintre James Bowman a Quebec, 

Montreal et Toronto entre 1831 et 1835 demeurent fort mal connus, 
nous n'en savons guere plus sur sa formation europeenne et sa 
carriere americaine3

• Ne dans le comte d' Allegheny (Pennsylvanie) 
en 1793, Bowman aurait commence a gagner sa vie comme charpen­
tier. Ce n'est que vers 1816 qu'il s'initie aux rudiments de 1'art pictural 
aupres d'un certain Turner avant d'amorcer sa carriere de portraitiste 
itinerant dans les villes de Pittsburg, Philadelphie et Washington. 
Afin de parfaire sa formation, il s' embarque pour l'Europe vers 1822 
ou, d'apres une annonce publiee beaucoup plus tard dans les jour­
naux, il aurait sejourne successivement a Londres, Paris et Rome4

• De 
retour aux Etats-Unis, en 1829, il ouvre un atelier a Pittsburg. L'annee 
suivante son nom est mentionne dans les journaux de Charleston OU 
il peint les notables de I' endroit. AI' automne de 1831, il quitte Boston 
pour la ville de Quebec. Deux ans plus tard, il s' etablit a Montreal 
pour gagner Toronto au mois d'octobre de 1834. Un an plus tard, on 
le retrouve a Detroit OU, prenant epouse, il se fixe pour une courte 
periode avant de poursuivre sa route vers differentes villes des Etats 
de Pennsylvanie et de New York. En octobre 1841, il dispose d'un 
dernier atelier a Rochester ou la mort viendra le surprendre au prin-
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temps suivant, cl l'age de quarante-neuf ans. Ces deplacements pour 
le moins mouvementes prouvent cl quel point il est pour l'instant 
temeraire de vouloir entreprendre une etude exhaustive de l'homme 
et de son oeuvre. Ne nous permettraient-ils seulement de saisir cl quel 
point James Bowman represente le parfait prototype du peintre itine­
rant se depla<;:ant continuellement de ville en ville afin de solliciter, cl 
chaque endroit qu'il visite, de nouvelles commandes. 

Bowman a Quebec 

Muni d'une lettre de recommandation de l' eve que de Boston, une 
ville ou il etait etabli depuis peu, James Bowman debarque cl Quebec cl 
la fin de l' Ne 1831. Il se presente d' abord chez les Ursulines avec pour 
mission d'y livrer le portrait de leur "chere soeur St-Georges", une de 
leurs anciennes religieuses. Il profite de l' occasion pour exhiber, 
"comme preuve de sa capacite", un second portrait: celui de Mgr. 
Fenwick, eveque de Boston. 11 n'en faudra guere plus pour 
convaincre nos religieuses de faire appel, l'annee suivante, cl ses 
services cl titre de professeur "de peinture cl I'huile"5. Des son arrivee 
cl Quebec, Bowman s' etablit cl l'hotel Albion sur la Cote du Palais 
offrant ses services cl la clientele locale (fig. 1): 

M. BOWMAN, peintre d'histoire et de portrait, prend la 
liberte d' offrir ses tres-humbles services aux respectables 
familles de cette ville. M. B. ayant etudie plusieurs annees 
dans les academies d'Europe soit cl Londres, Paris et Rome, 
sous les plus grands maitres et dans plusieurs genres, ose 
esperer l' encouragement des connaisseurs, et meriter par 
sa conduite et ses ouvrages la bienvaillance des personnes 
les plus delicates et les plus distinguees6

• 

A la fin du mois de decembre 1831, il quitte I'hotel Albion et 
s'installe chez Mlle Morigeau, rue Couillard, OU il expose ses plus 
recents travaux: 

AUX AMA'fEURS DE" LA PEINTURE. 

M BOW MAN, pein~re d'hiato1re et de portrait, 
• prend la liberte d'off'rir les tres-humbles services sax. 

respectabtes famill(ts de vette vill~. M. B. Byaot ettidie. plu­
sieurs annees ~al'Js Je. academies d; Europe soit a Londres, Paris 
et Rome, IOUS le~ pillS grands maUlas 8t dans plusieu(s genres, 
"OBe espa'" l'enc0uragement d~s eonnaisseurs, et maritel par sa 
C&fldulte et see oU(lrage5 la bifi1veiJlance des pellODnes lei plus 
dtHicateset les plus distinguees • 

.M .. BQwmall r~side a. I' Albion Hotel. 
00 &eptembre IBm. . 

(1) Aux amateurs de la peinture, Annonce parue dans The Quebec Gazette - La Gazelle 
de Quebec, 30 septembre 1831, p. 2. 
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Mr. B. has among some late pieces of his work, a Portrait of 
His Excellency Lord Aylmer, which he had the honor of 
taking a few weeks ago, and which may be seen at his 
above-mentioned residence, with other specimens of his 
work? 

C'est vraisemblablement au cours de l'annee suivante qu'il s'adjoint 
le jeune Thomas Valin (vers 1810-1857) comme apprentiB• 

Au printemps 1833, James Bowman effectue un premier sejour a 
Montreal ou il expose au Palais de justice un tableau "de l'interieur de 
la Chapelle des Capucins a Rome"9. Fait interessant, il s' agissait non pas 
d'une oeuvre conventionnelle mais d'un "tableau de perspective" ou 
"diorama", un procede optique mis au point en 1822 par Jacques 
Daguerre (1787-1851)10 a qui l'on doit egalement l'invention du 
daguerreotype. Nul doute que la nouveaute de l'attraction dut gran­
dement plaire au public montrealais puisque, en juillet 1833, Bow­
man exposera de nouveau son diorama a Quebec. A cette occasion, le 
redacteur du Quebec Mercury ne cachera pas son admiration pour le 
travail de l' artiste: 

From the manner in which the perspective is treated, and 
the light thrown on the picture, the dimensions of the 
church and the figures are magnified so as to appear of their 
actual size, and an occular deception is produced, the effect 
of which is as pleasing as it wonderful. We regard this as 
one of Mr. Beaumont's [sic] happiest efforts, and recom­
mend it to the public, as an exhibition of extraordinary 
merit and curiosity, which derives, also, an additional 
interest from being the first painting of the kind which 
has been exhibited in Quebecll

. 

Ce n'est pas "sans quelque apprehension du peu de merite de 
cette piece" que le peintre Antoine Plamondon se rendit a l'invitation 
du redacteur du Quebec Mercury. 11 ne tardera pas d'ailleurs a faire 
connaitre sa reaction au grand public par le biais d'un article peu 
flatteur qu'il fit paraitre dans Le Canadien: 

( ... ) quelle pitie ce tableau n'inspire-Hl pas! Que ces moines 
sont donc defectueux! comme ils sont mal dessines! ( ... ) 
Point de caractere, point d' expression dans aucune des 
tetes ( ... ) Le faible effet que produit ce diorama, qui cepen­
dant parait avoir ebloui quelques aveugles en peinture, 
n' est pas assez grand pour racheter les enormes defauts 
que l' on rencontre dans cette composition ( ... ) En un mot ce 
diorama est une vraie caricature de la chapelle des Capu­
cins a Rome, (quoiqu'en dise MM. les journalistes de 
Quebec.).12 

Cette prose hargneuse n' eut pas I'heur de plaire, on s' en doute bien, 
au redacteur du Quebec Mercury; elle declencha me me une polemique 
entre le peintre et le journaliste13

• Bien que.redoutee14
, la reaction de 
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Plamondon, qui considerait avoir a montrer au public /1 quelque chose 
d'un peu plus important qu'un diorama" 15, aurait sans doute ete 
beaucoup moins forte si James Bowman s'etait confine a ce genre. Or, 
le peintre americain venait tout juste d'offrir a la nouvelle eglise 
Saint-Patrice de Quebec un grand tableau de la Crucifixion pour son 
maHre-auteP6, sans compter que depuis son arrivee a Quebec, deux 
ans plus tot, il multipliait sans cesse sa production de portraits. 
Comment d'autre part Plamondon pouvait-il reagir face.a ces cours 
de peinture que Bowman donnait,chez les Ursulines de Quebec alors 
que lui, devait, a la meme epoque, se deplacer jusqu'a Sainte-Anne­
de-Ia-Pocatiere pour remplir une tache analogue17

• C'en etait decide­
ment trop pour un peintre qui avait toujours considere la ville de 
Quebec comme son fief artistique18

• 

Bowman a Montreal 

C' est vraisemblablement au debut de l' ete 1833 que Bowman 
quitte Quebec pour Montreal. Ce depart semble avoir ete moins 
motive par la critique defavorable de Plamondon que par la perspec­
tive de contrats allechants. Lors de son premier sejour dans la region 
montrealaise le peintre aurait etabli des contacts prometteurs avec les 
Sulpiciens. Ceci expliquerait qu' on le retrouve au Lac des Deux­
Montagnes des 1'ete 1833, peignant dans l'eglise la ceremonie de 
/1( ... ) la distribution des presents donnes par le Pape aux sauvages de 
ce village1911

• Parmi une centaine de personnages representes dans le 
tableau, on signa le au premier plan /1( ... ) le Rev. Mr. Quiblier, Supe­
rieur du Seminaire de Montreal ( ... ) distribuant ces presents/120. C'est 
ce meme Joseph-Vincent Quiblier (1796-1852) qui, peu de temps 
apres - si ce n'etait deja fait - commandera au peintre James 
Bowman les six tableaux des chapelles laterales de la nouvelle eglise 
Notre-Dame de Montreal et, 1'annee suivante, un chemin de croix 
pour la me me eglise. 

Inauguree en juin 1829 et consideree des lors tant par les citoyens 
de la ville que par la majorite des etrangers de passage comme le plus 
remarquable monument de toute l' Amerique, la nouvelle eglise 
Notre-Dame de Montreal etait la fierte des Sulpiciens qui en assu­
raient la desserte. L'oeuvre de James O'Donnell (1774-1830) s'inspi­
rait de nouveaux concepts architecturaux puises a meme le vocabu­
laire neo-gothique. On n'avait rien epargne pour faire de la nouvelle 
eglise un monument digne de la ferveur religieuse de la nation qui 
l' avait erigee. Par contre, l' edifice ne sera pas acheve avant 1843 alors 
qu'on erigeait les deux tours de sa fa<;ade. Des difficultes financieres 
entrainerent egalement de sensibles modifications quant au decor 
original qu'O'Donnell avait prevu pour l'interieur de son batiment. Si 
l' on a pu terminer le sanctuaire peu apres l'inauguration de l' eglise 
(fig. 2), il faudra cependant attendre jusqu' en 1833 afin de completer le 
decor des chapelles laterales21

• 
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Alors que I'on avait recupere de I'ancienne eglise huit grands 
tableaux pour orner le sanctuaire12

, les six chapelles laterales en 
etaient encore depourvues a I'ete 1 83J~.l . Le 5 sep tembre de la meme 
annee, on apprend par La Millerve que lors "de la translation et de 
I'inauguration des rcliques de St. Maximin", ceremonie prevue pour 
le lendemain, on placcra dans la chapelle du saint "( ... ) un tableau 
peint par M. Bowman; on en posera aussi d'autres du meme artiste 
dans les autres chapelles1

'''. Ces autres chapelles etaient respective­
ment dediees a saint Joseph, a la Vierge, a sainte Anne, a saint 
Amable et cl saint RochL~. Bowman dut vraisemblablement achever 
cette importante commande avant la fin de J'annee: le 30 decembre 
1833, il re~ut de l'abbe Quiblier la somme de soixante-cinq "livres 
courant" pour son travaillo

• 

11 ne fait pas de doute que le peintre se so it acquitte de sa tache a la 
satisfaction du commanditaire puisque le 17 fevrier 1834, Thomas 
Va lin signe au nom de Bowman un nouveau re~u au montant de 
cinquante livres courantes "( ... ) en avance du cOlit des tableaux du 
chemin de croix"l7. Les fideles de J'eglise Notre-Dame de Montreal 
n'ayant pu s'adonner jusque la a ce nouvel exercice religieux lll

, on 
comprendra que I'abbe Quiblier ait voulu remedier a cette situation 
des I'achevement du deeor interieur de la nouvelle eglise29

• C'est ainsi 
que visitant l'atelier de Bowman en oetobre 1834, le redacteur de 
I' Ami dll pellplc notera: 

Nous avons eu le plaisir de visiter l'a ttelier de peinture de 
M. Bowman, et IlOUS y avons admire plusieurs tableaux qui 

(2) John Henry Le Kcux d'apres William Henry Bartlctt, Interior of the Cathedral, 
Monlreal . Gravure sur acier, 1838. 19,6 cm x 24,9 cm. Coli.: F.1brique de Noire­
O.lme de Montreal, Montrcill . Pholo; Inventaire des BIens culturels, Montreal . 
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sont dignes des talents dont il a deja fait preuve. Ceux qui 
interessent davantage le public sont les 14 tableaux repre­
sentant les 14 stations du chemin de la croix, que M. 
Bowman execute pour l' eglise paroissiale. Ces tableaux, qui 
ont ete offerts a l'eglise par les souscriptions de 14 dames 
genereuses, doivent etre acheves dans le mois de mars 
prochain, et pourront etre offerts a la devotion du public a 
l' epoque OU les chretiens font le chemin de la croix. Quel­
ques personnes ont fait des plaintes de la lenteur avec 
laquelle cet ouvrage se fpisait; mais elles avaient, sans 
doute, peu reflechi a la longueur de chaque tableau. Il n'y a 
pas encore un an que ces tableaux ont ete commences, et 
l' execution de chaque tableau, pour etre faite avec soin, 
demanderait certainement beaucoup plus d'un mois. 
Ces tableaux sont de grandeur presque nature, autant que 
nous avons pu en juger par ceux qui sont acheves, ils 
surpasseront de beaucoup ce qu' on pouvait attendre de la 
precipitation avec laquelle ils sont faits et du prix modique 
qui doit recompenser l' artiste. 30 

Un evenement imprevu est toutefois survenu entre la visite a 
l'atelier du journaliste et la publication de son compte-rendu comme 
en temoigne cet entrefilet paru le meme jour: 

Nous venons d'apprendre que M. Bowman et son eleve, 
M. Valin, ont ete appeles a faire differens ouvrages dans 
les Etats-Unis et qu'ils ont quitte Montreal pour trois ou 
quatre mois. Ce voyage va retarder de beaucoup l' execu­
tion des tableaux dont nous avons parle. 31 

En fait, ce n'etait pas aux Etats-Unis que Bowman se rendait avec 
son apprenti mais bien a Toronto. Des son arrivee, il offrit ses services 
a la population locale et mit en vente certaines de ses oeuvres32. Tout 
en lui reservant un accueil chaleureux, la presse torontoise rapporte 
curieusement ce qui suit a son sujet: "(Bowman) is now engaged to 
paint twenty historical pictures for the great cathedral of Montreal, 
ten of which are in shed and the other ten, are in hand"33. Ces propos 
nous paraissent quelque peu invraisemblables du fait que tout nous 
incite a croire que le peintre ait renonce a completer son contrat avec 
les Sulpiciens de Montreal. Autrement, on voit mal pourquoi il plani­
fiait de Toronto un voyage a Rome pour le printemps de 183534. 
Bowman abandonnera finalement ce projet de voyage. Il prolongera 
son sejour a Toronto au moins jusqu'en mars 183535 avant de se 
diriger vers la ville de Detroit ou on le retrouve a l' automne de la 
meme annee36. Demeure inacheve, son chemin de croix ne fut donc 
jamais accroche dans l'eglise Notre-Dame de MontreaP7. 

Le fait que Bowman n' ait pas respecte ses engagements obligea 
les Sulpiciens a commander un nouveau chemin de croix a un autre 
artiste. En 1836 Monsieur Quiblier fait donc appel au peintre Antoine 
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Plamondon pour remplir cette tache qui sera completee trois ans plus 
tard38. En decembre 1839, il faisait l' objet d'une grande exposition a la 
Chambre d'assemblee a Quebec. Le redacteur du journal Le Canadien 
souligne alors que: 1/( ... ) les memes tableaux avaient ete entrepris par 
un autre peintre ( ... ), lequel a ete oblige de renoncer a son entreprise, 
apres le quatrieme tableau, a cause de l'inferiorite de son travaiP9". 
Cette version des faits est non seulement flatteuse pour Plamondon 
mais elle a aussi pour effet de donner beau jeu au commanditaire. Nul 
doute qu' on la tenait de Plamondon a qui l' abbe Quiblier avait refile 
les quatres grands tableaux de Bowman, ne sachant sans doute quoi 
en faire. Faut-il ajouter que le peintre n' eut rien de plus pressant que 
de s' en debarrasser comme nous l' apprend une lettre de Plamondon 
au Superieur des Sulpiciens: 

De tres mauvais peintre, copiant de tres mauvaises gra­
vures, ne pourront vous faire que de tres mauvais tableaux 
du chemin de la croix, telle que les 4 que vous avois deja 
faites M. Bowman. Ses tableaux sont place dans des corri­
dors noir du couvent des Ursullines de Quebec, ils sont si 
execrablement mal faites, qu' on m' en a donne que deux 
piastres chaques, encore etesseque pour me faire plaisire 
qU'ellles ont acheter a ce prix. 40 

Cinq ans apres avoir fait l'objet de l'admiration du redacteur de 
L' Ami du peuple, les tableaux de Bowman se voyaient attribuer, par la 
plume mesquine d' Antoine Plamondon, le statut de miserables 
croutes! Ces quatre tableaux ne nous etant pas parvenus, il nous est 
impossible de juger de la qualite effective de ces oeuvres. Par contre, 
nous avons recemment mis a jour deux toiles de Bowman provenant 
des anciennes chapelIes laterales de l'actuelIe eglise Notre-Dame de 
Montreal. Ces toiles datant de 1833 peuvent nous fournir un eclairage 
privilegie sur la production religieuse du peintre. 

Deux oeuvres de James Bowman provenant des anciennes 
chapelles de l'eglise Notre-Dame de Montreal 

Des sa construction, la presente eglise Notre-Dame de Montreal 
fut tres appreciee pour son architecture majestueuse. Par contre, il 
n' en alIa pas de meme pour son decor interieur original. Napoleon 
Bourassa (1827-1916) ira d'ailleurs jusqu'a comparer l'interieur de 
l' eglise a un 1/ disgracieux amphitheatre d'hypodrome"41. En fait, 
comme le note Franklin Toker, "( ... ) cet interieur etait moins minable 
qu'inacheve"42. C'est pourquoi, en 1874, sous la direction de Victor 
Bourgeau (1809-1888), on travaillait 1/( ... ) a decorerl'eglise, a eclairer 
les voutes par des coupoles, a orner les autels, a rendre le choeur et 
I'autel principal dignes des plus grandes eglises"43. Ces travaux de 
renovation entraineront une modification radicale de son amenage­
ment interieur. 
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Bien qu'ils n'aient jamais fait l'objet d'une attaque en regle44
, les 

tableaux des chapelles lah~rales ne semblent pas avoir ete tres appre­
cies par le cure Benjamin-Victor Rousselot45 . Aussi, le premier guide 
de I' eglise Notre-Dame de Montreal (publie en 1880) temoigne a cet 
effet en ne mentionnant plus des six tableaux que celui de Saint 
Amable<t6• Toujours dans le meme guide, on prend par ailleurs la peine 
de "rassurer" le visiteur en lui signal ant que ce dernier "( ... ) tableau 
doit etre assez prochamement remplace par un autre venant de 
Rome."47 Nous savons que certains tableaux de l'ancien sanctuaire 
furent integres au nouveau decb~6 mais il n' en fut pas de meme pour 
ceux des chapelles. Des six tableaux de Bowman, seuls ceux des 
chapelles dediees a saint Roch et sainte Anne furent conserves dans 
la sacristie de l' eglise49. 

Le Christ design ant saint Roch comme patron contre la peste 

Des 1732, I'ancienne eglise Notre-Dame de Montreal, construite 
entre 1672 et 1683, possede une chapelle dediee a saint Roch ou les 
fideles de la paroisse peuvent se recueillir devant un tableau du 
sain~. L' usage d' une telle chapelle fit par contre defa u t jusqu' en 1833 
dans I'eglise actuelle inauguree en 1829. Bien qu'il en ait ete question 
des le mois d'avril183251, ce n'est qu'apres la tragique epidemie de 
cholera survenue a Montreal cet ete-Ia que l' on remedia a cette situa­
tion. Ainsi, lors d'une messe d' Action de graces chantee a l' eglise le 6 
fevrier 1833 "( ... ) aux fins de remercier Dieu de ce qu'il a bien voulu 
faire cesser le fleau devastateur qui avait I' ete dernier jette tout le pays 
dans la consternation"52, on fit une quete "( ... ) dont le produit est 
destine a payer les frais d'erection d'une chapelle a l'honneur de St. 
Roch, pour laquelle il y a une fondation a Montreal existant depuis 
nombre d'annees"53. Peu de temps apres l'erection de cette chapelle, 
on y accrochait le tableau de Saint Roch que venait de peindre James 
Bowman (fig. 3). Au plus tard en 1893, on y substituera le decor 
actuel54

• 

Le tableau de 1833 domine aujourd'hui l' entree du nouveau mu­
see de l'eglise Notre-Dame de Montreal. La scene peinte par Bowman 
represente saint Roch alors qu'il est designe par le Christ comme 
patron contre la peste55. Le saint occupe le centre de la composition et 
est facilement reconnaissable a l'un de ses attributs: un chien se 
tenant a ses cotes avec un pain dans la gueule. Selon la legende, c'est 
cet animal qui assurait I' alimentation quotidienne de saint Roch apres 
que celui-ci, frappe par la peste lors d'un pelerinage a Rome en 1367, 
se fut retire en foret pour y mourir; c'est la qu'un ange vint un jour le 
guerir. De chaque cote du personnage principal prennent place, a 
gauche, un ange portant !'inscription ERIS IN PESTE P ATRONUS et, 
a droite, le regard tourne vers le saint qui dissimule mal sa surprise, le 
Christ pointant du doigt le message divino La fonction votive du 
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(3) j.II11(,'> IllIIVn1iln, Le Christ designanl saint Koch comme palron contrc la 
peste . I11l1k' '>ur t()Lll.' , H03. 203 cm x 183,5 cm. Coil.: Fabriqu(' de Noire-Dame 
dl" Monlrl'i'll , Monlrt\ ll. Photo: Invent'lirt' dl'S Biens clIlturds, Montreal. 

tableau est ici fort explicite avec la presence cl l'avant-plan de quatre 
malhcurcux affliges et la representation, cl I'arriere-plan, de I'eglise 
Noire-Dame de Montreal qui se profile cl I'horizon. 

Bien que ncus ignorions la source principaJe doni se serait inspire 
James Bowman pour peindreson tableau, il est vraisemblablequ'il en 
ait modifie considerabJement le sens en y ajoulant - sans doute a la 
demande du commanditaire - une representation de J'eglise Notre­
Dame et, possiblement, les personnages de l'avant·pJan qu'iJ aurait 
pu emprunter a uneautre source"'. Quoiqu' i! en soit, il n'est pas sans 
inh?ret de noth qu'a la meme epoque ou Bowman travaillait a son 
tableau, le graveur Adolphus Bourne mettait sur le march~ une 
lithographie de Sai"t Roch" (fig. 4). Malgn? des compositions d'en­
semble totalement diff~rentes, on retrouve une representation de 
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I'cglise Notre-Dame de Montreal dans les deux cas. Dans chacune 
des oeuvres, le profil de I'edifice comporte des tours en fa\ade a lors 
qu'elles ne se ront elevees qu'une dizaine d'annees plus tard. 

L'Education de la Vierge 

C'est le 14 fevrier 1734 que les marguilliers de la paroisse de 
Notre-Dame de Montreal conviennent d'crigerdans I'ancienne eglise 
"( ... ) une chapelle a I'honneur de Ste-Anne sur le terrain destine a la 
sepulture des enfants parallele a celle de St-Amable" .... En 1792, pas 
moins de cinq tableaux ornaient cette chapelle dont une grande Saillte 
Famill~. Lors de la construction de I'eglise actuelle, on erige a I'ar-

(4) Adolfhus Bournc d'apr~ (?) Robert A Sproult" SoIinl Roch Lithographic, 
Montrea , 1833. 24,1 cm x 16,3 cm. Coil Vieux Semmalre des SulplCH.'n<" 
Montreal. Photo: Rodrigu(' Bedard 
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riere de l' edifice une nouvelle chapelle qui devra etre deplacee "dans 
les Trumaux" lorsqu'on decidera de "( ... ) faire faire la Chapelle St. 
Roch"60. Tout comme les autres chapelles, celle-ci re<.;ut son tableau a 
1'automne de l'annee 1833. Une scene aussi edifiante que 1'education 
de la Vierge allait parfaitement convenir au lieu. Peu avant 1876, on 
rempla<.;a l' oeuvre de Bowman par le tableau actuel provenant de 
Rome61 . C' est sans doute a cette epoque que l' on relegua le premier a 
la sacristie OU il a malheureusement beaucoup souffert de 1'incendie 
de la chapelle du Sacre-Coeur en 197862. 

Une photographie prise avant le sinistre (fig. 5)nous permet de 
confirmer qu'il s'agit bien ici du tableau peint par James Bowman en 
1833 pour la chapelle Sainte-Anne de 1'eglise Notre-Dame de Mont­
real. Ce tableau presente en effet d' evidentes parentes stylistiques 
avec le Saint Roch, notamment dans le traitement des visages. De 
plus, les deux oeuvres possedent des dimensions presqu'identiques 
et des encadrements similaires, ce qui attesterait qu' elles occupaient a 
l' origine des emplacements analogues. Quel contraste pourtant entre 
la tension qui se degage du Saint Roch et le caractere intimiste de 
1'Education de la Vierge. Representee sous les traits d'une jeune 
femme, sainte Anne, assise a une table et tenant un parchemin, guide 
la petite Vierge dans son apprentissage des Saintes Ecritures. L'en­
fant, penchee sur les genoux de sa mere, semble tout absorbee par sa 
lecture. Saint Joachim qui occupe l' extreme gauche de la composition 
ne peut dissimuler 1'emotion que suscite chez lui pareille scene. Du 
paysage montagneux qui se deroule cl l' arriere-plan se detache, 
entouree d'un halo lumineux, la colombe du Saint-Esprit. 

Bien que cela l' amene cl dater l' oeuvre du XVIII" siecle, c' est avec 
raison que Nicole Cloutier rapproche ce tableau de deux autres Educa­
tion de la Vierge: 1'une conservee a l' eglise de Sainte-Anne-de-Bellevue 
et l' autre a la paroisse de La Visitation du Sault-au-Recollet. Apropos 
de ces trois oeuvres elle ecrit: 

Nous sommes ( ... ) en presence de trois huiles sur toile du 
XVIII" siecle ayant une source commune. La gravure de 
Bazin (Nicolas Bazin, vers 1636-1730) d' apres Le Brun 
(Charles Le Brun, 1619-1690) est tres certainement a l'ori­
gine de l'iconographie du groupe de 1'education de la 
Vierge. Cependant, le reste de la composition a subi une 
autre influence. 63 

Cette derniere remarque prend tout son sens si l' on compare 
l'oeuvre de Bowman avec la gravure de Bazin(fig. 6). 

Une analyse rapide des deux oeuvres peintes par Bowman a tot 
fait de nous convaincre quant aux carences de sa formation artistique. 
Des maladresses bien evidentes - nous pensons ici au traitement 
quasi caricatural des personnages - pourraient d'une certaine fa<;on 
donner raison aux critiques acerbes que Plamondon reserva cl 
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(5) lames Bowman, l 'Educalion de la Vierge_ Huile !our tllill', 1833.206 cm x 161,5 
cm. Coli.: F.lbrique de NOire-Dame de Montreal , Montrc.ll. Photo: Invcnt<lirc dl'S 
Biens culturds, Montre .. l. 

d'autres oeuvres du meme artiste. 11 nous faut pourtant voir d'abord 
dans le Saint Roclz et I'Edllcation de la Vierge de Notre-Dame de Mont· 
real deux morceaux de peinture dont la since rite cl'execution com~ 
pense assurement Jes deficiences techniques. A eet egard, on peut 
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{o)Nicola<; B.vin d' ,1preS Ch,lTk ... Le Brun, 
L'Education de la Vierge. Phuto tlrl'C' de: 
0,111;",,[ Wild"-'n~tl'Ul (sous 1,1 diTl'''' linn de), 
" I ... • .. l>o.'U\'Tl'" d .. , ChMlc .. Lt' Brull d'<1prl''' 
1 .. ,-. ~r,wurl'" d\, "I1Il h.'mps", ell:"'''' ill"' 
Ekuu.\-Art .. , t,mw 66 (jmllchl(lut 1965), 
p. 'l, nu. 17. 

(7) James IJowman, Portrait de 
Mere Saint-Henry MClaughlin . 
IIUlle wr !oile, \'t' rs 1832. 77,5 
)( 62 cm CoiL Mondsterc des 
Ur-.ulint''> de Quebec, Qucbt.oc. 
Photo: Fran~oi" L1Ch.lpdh.' 

etablir un parallele entre Ics tableaux de Bowman et la production 
picturale de ce rtains artistcs locaux contemporains tels Jean-Baptiste 
Roy-Audy (I77S-vers 1848) et Louis Dulongpre (1754-1843)<>1, Au-dela 
des qudques qualites plastiques des oeuvres de Bowman, il fau! Icur 
rcconnaitre line valeur his torique certaille. Ce sont en fait les seuls 
tableaux religieux connus de rartiste . De celui-ci, on ne conserve cl 
notre connaissance qu'une seule autre oeuvre au Quebec: le portrait 
de la Ml'rc Smllt-Hellry MCWlIghlill (1780-1846) chez les Ursulines de 
Quebec (fig. 7)"'. 11 est a espcrer que de futures recherches permeltront 
de meltre a jour de nouvclles oeuvres de Bowman, que ce soit au 
Quebec, en Ontario ou aux Etats-Unis .... On pourra ainsi etre en 
mesure de mieux apprccier rapport d'un des nombreux artistes 
etrangers qui marque rent de Jeurs empreintes la production picturale 
quebecoise du XIX' siecle"7. 
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Notes: 

* Cet article a ete realise dans le cadre de la recherche preparatoire a I' exposition Alltoine 
Plamondon (1804-1895). Le chemin de croix de l'e;;;lise Notre-Dame de Montreal qui sera presentee 
au Musee des beaux-arts de Montreal du 3 fevrier au 1'" avril 1984. 

1 Voir le chapitre intitule "Les peintres etrangers" dans Gerard Morisset, La peinture traditioll­
nelle au Canada fran~ais, (Montreal), Le Cercle du livre de France, (1960), p. 133-139 (dorena­
vant Morisset 1960). 

2 Pour un resume sur la question, voir J. RusseIl Harper, Early Painters and Ellgravers ill 
Canada, (Toronto), Presses de l'Universite de Toronto, (1970), p. 41-42 (dorenavant 
Harper 1970). 

3 Voir Georges C. Groce et David H. WaIlace, The New-York Historical Sociell/s DictiOlwrlf of 
Artists in America 1564-1860, New Haven, Presses de I'Universite Yale, (1957), p. 72. 
Repris presque integralement dans Harper 1970. 

4 The Quebec Gazette - La Gazette de Quebec, 30 septembre 1831, p. 2. 
5 Archives du Monastere des Ursulines de Quebec, Les Annales, tome Il: 1822-1894, p. 103 (1832) 

cite dans Tnisors des communautes religieuses de la ville de Quebec, catalogue d'exposition 
redige par C1aude Thibault, Musee du Quebec, Quebec, 1973, p. 99. Les portraits de Mere 
Saint-Georges et de Mgr Benedict Fenwick furent donnes aux Ursulines de Boston en 1964 
(Ibzd, p. 99-100). 

6 The Quebec Gazette - La Gazette de Quebec, 30 septembre 1831, p. 2. 
7 The Quebec Gazette - La Gazette de Quebec, 23 decembre 1831, p. 1 (repris le 2 janvier 1832, 

p.l). 

8 Le journal The Patriot (Toronto) date du 28 octobre 1834 (p. 3) signale que: 
Mr Bowman is accompanied by a young gentleman, a native of Quebec, of the 
name of Valin, who feeling a naturel impulse towards the fine arts, has for two 
years past been his pupil, and as Mr Bowman speaks warmly of his talents and 
industry ( ... ). 

Il est tout a fait improbable que James Bowman ait eu Francis Matte (1809-1839) comme 
apprenti vers 1835, comme il est mentionne dans Harper 1970, p. 219; et egalement dans 
Morisset 1960, p. 138, sans precision d'epoque a ce moment le peintre ameriCain n'etait plus 
au Bas-Canada alors que Matte, lui, travaillait chez le peintre Antoine Plamondon (vOIr Le 
Canadien, 9 mai 1838, p. 3). 

9 La Minerve, 11 avril 1833, p. 4. 
10 DIORAMA: "procede d'optique consistant en un tableau completement isole de tout objet 

pouvant servir de terme de comparaison, et dont les bords ne doivent, en aucun cas, etre 
apen;us. Les effets que I'on obtient au diorama resultent du contraste des tenebres et de la 
lumiere qui eclaire le tableau par devant ou le penetre d' arriere en avant que cette lumiere 
soit a son maximum d'intensite, ou qu'on la repande par des modifications graduees." 
(Encyclopedie du dix-neuvieme siecle, nouveIle edition, volume 15, Paris, Librairie de l'Ency­
clopedie du XIX' siecle, 1883, p. 258). 

11 The Quebec Mercury, 13 juillet 1833, p. 3. 
12 Le Canadien, 24 juillet 1833, p. 2. 
13 Voir The Quebec Mercury, 27 juillet 1833, p. 3 et Le Canadien, 7 aout 1833, p. 1. 
14 Le 6 juillet 1833 l'abbe Louis-Joseph Desjardins ecrivait a la Superieure des Ursulines de 

Quebec: "( ... ) Si vous voyez Mr. Bowman, Je crois qu'on devrait lui conseiller de ne pas 
solliciter de l'argent pour la montre de son Tableau de Perspective, on le censure deja 
surement, par jalousie ou prevention; on lui imputerait des vues interessees & defavorables. 
Ant. Plamondon ouvrant son Atelier gratuitement aux curieux, triompherait de la Mesqui­
nerie d'un Artiste peu Liberal ( .. .)". Archives du Monastere des Ursulines de Quebec, lettre du 
6 juillet 1833 de I'abbe L.-J. Desjardins a la R. M. Saint-Henry citee dans Tresors des com­
munautes religieuses de la ville de Quebec, p. 93. 

15 Le Canadien, 7 aout 1833, p. 1. 
16 Voir La Minerve, 15 juillet 1833, p. 3. 

Le fait que des 1836 on ait remplace ce tableau par une nouveIle Crucifixion du peintre 
Joseph Legare nous laisse croire que I'oeuvre de Bowman fut peu appreciee (vOIr John 
R. Porter, Joseph L-egare 1795-1855. L'oeuvre, Ottawa, Galerie nationale du Canada, 1978, 
p. 114-115, n° 114). 

17 Voir La Minerve, 26 aout 1833, p. 3. 
18 Le meme scenario allait se repeter par la suite en 1835 avec le peintre d'origine anglaise 

Henry Daniel Thielcke (vers 1787-1874), puis en 1842 avec le peintre fran~ais Vlctor Ernette. 
19 The Quebec Mercury, 9 novembre 1833, p. 3. 

En septembre 1831, les Indiens d'Oka avaient fait parvenir au pape Gregoire XVI, 
nouvellement ordonne, ' 'un collier et des souliers sauvages" en guise de presents. Le pape 
repondra aux Indiens "par une belle lettre et des centaines de chapelets, de croix et d' Agnus 
Dei" qui arriverent a Oka en juillet 1833. (Olivier Maurault, "M. Vincent Quiblier Pretre de 
Saint-Sulpice", Memoires de la Societe royale du Canada, troisieme serie, tome XXVIII, section 
1 (mai 1934), p. 143). 

20 Ibid. 
On ignore ce qu'il est advenu de ce tableau que l'on prevoyait a l'origine offrir au pape 

Gregoire XVI (sefon une note trouvee "dans les vieux papiers de Mgr. Lartigue", reprodUlte 
dans I'Inventaire des Biens culturels (dorenavant IBC), Fonas Gerard Morisset, dossier Samuel 
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[sic] Bowman, p. 13), sinon que le peintre en disposait toujours en octobre 1834 (voir L'Ami 
du peuple, 11 octobre 1834, p. 2). 

21 Sur l'eglise Notre-Dame de Montreal voir Olivier Maurault, La Paroisse. Histoire de l'eglise 
Notre-Dame de Montreal, Montreal, Louis Carrier & Cie, 1929, 334 p. (dorenavant Maufault 
1929) et Franklin K. B. S. Toker, L'eglise Notre-Dame de MOlltreal SOil architecture, SOil passe, 
traduit de I'anglais par Jean-Paul Partensky, (Montreal), Hurtubise HMH, (1981), 302 p. 
(dorenavant Taker 1981). 

22 Quebec, Montreal, Archives de la Chancellerie de I' Archeveche de MOI/treal, "INVENTAIRE GENE­
RAL fait le 27 Fevrier 1843 des biens Fonds, Argenteries, Ornements, linges et meubliers 
appartenant a la Fabrique de la Paroisse de Notre-Dame de Montreal, Conformement a la 
Visite de Monseigneur L'Eveque", Dossier Notre-Dame et S'l.int-Sulpice, 1836-1843, docu­
ment 843-4 (dorenavant QMACAM, Inventaire de 1843). A I'origme, cette installation 
n'aurait ete faite que sur une base transitoire si l'on en croit Joseph Bouchette: "( ... ) at the 
high altar, there are places assigned for 12 large historical paintings ( ... )" (The British 
Domillioll ill North America ... , vo!. 1, Londres, Longman, Rees, Orme, Brown, Green, and 
Longman, 1832, p. 220). 

23 Il est quelque peu etonnant que les autorites ecclesiastiques n'aient pas recupere les tableaux 
des chapelles de l'ancienne eglise pour les installer dans les cFtapelles de la nouvelle, 
d'autant que les vocables etaient les memes a une exception pres (voir Quebec, MOlltreal, 
Archives Ilationales du Quebec, greffe J.G. Delisle, 27 fevrier 1792, minute 2897, Inventaire des 
biens de la fabrique de l'eglise paroissiale de Notre-Dame (dorenavant QMANQ, Inventaire 
de 1792)). Peut-etre s,etait_on deja departi de ces tableaux lors du demantelement du decor 
interieur de l'ancienne eglise au profit de quelques eglises ou chapelles communautaires? 

24 La Minerve, 5 septembre 1833, p . 2. 
25 QMACAM, "Proces-Verbal de la Visite Episcopale a Ville-Marie, 1843", Dossier Notre­

Dame et Saint-Sulpice, 1836-1843, document 843-7. 
26 Qllebec, MOlltreal, Archives de la paroisse de Notre-Dame (dorenavant QMAPND), boite 19, 

chemise 2. Un rec;u au montant de £1-12 d'un certain Michel Bouchard en date du 30 mai 
1834 pour "6 cadres pour recevoir la toile des tableaux des 6 chapelles de l'Eglise paroifsiale" 
(QMAPND, boite 19, chemise 3) nous confirme que Bowman executa la totalite de I'ouvrage 
prevu. 

27 QMAPND, boite 19, chemise 2. 
Cest en additionnant ce ,Paiement avec celui effectue pour les six tableaux des chapelles 

laterales'- dont il ignorait 1 existence - qu'Olivier Maurault pretend que Bowman rec;ut 115 
livres pour son chemin de croix (Mallrault 1929, p. 163). La meme erreur apparait dans le 
"Rapport de travail d'inventaire artistique de la Rrovince fait par MademOIselle Antonine 
Bernier aux archives de Notre-Dame de Montreal (une copie dactylograrhiee (10 pages) de 
Cl' rapport est annexee au dossier de l'eglise Notre-Dame de Montrea du Fonds Gerard 
Morisset, I.B.C. 

28 Cette situation s'explique sans doute du simple fait que l'annee ou Mgr Joseph-Octave 
Plessis - par son Malll{emellt dll 5 dccel1lbre 1822 - autonsait cette pratique, on songeait deja 
a construire une nouvelle eglise paroissiale. 

29 Les Sulpiciens qui avaient fait eriger, des le milieu du XVIII'" siecle, le Calvaire du Lac des 
Deux-Montagnes allaient, on le comprend, se montrer tres favorables it ce nouvel exercice lie 
<lUX episodes de la Passion du Christ. (Voir John R. Porter et Jean Trudel, Le Cnlmire d'Oka, 
OttilWil, Gillerie niltionale du Canada, 1974, 125 p.). 

30 L'Al1Ii dll 1'<'lIl'le, 11 octobre 1834, p. 2. 
Chacun des tableaux mesurait plus d'un metre cinquante de hauteur sur pres de deux 

m0tres cinquante de largeur puisque leurs encadrements seront reutilises pour le chemin de 
cmix de Plamondon (dont SIX stations sont conservees au Musee des beaux-arts de Mont­
real) qui devait eventuellement remplacer les oeuvres de Bowman (QMAPND, boite 42, 
chemise 9). 

31 l/Jid. 
32 The Patriot (Toronto), 28 octobre 1834, p. 3. 
33 Ibid. 
34 The Patriot (Toronto), 5 decembre 1834, p. 3. 
35 Le journal The Patriot mentionne pour la derniere fois sa presence it Toronto le 6 mars 

1835 (p. 2). 
36 Groce et Wallace, 01'. cit., p. 72. 
37 Contrairement a ce qU'avance Olivier Maurault (Mallmlllt 1929, p. 114). 
38 Une miluvaise lecture de Maurault a amene Taker a ecrire que le chemin de croix de Bowman 

diltilit de 1839 et qu'il etait posterieur a celui de Plamondon (Tokcr 1981, p. 194). 
39 Lt' Calladim, 6 decembre 1839, p. 2. 
40 QMAPND, Lettre d'Antoine Plamondon it l'abbe Joseph-Vincent Quiblier en date du 

10 decembre 1839, boite 30, chemise 36. 
41 Nilpoleon Bourassa, "Causerie artistique", Rel'lIe calladielllle, vo!. 4, \1" 10 (octobre 1867) cite 

dilns Roger le Moine, Nal'olelm BOllYassa /'IIOI/lllle et i'nrtiste, Ottawa, Editions de l'Universite 
d'Ottawil, 1974, p. 210. 

42 Toker 1981, p. 141. 
43 "Montreal et ses monuments. La paroisse Notre-Dame", L'Opillioll I'lIiJlique, 25 juin 1874, 

p.303. 
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44 Le seul commentaire qu'ils semblent avoir suscite date de 1847 alors qu'un correspondant de 
L'Aurore des Canadas deplore que les tableaux du nouveau chemin de croix de l'eglise 
Notre-Dame (le trosieme apres ceux de Bowman et de Plamondon) soient depourvus de tout 
merite, "comme ceux des chapelles". (L'AI/rare des Canadas, 3 decembre 1847, p. 2). 

45 Cure a Notre-Dame de Montreal de 1866 a 1882. 
46 Anonyme, Notice sur /'eglise de Notre-Dame de Montrea/. Montreal, Eusebe Senecal, 1880, p. 9: 

"Le tableau, vieille peinture faite dans le pays par un peintre qui n'avait jamais eu de maitre 
dans son art, represente le Saint arretant par fa puissance de Dieu, les ravages d'une vaste 
incendie." 

On sait que saint Amable etait invoque contre les incendies qui s'arretaient des qu'on 
presentait ses reIiques aux flammes (voir Louis Reau, Iconographle de ['art c1lre/iell, tome 3, 
vo!. 1, Paris, Presses universitaires de France, 1958, p. 59-60). 

47 Ibid. Nous ignorons ce qu'il est advenu aujourd'hui de I'oeuvre de Bowman. 
48 De ces tableaux, le guide de 1880 mentionne le· Saint Ignace recevant les regles de 5011 Ordre et la 

Presentation de la Vierge au Temple (et non de l'Enfant Jesus comme il est dit). (Notice sur /' eglise 
Notre-Dame de MOlltreal. p. 11 et 12). 

49 Il n'est pas impossible que I'on puis se un jour associer des oellvres actuellement anonymes 
aux quatre autres tableaux de Bowman, la fabrique de Notre-Dame ayant pu s' en departir au 
profit d'une autre egIise ou d'une institution religieuse. 

50 Andre Laberge, L'ancienlle eglise Notre-DaJl1e de Montreal. L'evollltion et /'influence de son 
architecture (1672-1830), these presentee a I'Ecole des gradues de l'Universite Laval en vue de 
l'obtention du grade de maitre es arts (histoire de ['art), septembre 1982, dactylographie 
(dorenavant Laberge 1982), p. 76. 

51 QMAPND, Livre des deliberations, 1778-1833, 1'" avril 1832, p. 338. 
52 Romuald Trudeau, Mes Tableltes, n° 11 (p. 598 du volume 3 de l'exemplaire dactylographie 

conserve a la SaUe Gagnon de la Bibliotheque municipale de Montreal). 
53 Ibid. 
54 Le guide de l'eglise Notre-Dame de Montreal publie en 1880 ne fournit curieusement aucune 

description de 1a chapelie Saint-Roch, si ce n'est qU'une simple mention. 11 est alors possible 
de croire qu'a cette epogue la chapelle n'avait pas encore ete touchee par les travaux de 
renovation (Notice de /'eglise de Notre-Dame de Montreal, p. 14). C'est d'ailleurs ce que 
viendraient confirmer les deliberations des marguilliers du 21 janvier 1893: "Resolu de 
demander a l'assemblee de demain ( ... ) une Autorisation generale pour I'execution de tous 
les travaux requis dans I 'annee et en particulier le parachevent de I'autel de St. Roch." 
(QMAPND, Livre des deliberations, 1889-1901, p. 78). 

55 Sur l'iconographie et la legende de saint Roch voir Louis Reau, Iconographic de /'art cllretien, 
tome 3, voL 3, p. 1155-1161. 

56 Il n'est pas a exclure que ces personnages soient un apport personnel de I'artiste. 
57 Selon Mary Allody qui attribue l'oeuvre a Robert A. Sproule (1799-1845), cette lithographie 

date~ du 20 juin 1833 ne fut apparemment pas terminee avant le 4 juillet de la meme annee 
(Mary Allody, Printmakin& in CanadalLes debuts de l'estampe imprimee au Canada, Toronto, 
Royal Ontano Museum, (1980), p. 101). 

58 QMAPND, Livre des deliberations, 1657-1778 cite dans Laberge 1982, p. 98. 
59 QMANQ, Inventaire de 1792, p. 21. , 

Olivier Maurault associe cuneusement I' EducatiOlI de la Vierge de Bowman a ce tableau de 
la Sainte-Famille (Maurault 1929, p. 32; repris dans Taker 1981. p. 193). 

60 QMAPND, Livre des deliberations, 1778-1833, 14 avril 1833, p. 347. 
61 "La decoration interieure de I'Eglise Notre-Dame de Montreal", Le National. 18 mars 

1876, p. 2. 
62 Tres enfume et legerement abime autant que nous avons pu en juger, le tableau est 

aujourd'hui entrepose en attendant d'etre restaure. 
63 l)Iicole Cloutier, L'iconographie de sainte Anne au Quebec, these presentee a la Faculte des 

Etudes superieures de l'Universite de Montreal en vue de l'obtention du gradePhilosophiae 
doctor (pn.D.), mars 1983, dactylographie, p. 222-223. 

64 Il n'est pas sans interet de noter que Gerard Morisset attribuait le Saint Rocll de Bowman a 
Dulongpre (voir Morisset 1960, p. 69-70). 

65 Archives du Monastere des Ursulinies de Quebec, lettre du 24 septembre 1831 de I'abbe L.-J. 
Desjardins a la R.M. Saint-Henry citee dans Trtisors des commwlautes religieuses de la ville de 
Quebec, p. 99. 

Il existe actueIIement deux portraits de la Mere Saint-Henry (nee Marie-Louise 
McLaughlin) au Monastere des UrsuIines de Quebec: un premier que nous reproduisons ici 
et un second de plus grandes dimensions (reproduit dans Tresors des communautes religieuses 
de la ville de Que'bec, p. 96) gue Gerard Morisset attribuait a Bowman (IBC, Fonds Gerard 
Morisset, dossier Samuel (SIC) Bowman). Selon nous, il ne fait aucun doute que ce dernier 
tableau, probablement peint par une religieuse apres le deces de la Mere Saint-Henry 
survenu en 1846, releve d'une tentative de reconstitution historique. Tout en empruntant a 
Bowman la physionomie du personnage tel qu'ill'avait peint vers 1832, on auralt voulu ici 
souligner d'une fal,;on beaucoup plus explicite les hautes fonctions occupees par I'ancienne 
superieure des Ursulines. Ainsi, on s'explique pourquoi, dans cette seconde version, la 
reIigieuse, placee pres d'une fenetre donnant sans doute sur Ies jardins du Monastere, est 
representee ecrivant. 
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Notons ici que le portrait de Sir Archibald Acheson, comte de Gosford, conserve au 
Chateau de Ramezay a Montreal n'est pas de la main de Bowman, contrairement a ce 
qu'avance Gerard Morisset (lBC, Fonds Gerard Morisset, dossier Samuel [sic] Bowman; 
repris dans Harper 1970, p. 42). C'est simplement en se basant sur la signature "S.B." 
apparaissant au bas du tableau, a gauche, que I'historien de I'art a attribue le tableau a 
Bowman auquel il pri"tait le prenom de Samuel. 

66 Sur la carriere de Bowman a Toronto voir: The Patriot, 28 octobre 1834, p. 3; 7 novembre 1834, 
p. 2; 5 decembre 1834, p. 3; 23 decembre 1834, p. 3; 16 janvier 1835, p. 3; 6 mars 1835, p. 2. 
Nous possedons egalement plusieurs mentions d'oeuvres peintes lors de ses nombreux 
sejours dans differentes vilIes americaines. Ainsi, pour la seule periode allant de janvier 
1830 a mai 1831,les journaux de Charleston (Virginie) mentionnent six portraits de Bowman 
(Anna Wells Rutledge, "Artists in the Life of Charleston, Through Colony and State from 
Restoration to Reconstruction", Tral1sactiolls of the Americall Philosophical Society, Philadel­
phie, volume 39, 2' partie (novembre 1949), voir pp. 236-239 incl. Il est a noter que la Societe 
historique du Wisconsin possederait toujours un portrait du Gouverneur Dodge attribuable 
it Bowman (Groce et Wallace, op. cit.). Ajoutons egalement que nous comptons deux 
portraits donnes par les Ursulines de Quebec it leurs consoeurs de Boston (voir note 5). 

67 L'auteur tient a remercier Mgr Fernand Lecavalier pour I'inten~t constant manifeste lors de 
cette recherche. Nos remerciements s'adressent egalement au professeur John R. Porter de 
l'Universite Laval qui a bien voulu relire notre manuscrit et lui apporter les corrections 
necessaires. 
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Resume 

The contribution of the American painter 
James Bowman (1793-1842) to the first interior 
decoration of the Church of Notre-Dame in Montreal 

The American painter James Bowman appears to be a perfect 
example of the important role played by foreign artists passing 
through Lower Canada in the first half of the nineteenth century. 
Despite a relatively short-lived and not very well-known career, it is 
known that he practised his art in many cities in the United States 
(Pittsburgh, Philadelphia, Washington, Charleston, Boston, Detroit 
and Rochester) and in British North America (Quebec City, Montreal 
and Toronto). Recent research permits one to throw some light on an 
important aspect of his production, namely his contribution to the 
first interior decoration of the present Church of Notre-Dame in 
Montreal. 

Having left Boston, Bowman arrived in Quebec at the end of the 
summer of 1831 and succeeded, for a time, in the capital of Lower 
Canada, in carving out a career as a portraitist and painter of religious 
canvasses, to the dismay of Antoine Plamondon (Ancienne-Lorette, 
1804 - Neuville, 1895) who considered the city as his own private 
preserve. Having left Quebec at the beginning of the summer of 1833 
Bowman then settled in Montreal. It was at this point that he was 
given the important commission of six paintings for the side chapels 
of the new Church of Notre-Dame in Montreal, inaugurated in 1829 
and then considered as an architectural master-work. In 1834 the 
Sulpicians made a further demand upon Bowman's abilities, namely 
to endow the parish church for Montreal with fourteen large pain­
tings of the Stations of the Cross. The magnitude of the project may 
quickly have discouraged the painter who abandoned his studio to 
settle in Toronto in October of the same year, without completing this 
undertaking. Thus it was that a new commission for the Stations of 
the Cross for the Church of Notre-Dame was given to Plamondon, 
while Bowman's four completed paintings (lost to this day) found 
their way to the Ursulines in Quebec. 

Of Bowman's work for the Church of Notre-Dame in Montreal 
there remain only the two paintings for the side chapels that have 
recently come to light: Saint-Roch and the Education de la Vierge. It is 
above all important to note in these two works, beyond a certain 
clearly evident awkwardness stemming from the incomplete artistic 
formation of the painter, accomplished passages of painting. What is 
more, one must recognize in them a historical value since there is 
only one other work by this artist that remains in Quebec: the portrait 
of Mere Saint-Henry McLaughlin at the Ursulines in Quebec. 

Yves Lacasse 

Translation D.F. Andrus 
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Books reviews/Comptes rendus * 

The Chilkat Dancing Blanket 
Cheryl SAMUEL 
Pacific Search Press, Seattle, 
Washington, 1982 
234 p., 467 ill, nib, 11 planches 
en caul., $40.00 

Nous tenons des marchands euro­
peens de la fin du siecle dernier l'habi­
tude de designer du nom d'une tribu 
tinglit particuliere, fort improprement 
d'ail\eurs, les "couvertures chilkat." 
Mais il s' en faut de beau coup pour que 
les seuls Chilkat aient su creer les "cou­
vertures" qui portent leur nom. Leurs 
mythes supposaient en effet une ori­
gine tsimshian les faisant venir d'une 
region situee bien au sud du territoire 
chilkat, soit dans cette portion de I' A­
laska coincee entre la Colombie Britan­
nique et le Yukon (pres de Lynn Canal, 
sorte de fjord qui donne sur Skagway). 
En somme a vrai dire, toutes les 
grandes cultures de la Cote du Nord­
Ouest ont produit des "couvertures 
chilkats". 

Nous savons par alIIeurs que ces 
"couvertures" n' en avaient effective­
ment que le nom. Elles n'avaient d'ail­
leurs rien a voir avec la literie! Il s' agis­
sait plutot de longues capes sans 
manches, portees sur les epaules et 
nouees en avant. Si par un juste retour 
il m' etait permis d' emprunter a la litur­
gie chretienne un mot qui corresponde 
exactement a cette description, je les 
designerais comme des "chapes". Le 
mot a certes vieilli, mais il aurait l'avan­
tage d' evoquer un contexte ceremoniel 
qui nous rapprocherait davantage de 
leur veritable fonction. Ces vetements 
de danse, d'ou leur frange importante 
accompagnant le mouvement des dan­
seurs, etaient portes par les chefs dans 
des circonstances particulieres. 

Ces "couvertures chilkats" - il faut 
bien se resoudre ales appeler ainsi a 
cause de I'usage - presentent dans la 
majorite des cas des motifs symetri-

* N.D.L.R. 
A cause de la longueur de la section des 
articles, les c0!l1ptes rend us d,evant paraitre 
da!lS ce numero sont repartes dans le nu­
mero sUlvant. 

Ed. note 
Due to the length of the article section 
some of the book reviews that were to be 
published in this issue will appear in 
vo!. vii/2. 
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ques de couleur sobre, habituellement 
~oir, b}anc ou jaune, dont l'interpreta­
tion defte encore la saga cite des cher­
cheurs. Dans son grand livre, Prilllitiuc 
Art, Franz Boas l s' appuie sur les theo­
ries du lieutenantGeorge Thornton Em­
m?,ns (1852-1945), auteur de la pre­
miere, s1l10n de la seule, monographie 
p'ubliee sur le sujet en 1907. Il releva par 
alIleurs quelques divergences d' opi­
mon avec un autre grand specialiste de 
la mythologie de la Cote du Nord­
Ouest, le Docteur John R. Swanton. Il 
con cl uai t a cet effet: 
These examples show clearly that 
there is ample room for the fa~1Cy of 
the interpreter. The symbols lend 
themselves to various explanations. 
Pourtant, Emmons qui vecut a Sitka 

de fa~on. tres familiere avec le peuple 
desThnglts et Swanton, par le biais de 
ses recherches fondaient taus deux 
leurs interpretations a partir du savoir 
indigene. Nous savons par ailleurs que 
le contact avec les Blancs eut pour effet 
tragique d'entrainer non seulement la 
decimation des populations indiennes 
mais aussi la disparition du contenu 
interpretatif des oeuvres d'art corollai­
rement a celle de leurs createurs. Meme 
Charles Edenshaw, a qui nous devons 
pourtant de si extraordinaires sculp­
tures en argillite ne pouvait, meme du 
temps de Boas, interpreter correcte­
ment les motifs graves sur une collec­
tion de biltonnets de jeu que lui sou­
mettait l'anthropologue en 1897. Les 
oeuvres nous restent et c' est de leur 
discours muet dont nous devons nous 
contenter. 

Mais ce discours muet est-il impene­
trable? S'il ne peut que balbutier son 
message a nos oreilles mal preparees a 
I' entendre, est-il pour autant depourvu 
de toute signification? Convaincue du 
contraire, Cheryl Samuel a donc entre­
pris d'interroger les "couvertures 
chilkat". Il en est re suite le tres beau 
livre que nous presentons aujourd'hui 
aux lecteurs des Amzales. Laissant sa­
g.ement a d'autres approches que la 
Slenne, le soin d'intepreter les motifs 
de ces "couvertures", l'auteur de The 
Chilkat Dancing Blanket traite essentiel­
lement de leurs techniques de tissage. 
!'Ie s'agit-il pas egalement d'une partie 
l~portante de leur message? Ne pour­
nons-nous pas sinon decouvrir le sens 
de ces oeuvres du moins apprendre 
quelque chose de la pensee de celles 



qui les ont mises en oeuvre? Qui sait, si 
nous n'atteindrions pas d'emblee un 
plus grand respect et une meilleure 
comprehension de la femme indienne? 
Ce sont la semble-t-il, les questions qui 
ont soutenu 1'effort de 1'auteur tout au 
long de sa recherche; questions dont 
elle a su nous communiquer les re­
ponses avec un fervent enthousiasme. 

Elle meme tisserande, elle s'est 
mise a reconstituer sur le metier, les 
innombrables et ingenieuses solutions 
que les femmes tlingits avaient em­
ployees dans la fabrication des "cou­
vertures chilkats". Son effort me paralt 
se situer tout a fait dans la ligne de ce 
que 1'archeologue de Cambridge, John 
Coles appelle l' archeology by experi­
ment et qui consiste a reconstituer 
empiriquement les techniques prehis­
toriques. Ce genre d'approche 
comporte la verification d'un modele 
dans la fidelite de sa reproduction. 
Pour ne citer qu'un exemple, on sa it 
comment la reproduction des outils 
paleolithiques no us a aide non seule­
ment a comprendre les techniques de 
leur fabrication mais bien souvent a 
oriente la recherche des archeologues 
vers le type d'indices qui leur permette 
de distinguer un atelier d'un autre site. 
L' examen des techniques debouche 
egalement sur une meilleure compre­
hension des groupes sociaux qui les 
avaient d'abord utilisees. 

L' etude des techniques de tissage 
aussi complexes que celles impliquees 
dans la fabrication des "couvertures 
chilkats", ne peut que favoriser une 
meilleure comprehension de la place 
de la femme dans les societes indiennes 
de la Cote du Nord Ouest. Serais-je 
accuse de chauvinisme, si je voyais 
dans le livre de Cheryl Samuel, un 
exemple reussi de ce qU'une histoire de 
l'art specifiquement feministe pourrait 
donner? Il ressort en tout cas de la lec­
ture de son livre et de l' examen des 
nombreux croquis de Sara Porter, un 
tel respect pour l'intelligence, le savoir 
et le gout de ces anciennes tisserandes 
qu'il me semble au contraire que 
1'ouvrage constitue une contribution 
importante a la grande cause du 
feminisme. 

Il n' ait plus guere que le my the a faire 
preuve d'une aussi gran de complexite. 
Les techniques de tissage ne le font pas 
sous un mode narratif, mais sous un 
mode plus abstrait et purement for-
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mel. Ne faudrait-il pas chercher de leur 
cote une analogie plus feconde afin de 
comprendre leur structure plutot que 
dans la musique classique comme l' a 
fait Claude Levi-Strauss? N'aurions 
pas ainsi 1'avantage de rester dans la 
meme aire culturelle? Et qui sait si, 
apres avoir longtemps suivi cette voie, 
nous ne serions pas ramener par le tru­
chement des mythes eux-memes, a la 
signification des motifs qui apparais­
sent sur les "couvertures chilkats"? 

Fran«;ois-M. Gagnon 

Notes 

1 Franz BOAS, Primitive Art, 
Dover, (1927), 1955, p. 108. 

2 Id., p. 216. 

FitzGerald as Printmaker: A 
catalogue raisonne of the first 
complete exhibition of the 
printed works 
Helen COY 
Winnipeg: The University of 
Manitoba Press, 1982 
116 pages, 119 ills., 
$15.50 (paper), $30.00 (cloth) 

FitzGerald as Printmaker is the latest 
publication on the work of noted Win­
nipeg artist and teacher Lionel Le­
Moine FitzGerald (1890-1956). It re­
cords the initial attempt to exhibit the 
complete body of prints done by this 
artist over a twenty-six year period, 
from 1922 to 1947. The exhibition was 
held in Gallery 111 of the University of 
Manitoba's School of Art. Helen Coy, 
former Curator of the FitzGerald Study 
Collection, co-ordinated the project 
and wrote most of the catalogue. 

Although FitzGerald is best known 
as a draughtsman and painter, he left 
behind an appreciable number of 
prints, especially drypoints and lino­
cuts. He began experimenting with 
drypoint at the Art Students' League in 
New York in 1922. Back in Winnipeg 
the following year, he took up linocut­
ting, completing the first known of his 
annual Christmas cards in the medium 
that year. Monoprinting, engraving, 
wood engraving, lithography and sten-



cil printing were additional techniques 
which he attempted. 

FitzGerald said to his students, 
"Consider technique as a means by 
which you say what you have to say, 
and not an end in itself. What you 
say is of the first importance; how you 
say it is always secondary."l His print­
making bears out this message. Never 
does technique draw attention to itself. 
The methods he employed were direct 
and simple, and always closely allied to 
drawing. They allowed him variations 
on those techniques used in his draw­
ings and paintings to search out form 
and depict light. It would appear that 
FitzGerald was not interested in explo­
ring the possibilities of printmaking, 
but sought a practical solution to the 
occasional need for multiple images of 
his work. 

FitzGernld as Prilltmaker is the second 
major exhibition catalogue out of Win­
nipeg on this artist in the past five 
years, succeeding the Winnipeg Art 
Gallery's 1978 Liollel LeMoille FitzGernld: 
The Developlllellt Ofall Artist. (See Journal 
of Calladiall Art History, V, 1, 1980, for a 
review of this publication.) Like its pre­
decessor, FitzGernld as Prilltmaker has 
considerable visual appeal and is im­
portant as a record of the artist's work. 
Unfortunately, and also like its prede­
cessor, unresolved textual problems all 
but negate its credibility as a serious 
piece of scholarship. 

Essentially, the catalogue is an up­
dating and reworking of a Master of 
Arts thesis, The Prints of L.L. FitzGerald, 
completed by this author at Carleton 
University in 1979. Later that year 
Hugh W. Morrison of Toronto, former 
son-in-law of the late artist, made ac­
cessible much previously withheld in­
formation when he placed his consid­
erable collection of FitzGerald prints, 
many unique in their documentation 
by the artist, on permanent loan with 
the FitzGerald Study Collection at the 
University of Manitoba. Helen Coy 
writes in her "Acknowledgements": 
"Mr. Morrison's splendid collection 
has ensured that the University has 
available the largest and most complete 
resource anywhere of FitzGerald's 
printed works.'" 

Coy introduces the catalogue in a 
commendable manner with" An Auto­
biography," part of a previously un­
published application which Fitz­
Gerald made for a Guggenheim Fel-
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lowship in 1941. She writes: "This 
interesting document. .. amounts to a 
biography of the artist to age fifty, in 
his own words." Not as successful is 
the entry which follows. "On LeMoine 
FitzGerald" is a sentimental piece, 
something which unfortunately seems 
obligatory for a FitzGerald publication. 
This particular one, written by Hugh 
Morrison, offers no fresh in sights into 
the man, and contains nothing which 
relates to FitzGerald as a printmaker. 
One might assume that, since Morri­
son owns such an important body of 
FitzGerald prints, he would have 
something to say about them. There 
is also a need for Morrison to verify his 
factual information. Describing his 
former father-in-law, he writes: 
"On his last visit to Toronto in 1941 to 
serve on an Art Jury .... " It is well­
documented, including Coy's own 
"Chronology," p. 110, that FitzGer­
aid's last visit to Toronto was twelve 
years later, in 1953, to judge that year's 
art show at the Canadian National 
Exhibition. 

The most troublesome portions of 
the catalogue are the next two entries, 
Coy's "FitzGerald's Printmaking Tech­
niques," and Arnold Saper's "Fitz­
Gerald's Methods. Coy outlines 
the School of Art's plan of action for 
conclusively categorizing the prints, 
many of which have suffered improper 
designations over the years. She de­
scribes the sequence of first consulting 
Professor Saper, senior printmaking 
instructor at the school, who in turn 
suggested that the plates in the Study 
Collection be inspected and photo­
graphed under high magnification. 
Next, the two plates held by the Agnes 
Etherington Art Centre of Kingston, 
Ontario (not Hamilton, as stated in 
the catalogue), were also borrowed 
for inspection and photography. Final­
ly, she continues, "The drypoint plate 
for Backlfards, Water Street, held at the 
Nationa"l Gallery of Canada, was exa­
mined there under high magnifica­
tion," giving credit in a footnote to this 
author's thesis. That this information is 
listed third in the sequence is not only 
misleading but erroneous. The inspec­
tion done at the National Gallery of 
Canada predated that ot the Universi­
ty of Manitoba by approximately two 
years. What the catalogue states as 
being proven at the University of Ma­
nitoba, namely that FitzGerald's inta-



glio prints are not etchings, but dry­
points and engravings, had already 
been proven conclusively at the Na­
tional Gallery and documented in the 
thesis. Saper states: "The FitzGerald 
Study Centre has obtained conclusive 
evidence that these prints are dry­
point .... " The conclusive evidence was 
already there. Apart from expanding 
upon this evidence, and publishing 
some excellent photographs of the 
magnified plates, that which the 
School of Art actually added to the 
existing scholarship on the subject 
was the fact that two of the plates are 
engravings rather than drypoints. 

In an attempt to clarify the issue, Coy 
sent a letter to this author some weeks 
after the catalogue was published, 
apologizing because she had sudden­
ly remembered having omitted, inad­
vertently, an entire paragraph on page 
seven describing this author's research 
into, and conclusions concerning, the 
etching versus drypoint debate. The 
information which that paragraph 
contained is absolutely essential, not 
only for the clarity of the catalogue en­
try, but also for an understanding of 
the evolution of scholarship pertaining 
to this issue. It is unfortunate that the 
publication is severely weakened by 
this oversight. 

Saper is to be commended for his 
concise and lucid explanations of the 
terms intaglio, engraving, etching and 
drypoint. However, his entry does 
not bear out its title, "FitzGerald's 
Methods." Etching was not one of 
FitzGerald's methods, and nowhere 
does Saper, in his detailed explanation 
of the process and his thoughts on 
FitzGerald as a printmaker, point out 
this fact. 

The strength of the publication lies in 
its catalogue section, which includes 
entries for 119 prints, all reproduced, 
most in actual scale. The catalogue will 
be a valued reference for this reason 
alone. At the time of publication it was 
thought that FitzGerald's complete 
output of prints had been represented, 
but Helen Coy, in correspondence wi th 
this writer, reveals that two additional 
works have since been reported to her. 
Even without reference to these recent 
findings, however, one must still ques­
tion Gallery 111 Director Dale Amund­
son's claim, in his "Foreword," that 
FitzGerald's "complete graphic work" 
is documented in the catalogue, as only 
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brief references are made to the artist's 
huge body of drawings. 

Coy chose four separate classifica­
tions for the prints: fine art, Christmas 
card relief prints, utility prints and mo­
noprints. Problems with this system in­
clude the facts that all of these works, 
except the utility prints, are arguably 
fine art prints, and that the Christmas 
greeting cards are not all relief. Several 
are intaglio, and one is a stencil print. 
The catalogue is not seriously impaired 
by this problem of semantics, however, 
as each work is not only thoroughly 
documented but reproduced and in­
dexed for reference purposes. 

In her major essay, entitled "FitzGe­
raid as Printmaker," Coy delves into 
the question of the importance to the 
artist both of his experiences at the Art 
Students' League and the words of ar­
tist/critic John Ruskin. These and other 
internationally significant factors in 
FitzGerald's development are dis­
cussed successfully in relation to the 
single greatest influence on the artist 
- his natural environment. Notice­
ably missing in the essay, however, 
is any concentrated attempt to place 
FitzGerald within a larger printmaking 
context. Coy suggests that his initial 
experimentation with drypoint in New 
York might relate to John Sloan, a 
printmaking instructor at the Art Stu­
dents' League. Sloan was an important 
rebel against the American emulation 
of nineteenth-century art, especially as 
promoted by the Brooklyn Society of 
Etchers. Coy points out that FitzGerald 
might have responded to Sloan's be­
liefs that "line is the most powerful 
device of drawing" and that "etching is 
a way of drawing - purely a drawing 
technique." Although not without po­
tential merit, this proposed connection 
between Sloan and FitzGerald' is ten­
uous. Sloan was not one of FitzGe­
raid's instructors, and there is no evi­
dence in diaries or correspondence to 
suggest that any relationship between 
the two existed. 

Within the Canadian context, Coy 
mentions that a group of printmakers 
was active in Winnipeg durin!?, the 
twenties and thirties. She cites H:'Eric 
Bergman and W.]. Phillips as the two 
most significant of these. That, how­
ever, is the extent of the exploration. 
Although it is unlikely that FitzGerald 
had any important contact with other 
Winnipeg printmakers, some analysis 



of the situation is necessary, if only to 
determine why he worked apart from 
these people. One might wonder if 
FitzGerald's apparent reluctance to ex­
plore the wood engraving medium to 
any appreciable extent was due to Phil­
lips' reputation as a master of that me­
dium. Also, FitzGerald's first principal 
at the Winnipeg School of Art, C. Keith 
Gebhardt, now living in Milwaukee, 
Wisconsin, is on record as stating that 
he and FitzGerald pulled drypoints to­
gether on the school press. 2 That parti­
cular printmaking relationship should 
have been explored, as well. Although 
Coy is correct in her view that serious 
printmaking did not hold the place in 
Canada in the first half of this century 
that it does now, the subject does merit 
more national coverage than it received 
in the essay. 

On the national level, a very impor­
tant comparison that could have been 
initiated and developed is one between 
FitzGerald and David B. Milne. Milne 
was pulling his famous colour dry­
points during the period when FitzGe­
raId was involved with the same me­
dium. Like Milne, FitzGerald restricted 
printmaking to a simple procedure, an 
extension of drawing, or, especially in 
Milne's case, painting. Neither artist 
showed an inclination to explore print­
making processes for the technical pos­
sibilities inherent in them, but each did 
explore the drypoint process to a con­
siderable degree for his own specific 
purpose. Each artist evolved a highly 
individualistic handling of drypoint 
(and in FitzGerald's case, lino cut as 
well), with the prints more strongly re­
flecting their larger concerns as artists 
more than any interest in the medium 
per se. Since Milne's extensive colour 
drypoint output has already been 
comprehensively catalogued in R.L. 
Tovell's 1980 Reflections in a Quiet Pool, 
comparative references to this publica­
tion could have added an interesting 
dimension to FitzGerald as Printmaker. 
Unfortunately, Milne is only briefly 
mentioned in the publication. 

Coy's essay on "The Christmas 
Greetings" describes in depth this as­
pect of FitzGerald's production. She 
advances the interesting idea that the 
artist used the annual card as a form of 
"modest self-promotion." A some­
what troubling aspect of this essay, 
however, is Coy's attempt to deal with 
the emotional content of FitzGerald's 
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work. At the end of paragraph two she 
describes how in these works "he re­
corded directly what he saw while not 
revealing what he felt." In the previous 
sentence, however, she had claimed: 
"The series ... confirms his delight in 
vision." Is not delight a feeling? Later 
in the essay, when discussing the use 
of light in the series, she states: "The 
feeling induced was more one of nos­
talgia for a hushed and silen t world... ." 
Is she not suggesting, in these in­
stances, that he did indeed reveal his 
feelings? 

An intriguing aspect of FitzGerald's 
printmaking is the posthumous re­
strikes made in 1972, sixteen years after 
the artist's death. These reprints were 
authorized by the artist's daughter, Pa­
tricia L.F. Morrison, who had in her 
possession a number of her father's 
plates and blocks. FitzGerald had 
never made any effort to indicate that 
the edition from a plate or block had 
been terminated. In "The Posthumous 
Restrikes" Coy analyzes the differ­
ences between the originals and the re­
strikes, giving expert guidance to any­
one seeking such information. 

The "Appendix" contains an inter­
esting section entitled "Notes by 
FitzGerald," in which pages of his ac­
tual notes and diagrams pertaining 
to printmaking are reproduced. Al­
though the "Chronology" is the most 
thorough on the artist to date, in view 
of the nature of the publication there 
is one serious omission. Since Coy 
deemed it important to note the 
National Gallery of Canada's first pur­
chase of a FitzGerald painting in 1918, 
she should have noted also its first 
and only purchase of a FitzGerald 
print. The National Gallery had pur­
chased a copy of the drypoint 
Backyards, Water Street in 1930. 

FitzGerald as Printmaker is a hand­
some catalogue. Coy's decision to re­
produce Backyards, Water Street in ac­
tual size on the cover was an excellent 
one, as the work is a classic in FitzGe­
raId's oeuvre. Despite the imperfections 
of the publication, the reader is left 
with a very strong concept of the artist 
as printmaker. FitzGerald as Printmaker 
is an important contribution to the 
growing body of scholarship on a 
major Canadian artist. 

Kevin Forrest 
Extension Educator 

Norman Mackenzie Art Gallery 
Regina, SasK. 



Notes: 

L.L.F. as quoted by Ferdinand ECK­
HARDT in "Introduction," Lionel LeMoine 
FitzGera/d/A Memorial Exhibition, (cata­
logue) Winnipeg Art Gallery, 1958, un­
paginated. 

2 c.K. GEBHARDT to K.A. FORREST, Cor­
respondence of October 2, 1978. 

Errata: VOLUME VI No. 2, 1983 

i) a la page 188, les lignes 7 a 11 de­
vaient se lire comme suit: 
p' travaux faits tant en voy?ge p' le 
retable que p' frais faits a I'Eglise ... 
250"". 
C'est donc bel et bien dans la pre­
miere eglise de pierre de Neuville, 
un edifice construit entre 1696 et 
1715, que fut installe l'ancien "re­
table" de la chapeUe du premier 
palais episcopal de Quebec". 

ii) a la page 192, les photographies 11 
et 12 ant ete interverties. 
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George Heriot 
POSTMASTER PAINTER OF 
THECANADAS 

Gerald Finley 

George Heriot (1759-1839), Scottish gentle­
man and adventurer, is best known as deputy 
postmaster general of British North America 
from 1800 to 1816 and as a watercolourist. 
He was also a writer (his Travels through the 
Canadas was published in 1807), a patriot, 
and a spy. A combination of biography and 
art history; this volume presents Heriot, the 
man and artist, his motives and ideals, and 
illuminates the texture of life in Canada during 
the early years of settlement. 93 illustrations. 
$37.50 

University of Toronto Press 
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