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J. Russell Harper
1914-1983

The Publishers and Editors of The Journal of Canadian Art History, with
sorrow, note the passing of J. Russell Harper on November 17th, 1983. His
loss will be felt keenly by all those individuals involved in the research,
teaching, exhibition and publication of Canadian art history; also by his
colleagues and former students fortunate enough to have known him
personally and to have worked with him, and who shared his interest in, and
passion for, the field.

Russell Harper will be remembered as a completely dedicated and
thorough scholar who stressed, through his own example, the vital need to
establish a clear and reliable base upon which to build the study of Canadian
art history. Although, as the Chronological Bibliography that follows would
indicate, Harper’s interests could span many areas in the field, both in the
geographical and historical sense, his own special interest lay in the
topographical and narrative traditions of the early and mid-nineteenth
century.

Harper pursued his career in many locations in central and eastern Canada
and we should recall his special interest in local history wherever he found
himself. It is not surprising, therefore, that his approach to art history was a
societal one, beginning almost literally from the grassroots level. A clear
reflection of his interest in Canadian art as a product of the special concerns
of its people was the exhibition of 1973, and the publication of 1974, A
People’s Art: Primitive, Naive, Provincial and Folk Painting in Canada.
Harper’s colleagues will recall his struggles, in the year preceding the
exhibition, to sort out the thorny problem of defining the ‘‘Primitive,’’ the
‘‘Naive’’ and the ‘‘Folk’’ aspects for his publication. The selection of pieces
for the exhibition was a far easier task for Harper, given his reliable eye; the
only difficulty he encountered here was the need to restrict the number of
items to accommodate the exhibition. His choices, here, as in other
situations, were based as much upon his recognition of the unique qualities of
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the individual artists as upon purely aesthetic judgment. Former students of
Harper’s will recall the stress that he laid upon giving due place to the artist
as an individual, in addition to seeing interconnections and influences in
Canadian art.

In all his publications Harper combined his flair for archival research, his
intellect and eye, with a lucid and accessible style of prose that serves to
bring pleasure as well as knowledge to his readers. He reached out, in fact,
beyond the still comparatively narrow field of scholarship in Canadian art
history, to find a wider public, through his writing and through the
exhibitions for which he was responsible. In his role as a teacher he
succeeded in conveying to his students the fact that the art of Canada was a
subject worthy of serious study and as much possessed of interest and
fascination as that of the traditional fields of art historical research. Harper
was notoriously unselfish, both of his time and breadth of knowledge, in his
lectures and seminars with undergraduate and graduate students alike at
Concordia University. In this respect he demonstrated the necessity for
sharing information and for open discussion of problems encountered in the
field, and he established himself as a model in this, to be followed by a new
generation of art historians.

Russell Harper’s own contribution represents a paradigm of these
concerns and, as a consequence, it will continue to serve both as a foundation
and an inspiration upon which to continue the building of Canadian art
history. Key texts such as Painting in Canada: A History and the dictionary
entitled Early Painters and Engravers will stand for many years as
invaluable and essential reference works and as the standard against which
future scholarship in the field will be measured.

The Publishers, Editors and Harper’s colleagues on the Advisory Board
of The Journal wish to extend their deepest sympathies to his widow and his
family.

Les éditeurs et rédacteurs des Annales d’histoire de l’art canadien sont
affligés par le déces de J. Russell Harper survenu le 17 novembre 1983. Sa
perte se fera durement sentir auprés de tous ceux et de toutes celles qui
travaillent dans la recherche, 1’enseignement, 1’organisation d’expositions et
I’édition de T’histoire de 1’art canadien ainsi qu’auprés des colleégues et
anciens éléves qui ont eu la chance de le connaitre personnellement et de
travailler avec lui, et qui partageaient son enthousiasme et sa passion pour ce
domaine.
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On se souviendra de Russell Harper comme d’un professionnel
entierement dévoué qui a souligné, par son exemple, le besoin essentiel
d’établir clairement de solides fondations sur lesquelles batir 1’étude de
I’histoire de I’art canadien. Bien que, comme la bibliographie chronologique
qui suit tendrait a le montrer, Harper s’intéressit a plusieurs aspects de
I’histoire de I’art canadien, tant sur le plan géographique que chronologique,
il cultiva une préférence pour les traditions topographiques et narratives du
début et du milieu de dix-neuvieme siecle.

Harper poursuivit sa carriere en différents endroits a 1’est et au centre du
Canada et il est bon de rappeler a quel point il s’intéressait a I’histoire locale
ol qu’il se trouvat. Il n’est donc pas surprenant que sa démarche en histoire
de I’art se developpa dans une perspective sociale. Il remontait toujours aux
sources. Son exposition de 1973 et la publication en 1974 de A People’s Art:
Primitive, Naive, Provincial and Folk Painting in Canada ont clairement
reflété 1’intérét qu’il porta a 1’art canadien en tant que produit des besoins
spécifiques d’une communauté. Les collegues de Harper se souviendront de
ses efforts acharnés, durant I’année qui précéda 1’exposition, pour résoudre le
probléme épineux de la définition des termes ‘‘primitif’’, naif’’ et
‘‘populaire”” dans le cadre de son ouvrage. Etant donné la sireté de son
jugement, c’est avec beaucoup plus de facilité qu’il sélectionna les pieces a
exposer. Sa seule difficulté fut d’en restreindre le nombre en fonction de
I’exposition. La, tout comme dans d’autres situations, il se basa autant sur
son appréciation des qualités uniques de chaque artiste que sur un jugement
purement esthétique. Les anciens éleves de Harper se rappelleront qu’il
insistait toujours pour que I’artiste soit reconnu en tant qu’individu en plus
d’étre placé dans le contexte de 1’art canadien.

Dans toutes ses publications Harper alliait sa perspicacité pour le travail
de recherche d’archiviste, son intelligence et son oeil critique a un style
lucide et & la portée de ses lecteurs qui en retirent plaisir et connaissances. Il
s’efforca d’ailleurs de ne pas se limiter au domaine encore relativement
restreint de la recherche en histoire de ’art et de toucher un plus vaste public
grace a ses écrits et aux expositions dont il fut responsable. En tant que
professeur, il réussit 2 communiquer & ses étudiants le fait que 1’art canadien
était un sujet digne d’études sérieuses et tout aussi intéressant et fascinant que
les domaines traditionnels de la recherche en histoire de 1’art. Harper était
bien connu pour sa disponibilité et sa générosité a partager ses vastes
connaissances avec tous ses étudiants dans ses cours et séminaires 2
Puniversité Concordia. A cet égard il t¢émoigna du besoin de partager ses
connaissances et de discuter ouvertement des problémes rencontrés et il
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restera un exemple a suivre pour une nouvelle génération d’historiens de
Vart.

La contribution de Russell Harper représente un paradigme de ces
considérations et, par conséquent, elle continuera de servir de base et
d’inspiration a 1’épanouissement de ’histoire de I’art canadien. Des textes
fondamentaux tels que La Peinture au Canada, des origines a nos jours et le
dictionnaire intitulé Early Painters and Engravers in Canada demeureront
des ouvrages de référence inestimables et indispensables et serviront de point
de repere pour les recherches futures.

Les éditeurs, rédacteurs et collegues de Harper, membres du Comité
consultatif des Annales/The Journal offrent leurs sinceres condoléances a sa
veuve et a sa famille.

1914  Born, April 15, Caledonia, Ontario
1926-31 Caledonia High School

1931-32  Hamilton Normal School, 1st class teacher’s certificate,
Elementary art teacher’s certificate

1932-33  Teacher, primary school level, Haldimand County

1933-35 McMaster University, part-time student
Secretary to R.S. Colter K.C. in law office, Cayaga, Ontario
and after his appointment as Chairman of Ontario

1937-41  Municipal Board with R.S. Colter as secretary and court
stenographer to the Board, Toronto

1938-40  Ontario College of Art
1941-45 Royal Canadian Air Force

1946  Victoria College, University of Toronto, B.A.;
Art and Archaeology

1948  University of Toronto, Graduate School, M.A.;
Art and Archaeology
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1947-51
1951-55

1956

1957-59

1959

1959-63

1965-68

1965-79

1974-83

1976

1956-57
1957-58

1960
1972
1974

1982

Various archaeological excavations in southern Ontario

Curator of Ganong Collection and doing archaeological
excavations
New Brunswick Museum, Saint John

Research in Paris
Assistant to Lord Beaverbrook in London and Fredericton

Archaeologist, preparing report on potential for restoration of

Louisbourg Fortress, Department of Indian and Northern
Affairs

Curator of Canadian Art
National Gallery of Canada/Galerie nationale du Canada

Chief Curator
McCord Museum, McGill University

Professor of Art History
Concordia University, Montreal

Advisory Board, Joumal of Canadian Art History/Annales
d’histoire de I’art canadien

Special Report on Folk Art in Canada
Secretary of State Department, Ottawa

Academic Awards and Distinctions:
Royal Society of Canada Fellowship, for research in France

Social Science Research Council Grant, for research in Rome
and Great Britain

Humanities Research Council of Canada, publication grant
Doctor of Letters, University of Guelph

Fellow of Royal Society of Canada, elected 1974
Officer of the Order of Canada, investiture 1974

Doctor of Fine Arts, Nova Scotia College of Art and Design
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1950

1951

1952

1954

J. Russell Harper, o.c., b.Litt., D.F.A., F.R.S.C.

A Chronological Bibliography*

The Early History of Haldimand County.

Caledonia, Ont., The Grand River Sachem, 1950.

(A collection of articles published during 1950 in the Caledonia weekly
newspaper, The Grand River Sachem.)

‘“A Madonna and Child from a Salamancan Tomb,”’
Bulletin of the Royal Ontario Museum of Archaeology, 17,
Sept. 1951, pp. 1-5.

*“A Sketch-book of Cornelius Krieghoff,”’

Canadian Art, 19, Summer, 1952, pp. 163-64.

““The Webb Site, A Stage in Early Iroquoian Development,’’ Pennsylvania
Archaeologist (Society for Pennsylvania Archaeology), 22, Jul. 1952, pp.
49-64.

The West Coast Speaks. 1952.

(A limited edition of linocuts executed by J.R.H.)

Books of the Middle Ages.

Toronto, Royal Ontario Museum of Archaeology, 1954.

“‘Forwarder Stamps on Letters of a New Brunswick Shipping Firm
1822-1844,”

B.N.A. Topics (British North American Philatelic Society), Nov. 1954, pp.
328-33.

MacBeath, George, ed. Champlain and the Saint John, 1604-1954,
‘Ouigoudi; The Indian Village at the Mouth of the Saint John: 1604-1616.>”
Saint John, New Brunswick Historical Society, 1954, pp. 26-29.

““Old New Brunswick Almanacks,”’

Maritime Advocate and Busy FEast, 44, Apr. 1954, pp. 5-10.

““The Theatre in Saint John, 1789-1817,”’
Dalhousie Review, 34, Autumn, 1954, pp. 260-69.

* J. Russell Harper did not always sign his own writings (such as his short book reviews in Choice), and some of his
texts in catalogues and in books edited by others are not noted under his name in indices, data bases. and library shelf-
list catalogues; (short, miscellaneous book reviews in Quill and Quire, for instance, are not listed). The following
bibliography should therefore be considered as a thorough, but not necessarily exhaustive, study. We weicome
additional information from our readers.
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1955

1956

1957

1959

1960

‘‘Bath-Taking Difficulties in Saint John Over a Hundred Years Ago,”’
Maritime Advocate and Busy East, 46, Dec. 1955, pp. 13-18.

Canadian Paintings in Hart House.
Toronto, Art Committee of Hart House, Univ. of Toronto, 1955.

“‘Christopher Sower, King’s Printer and Loyalist,””
New Brunswick Historical Society Collections, 14, 1955, pp. 67-109.

‘‘Daguerreotypists and Portrait Takers in Saint John,”’
Dalhousie Review, 36, Autumn, 1955, pp. 259-70.

*‘The Loyalist Gardens,”’

Maritime Advocate and Busy East, 45, Feb. 1955, pp. 5-10.

“‘A New Brunswick Congregation, 1763-1774,”

The Bulletin, (Toronto, United Church Publishing House), 8, 1955, pp.
29-33.

“‘New Brunswick’s First School Book,”’

The Educational Review, (Saint John), 69, Mar.-Apr. 1955, pp. 24-25.
Portland Point, Crossroads of New Brunswick History; Preliminary Report
of the 1955 Excavation.

Saint John, New Brunswick Museum, Publication of the New Brunswick
Museum. Historical Studies, 9, 1956.

*‘Four Thousand Years of History; The Story of Archaeological Excavation
at Portland Point, Saint John, New Brunswick,”’
Atlantic Advocate, 47, Mar. 1957, pp. 31-35.

““Micmac Armbands,’’

Pennsylvania Archaeologist (Society for Pennsylvania Archaeology), 27,
Dec. 1957, pp. 135-36.

““Snowmen, Tinsel and Tanbark,”’

Atlantic Advocate, 48, Nov. 1957, pp. 49, 51, 53, 55, 57.
‘‘Stephen Humbert,”’

Encyclopedia Canadiana, 5, 1957.

“Two 17th Century Micmac ‘Copper Kettle’ Burials,”’
Anthropologica, 4 (Series I), 1957, pp. 11-36.

Bird, William Richard, ed. Atlantic Anthology,

*‘Four Thousand Years of History.”’

Toronto, McLelland and Stewart, 1961, pp. 48-53.
Harper Report — The Fortress of Louisbourg 2 vols.
Historic Sites Division, National Parks Branch.
Multilith Publication, 1959.

Univ. of New Brunswick, Art Centre, Fredericton.

An Exhibition of Paintings by J. Russell Harper. 1959.
‘“‘Canadian Art in the National Gallery,”’

CLA Bulletin, 16, May 1960, pp. 276-81.

““In Quest of Lord Baltimore’s House at Ferryland,”’
Canadian Geographical Journal, Sept. 1960, pp. 106-13.
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1961

1962

1963

Unsigned Canadian biographies in McGraw-Hill Dictionary of Art, 1961.

‘‘American Colonial Portraiture in the Canadian Scene,”’
Dalhousie Review, 41, Autumn, 1961, pp. 347-53.

Historical Directory of New Brunswick Newspapers and Periodicals.
Fredericton, New Brunswick, Univ. of New Brunswick, 1961.

Musée d’art modeme de la ville de Paris.
Deuxiéme biennale de Paris, ‘‘Introduction.”” 1961, p. 24.

Museu de Arte Moderna, Sao Paulo, Brazil.
Bienal de Sao Paulo; catalogo gerel. 1961, pp. 149-50.

‘‘St.Martin’s Men Build a Ship in 1814,”
American Neptune, 21, Oct. 1961, pp. 279-91.

Art Gallery of Greater Victoria, Victoria.
Selections from Fifteen Years of Painting on Vancouver Island by Margaret
Peterson. 1962.

National Gallery of Canada/Galerie nationale du Canada, Ottawa.
Canadian Outdoor Sculpture Exhibition [1st]. Exposition en plein air de
sculpture canadienne [1}. 1962,

Contemporary Canadian Painting.
Ottawa, National Gallery of Canada, 1962.

Everyman’s Canada: Paintings and Drawings from the McCord Museum of
McGill University.
Ottawa, Queen’s Printer, 1962.

Une imagerie canadienne: peintures et dessins du Musée McCord de
[’Université McGill.

Ottawa, Imprimeur de la reine, 1962. (French translation of Everyman’s
Canada.)

Jean-Paul Riopelle: painting and sculpture, peinture et sculpture.
Ottawa, National Gallery of Canada/Galerie nationale du Canada, 1962.

““Three Centuries of Canadian Painting,”’
Canadian Art, 19, Nov.-Dec. 1962, pp. 405-52.

““Tour d’horizon de la peinture canadienne,”’
Vie des Arts, 26, printemps, 1962, pp. 28-37.

XXI International Biennial of Art, Venice. ‘‘Jean-Paul Riopelle Paintings
and Sculpture,”” 1962.
(‘‘Jean-Paul Riopelle,”’ in the trilingual edition of the exhibition booklet.)

Review of Ancient Glass by Frederic Neuburg.
Canadian Art, 20, Jul.-Aug. 1963, p. 247.

National Gallery of Canada/Galerie nationale du Canada, Ottawa.

Sth Biennial Exhibition of Canadian Painting. 5e exposition biennale de la
peinture canadienne, introductory essay: ‘‘The Contemporary Canadian
Scene. La Scene canadienne a notre époque.’’ Ottawa, 1963, pp. 3-9.

National Gallery of Canada/Galerie nationale du Canada, Ottawa.
Homer Watson, R.C.A. 1855-1936; Paintings and Drawings/Peintures et
dessins. 1963.
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1964

1965

1966

1967

National Gallery of Canada/Galerie nationale du Canada, Ottawa.
O Canada em Sao Paulo 1963. Canada at Sao Paulo 1963. Le Canada a Sao
Paulo 1963. 1963.

“‘Ontario Painters 1846-1869: A Study of Art at the Upper Canada
Provincial Exhibitions,”’
National Gallery of Canada Bulletin, 1, May 1963, pp. 16-31.

‘‘Pegi Nichol MacLeod: A Maritime Artist,”’
Dalhousie Review, 43, Spring, 1963, pp. 40-50.

“‘Riopelle’s Stylistic Phases,””
Canadian Art, 20, Mar.-Apr. 1963, p. 113.

A Century of Colonial Painting: The Seven Years War to Confederation; an
Exhibition Organized for the Inauguration of the Fathers of Confederation
Building, Charlottetown, P.E.1. Un Siécle de peinture: 1'époque coloniale
de la guerre de Sept Ans a la Confédération.

Ottawa, Queen’s Printer/Imprimeur de la reine, 1964.

National Gallery of Canada/Galerie nationale du Canada, Ottawa; Musée du
Québec, Québec.

Treasures from Quebec: An Exhibition of Paintings Assembled from Quebec
and its Environs. Trésors de Québec: exposition de peintures provenant de
Québec et des environs. 1965.

Beaverbrook Art Gallery/Galerie d’art Beaverbrook, Fredericton.

Jack Humphrey. A retrospective exhibition (circulated by the National
Gallery of Canada/voyageant sous les auspices de la Galerie nationale du
Canada). 1966.

Painting in Canada: A History.
Toronto, Univ. of Toronto Press, 1966. Reprint, 1969. Rev. ed., 1977.

La peinture au Canada des origines a nos jours.
Québec, Les Presses de 1I’Université Laval, 1966. (French translation of
Painting in Canada.)

*‘Canada Exposed: The Look of the Young Nation; Excerpts from Portrait
of a Period: A Collection of Notman Photographs,”’

American Heritage, 18, June 1967, pp. 13-25.

‘‘La galerie de portraits de la famille Hertel de Rouville,”’

Vie des Arts, 47, été, 1967, pp. 16-21, 50; English summary, p. 61.

and Duval, Paul. Ken Danby.

Toronto, Gallery Moos, 1967.

*‘Landscape Painting in Upper Canada,’’ Profiles of a Province — Studies in
the History of Ontario.
Toronto, Ontario Historical Society, 1967, pp. 215-24.

““A Note on Notman,”’

McGill News, 48, May 1967, pp. 13-20.

*‘Painting in Canada, 1604-1867,"

Antiques, 92, Jul. 1967, pp. 66-71.

and Triggs, Stanley, eds. Portrait of a Period; A Collection of Notman
Photographs, 1856-1915.

Montréal, McGill Univ. Press, 1967.
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1968

1969

1970

1971

1972

““The Proud Years of Farming,”’
Canadian Antiques Collector, 2, Dec. 1967, pp. 10-12.

““Three Hundred Years of Canadian Art,”’
Burlington Magazine, 109, Aug. 1967, pp. 461-65.

“William G.R. Hind, Retrospective,”’
artscanada, 24, Jan. 1967, pp. 8-9.

Willistead Art Gallery of Windsor, Windsor.
William G.R. Hind (1833-1889), a Confederation Painter in Canada. 1967.

and Brunet, Michel, eds. Québec 1800. W.H. Bartlett. Un essai de gravures
romantiques sur le pays du Québec au XIX siécle. A 19th Century Romantic
Sketch of Quebec.

Montréal, Editions de I’Homme, 1968.

and Spence, Michael W. ‘‘The Cameron’s Point Site,”’
Art and Archaeology Occasional Paper, 12, Toronto, Royal Ontario
Museum, 1968.

Sir George Williams University Art Galleries, Montréal.
Carl Schaefer; Retrospective Exhibition, Paintings from 1926 to 1969.
1969.

Early Painters and Engravers in Canada.
Toronto, Univ. of Toronto Press, 1970.

Amon Carter Museum of Western Art, Fort Worth, Texas and National
Gallery of Canada/Galerie nationale du Canada, Ottawa.
Paul Kane, 1810-1871. Information Canada, 1971.

‘“Antiques Book Review; Paul Kane’s Frontier: Sketches Among the Indians
of North America, 1845-1848,”
Antiques, 99, Mar. 1971, pp. 391-98.

““The Games Indians Played,”’
M, 3, June 1971, pp. 12-14.

‘‘Paul Kane,”’
Vie des Arts, 65, hiver, 1971-72, pp. 16-19; English text pp. 90-91.

Sir George Williams University Art Galleries, Montréal.
Fritz Brandtner, 1896-1969: A Retrospective Exhibition. 1971.

Paul Kane’s Frontier, Including Wanderings of an Artist Among the Indians
of North America.

Edited with a biographical introduction and a catalogue raisonné. Toronto,
Univ. of Toronto Press for Amon Carter Museum, Fort Worth and the
National Gallery of Canada, 1971.

“‘William Hind and the Overlanders,”’
Beaver, 302, Winter, 1971, pp. 4-15.

““Paul Kane,”
Dictionary of Canadian Biography, 10, 1972,
(French translation in Dictionnaire biographique du Canada, 10, 1972.)

“‘Paul Kane — Pioneer Painter,”’
Canadian Antiques Collector, 7, Mar.-Apr. 1972, pp. 12-14.
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1973

1974

1976

1977

1979

“‘Robert Stuart Duncanson,’’

Dictionary of Canadian Biography, 10, 1972.

(French translation in Dictionnaire biographique du Canada, 10, 1972.)
and Andre, John. ‘‘William Bent Berczy,”’

Dictionary of Canadian Biography, 10, 1972.

(French translation in Dictionnaire biographique du Canada, 10, 1972.)

“‘Folk Sculpture of Rural Quebec: The Nettie Sharpe Collection,””
Antiques, 103, Apr. 1973, pp. 724-33.

National Gallery of Canada/Galerie nationale du Canada, Ottawa.
People’s Art: Naive Art in Canada. L’art populaire: ['art naif au Canada.
1973.

‘‘European Tradition and Pioneer Vernacular: Early Canadian Painting
Contrasts,”’
Canadian Antiques Collector, 9, Jan.-Feb. 1974, pp. 70-73.

“‘Folk Sculpture of Rural Quebec: The Nettie Sharpe Collection,”’
Ontario Showcase, 9, Apr. 1974, pp. 25-49.

A People’s Art; Primitive, Naive, Provincial, and Folk Painting in Canada.
Toronto, Univ. of Toronto Press, 1974.

““Robert Clow Todd,”’

Dictionary of Canadian Biography, 9, 1976.

(French translation in Dictionnaire biographique du Canada, 9, 1976.)
William G.R. Hind (1833-1889). Canadian Artists Series, 2,

Ottawa, National Gallery of Canada, 1976.

William G.R. Hind (1833-1889). Collection: artistes canadiens, 2,
Ottawa. Galerie nationale du Canada, 1976.

¢ Archibald Browne R.C.A.,”’

Glengarry Life, 1, 1977, pp. 8-10.

Cornelius Krieghoff: The Habitant Farm/La ferme. (Masterpieces in the
National Gallery of Canada, no. 9/ Chefs-d’oeuvre de la galerie nationale
du Canada, no. 9.)

Ottawa, National Gallery of Canada/Galerie nationale du Canada, 1977.

Sir George Williams Art Galleries, Concordia Univ., Montréal.

Edwy Cooke Aquarelles: 1942-1977, introductory essay: ‘‘Toronto Painting
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St.Paul’s, Halifax, Nova Scotia,
and

St.Peter’s, Vere Street, London, England

—

fig.! St.Paul’s Church, Halifax, extenior, view from north, 1970.
(Photo: R.E. Memick. by permission of Nova Scotia Museum, Halifax.)

The Anglican church of St.Paul’s is, in parts, the oldest building still
standing in Halifax (fig.1). It was founded in the same year as the city, 1749,
and is often identified as the oldest Protestant church building in Canada.’
Located at the south end of the parade grounds of the then newly laid out
city, St.Paul’s still occupies a conspicuous position in downtown Halifax. It
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now faces the Victorian structure of the City Hall, across the formal flower
beds of the Grand Parade, and still manages to assert a strong presence
among the banal and brutal buildings of the twentieth century that surround
and tower over it. Because of its position in the chronological and spatial
framework of the city, it has continued to be the object of affection and
interest.

However, the architectural fabric of the church has received little serious
study. An indication of this is the fact that locally, the design of the building
has often been vaguely associated with the work of Sir Christopher Wren
(1632-1723) and, in a somewhat more specific manner, with that of the
architect James Gibbs (1682-1754), one of the most influential architects to
succeed Wren in eighteenth-century England. This is the aspect of the history
of St.Paul’s that I would like to examine briefly in this paper: is the design of
St.Paul’s to be properly associated with the work of either architect —
directly or indirectly — and, if so, to which buildings in their oeuvres is
St.Paul’s most closely related? The attempt to answer these two specific
questions will involve surveying the building history of St.Paul’s in order to
establish its appearance at the time it was built; detailed comparisons with
those buildings that appear to be related to it will then be made. The latter
process seems particularly necessary, as so many church buildings of the late
seventeenth and eighteenth centuries belong to the same general type. The
formal differences or similarities can be best understood and appreciated on
the level of architectural ‘‘detail’’: the nature of the mural articulation, the
character of the door and window surrounds, the specifics of the Order used
and the types of vaulting imitated for the ceilings.

The Exterior

At the time that Halifax was initially planned, provision was made in the
plans for the inclusion of a church for the established religion, that of the
Church of England. The site finally chosen was a conspicuous one, at the
south end of the parade grounds, directly under the position of the Citadel,
and between it and the harbour below. Perhaps because of the strong slope,
the building was placed with its long axis north-south; as a result, its main
entrance was at the north, and the chancel was at the south, instead of west
and east, respectively. The church that was to be St.Paul’s was one of the
first permanent structures erected in the fledgling town.?

St.Paul’s, as it now stands (figs.1,2), has been significantly altered from
the form in which it was first constructed in 1750, but much of the original
structure still exists. Fortunately, its exterior appearance in the eighteenth
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fig.2 St.Paul’s Church, exterior, view from south, 1983, (Photo: the author.)

century is recorded in the views of Halifax prepared by Richard Short, purser
on the Prince of Orange, which was in Halifax in May of 1759 with the
British Fleet, on its way to the siege of Québec. Engravings, based on
paintings after Short’s drawings, were later published in London in 1764 and
again in 1777."

The most important of Short's views for our purpose is The Church of
St.Paul and the Parade at Halifax, Nova Scotia (fig.3)." It depicts the newly
built church — then only nine years old — from the south, so that the
liturgical “*east’’ and the actual east wall are shown. From this view it can be
seen that the original St.Paul’s was a box-like building with two rows of
seven windows down each side (implying the existence of interior galleries);
the lower ones were shorter than the upper and both rows had arched heads
and alternating quoins. The south end was dominated by a large Venetian
window which apppears to have been of the Tuscan order, with an
emphasized keystone in the centre arch. Below the levels of the sill of this
window, on east and west sides, were rectangular doors, with bracketed
lintels, approached by flights of four or five steps. Above each door, and to
either side of the Venetian window and on the level of the upper side
windows, was a single window similar to the latter. The basic box was
further articulated, vertically and horizontally, by a plain double belt course
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after R. Short), 35 cm. x 49.5 cm., detail. Coll.: St.Paul’s Church, Halifax. (Photo: P. Toman.)

that ran around the base of the building: alternating quoins that emphasized
the comers, and brackets, which were placed under the eaves and which
outlined the gable in pediment-like fashion. Finally, a round window was
centered in the gable.

On the north or entrance facade, that faced toward the Parade, only the
tower can be seen in Short’s engraving. It sat on the roof and, as its first
element, had a square base with an oculus set in a square surround on each
face, and bracketed eaves. Its two upper stages were both octagonal;
openings with semi-circular arches were found on each face. The
intermediate roof between the stages had a slight curve and the capping roof
was given the exuberant form of an ogee-curve and, consequently, the
appearance of a small cupola rather than a steeple.

Unfortunately, there is not a comparable view among Short’s drawings of
Halifax that shows the church from the north and which would, therefore,
give a precise record of the main facade. St.Paul’s does appear in another
view by Short, The Governor’s House and St. Mather’s Meeting House in
Hollis Street ...;° but it is distantly seen from the northeast, and lower
buildings in the city block the view of the north fagade. Only part of the gable
with an oculus, and a window on the upper east corner, are visible; these are,
however, features that are similar to those at the south end.
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The entrance fagade is clearly shown in a later watercolour, National
School of Halifax, Nova Scotia, executed ca.l1819 by Joseph Partridge
(1797-7) (fig.4).” This view, however, was made after the first significant
alterations to the original structure had been completed. In 1812, the church
had been extended the equivalent of one bay by the addition of a vestibule
extending the full width of the church, and including new sets of stairs giving
access to the gallery. This extension involved the dismantling of the tower
and its rebuilding over the vestibule. This form apparently duplicates the
original” as seen in Short's views (figs.1,3).

fig.4 ). Partridge, National School at Halifax, Nova Scotia, ca. 1819, watercolour,
274 em. x 39.1 em. Coll.: PANS. (Photo: courtesy PANS.)

The design of the north fagade as rebuilt in 1812 is quite similar to the
south one of 1750. The major difference, of course, is the presence of a
central portal. It is placed under a small pedimented porch supported by
columns and with pilaster responds. The porch is flanked by windows similar
to those of the lower tier of the side elevation. In addition, there is a Venetian
window, rather smaller than the south one, above the main door.

Early views of the entrance fagade occur in the works of two other artists
who worked in Halifax. Although less detailed than Partridge’s view, they
confirm its accuracy. A sepia wash sketch by J.E. Woolford (1778-1866), of
1818," shows similar features, as does a watercolour by William Eagar (ca.
1796-1839), which was probably executed in the 1830's.” However, a
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projecting porch such as that appearing in the early nineteenth-century works
is not shown in the very distant glimpse of the church included in another of
the engravings after Short, The Town and Harbour of Halifax in Nova Scotia
as they appear from the opposite shore called Dartmouth."” While the entire
facade is visible, and the view of it is unobstructed by other buildings, no
details are included, even though the scale of the original engraving would
have allowed at least the general depiction of a porch. '

Despite the fact that a porch is not shown in Short’s rendering, there is
some non-visual evidence that suggests that a small porch over the main
portal on the north probably formed part of the initial design. In 1783 the
Vestry Minutes for June 30 recorded expenditures for the erection of four
new columns and the repair of mouldings." The wording of the entry is
explicit, and is concerned with the repair of an existing feature rather than the
construction of a new one.” Nevertheless, even if a projecting porch is
accepted as part of the original church, a problem about its form remains.
The 1783 entry refers to four columns while the early nineteenth century
views all indicate only a single column at each outer angle of the porch. That
Partridge’s view, and the less detailed ones of Woolford and Eagar, are
correct in this respect is confirmed by the earliest daguerreotype of the
church, taken in 1853 by David J. Smith." It shows that the open porch had
only two columns, one at each angle. It would then appear most probable that
when the porch was rebuilt at the time of the construction of the vestibule,
the number of columns was reduced from four to two.

Later alterations in the nineteenth century were more extensive; they
were also more obvious and somewhat better documented. They affected
parts of the church well recorded in Short’s major view of St.Paul’s. Most
conspicuously, double-decker aisles were added in a Romanesquoid style
during 1868-69 and, a few years later, in 1872, a flat-ended projecting
chancel was constructed (fig.2)." Consequently, all the side windows shown
in Short’s elevation have disappeared, as well as the original form of the
“‘east’” end. The major feature of the old south elevation is perpetuated by
the new, round-headed and very large window in the opulent Corinthian
order, and with three lights of quasi-Gothic tracery. Thus today, of the
exterior as first built, nothing remains. But the drawings by Short and
the watercolour by Partridge allow a reasonably precise reconstruction
of the exterior, making it possible to compare St.Paul’s in this respect with
the works of Gibbs and Wren.

The search for parallels for the first design of St.Paul’s is not a difficult
one. In his 1949 book on the history of the church, R.V. Harris drew
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attention to letters written by the Rev. William Tutty, Anglican minister of
the newly founded city, and the Hon. (Col.) Edward Cornwallis, Governor
of Halifax.” These letters state unequivocally that the frame of the church
was being constructed in Boston during the winter of 1749-50." Both writers
also referred to the fact that the church framing was based on a specific
model: **... it is exactly the model of Mary’bone Chapel,”" (Tutty to the
Venerable Society for the Propagation of the Gospel in Foreign Parts,
17 March 1750) and **... the plan is the same with that of Marybone,™
(Cornwallis to the Lords of Trade and Plantations, 19 March 1750). Harris
pointed out that the Marybone Chapel referred to by both was not the famous
London parish church which stood on the High Street, St.Marylebone,
between Marylebone Road and Devonshire Street, but rather the church now
known as St.Peter's, Vere Street, located between Henrietta Place and
Oxford Street in London."”

i |“"i“‘i"i""\f"§'ﬂ'

fig.5 James Gibbs.St.Peter’s, Vere Street, London, 1721-24, exterior, view from northwest
(Photo: courtesy Courtauld Institute of Ant, London.)

St.Peter’'s, Vere Street (fig.5) was built by James Gibbs in 1721-24. It
was originally the chapel of the estate, newly laid out on the old Marylebone
Fields, centering around Cavendish Square. From an early date it was known
as Oxford Chapel after the most important owner of the estate, Edward
Harley, Earl of Oxford and Mortimer, and husband of Henrietta, daughter of
John Holles, Duke of Newcastle, who had purchased the Fields in 1708." At
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first, however, the chapel was known as Marybone Chapel.” On the basis of
this identification of Marybone Chapel as St.Peter’s, Harris accepted James
Gibbs as ‘‘indirectly [the architect] of St.Paul’s Halifax.’’ He quoted several
Haligonians regarding the close resemblance between St.Paul’s and
St.Peter’s. For example, Dr. Hill, in his history of St.Paul’s, wrote, ‘It
cannot be doubted that St.Paul’s church, as it was until 1812, was identical in
architecture and size and even in the most minute particulars, such as the size
of the panes of glass, with St.Peter’s, Vere Street, Oxford St., London.”
A Mr. John Y. Payzant wrote in 1903, ‘‘Strange to say, the church
itself [St.Peter’s] looks just as St.Paul’s used to look before
the wings were added.”” Harris added that ‘‘many others have noted the
resemblance of the two buildings,’’” but he did not examine the particulars of
this resemblance in his history of the church. Writing of St.Paul’s in 1962,
Alan Gowans commented:
Traditionally it is supposed to have been modeled on a London
church (Marylebone Chapel, or St.Peter’s, Vere Street, are
usually suggested), but since all records indicate that the frame
of the church was shipped over from Boston, the design
probably came from there too, and like so much church
architecture of the period in New England, derived from James
Gibbs’ A Book of Architecture.”

Harris and Gowans, two of the major authorities on St.Paul’s to appear in
print, thus connect the church with James Gibbs, one through the model of a
specific building, the other through the medium of printed representation,
suggesting two slightly different routes, one direct from London, the other
from London via Boston.

Gibbs’ St.Peter’s, Vere Street still exists and, although made of brick, its
exterior (figs.5,6) even today bears a close resemblance to St.Paul’s original
exterior. It is a simple rectangular box, seven bays long. The double tier of
windows of the long walls is similar, but not identical, to St.Paul’s; at
St.Peter’s the lower windows have segmental heads, and neither tier has
quoins, but rather brick voussoirs. However, the stone angle quoins alternate
and the comice and pedimented gable are bracketed. At the east end, there is
a Venetian window flanked by a tall window above a portal, as at St.Paul’s.
A podium runs along the lower slope of the roof; this feature is not recorded
as having been at St.Paul’s. A round oculus occupied the east gable as well
as the west one.

The east front (fig.6) of St.Peter’s has three portals, the two lateral ones
under arched pediments and the central one, not in itself much larger, under a
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fig.6 St.Peter's, Vere Street, exterior, west fagade and tower. (Photo: courtesy PANS.)

projecting Tuscan portico with a pediment and two pairs of columns
responded by fluteless pilasters on the west wall. The fagade wall under the
portico is faced with stone. The porch pediment, level with the sill of the
upper lateral windows, rises high enough to preclude the appearance of a
Venetian window at the west, as was present at St.Paul’s. The presence of
the porch does reinforce the likelihood that there was originally a porch at
St.Paul’s, with pairs of columns at the outer angles, thus accounting for the
four columns repaired or replaced in 1783. The designs of the towers of both



churches are also almost identical with this difference: the octagonal stages
of St.Paul’s are rotated together so that an angle occurs over the middle of the
square, rather than having the four faces paralleling the planes of the base
(figs.1,6).”

The existing exterior of St.Peter’s, Vere Street agrees in almost all details
with the engravings of it in Gibbs' A Book of Architecture containing
Designs of Buildings and Ornaments, which he published in London in 1728.

fig. 7 St.Peter's, Vere Street, north elevation and plan, engraving, from James Gibbs,
A Book of Architecture (London: 1728), pl. XXIV
(Photo: courtesy Technical University of Nova Scotin, Halifax.)

Only two plates are devoted to St.Peter’s: pl. XXIV, The North Side, with
the Plan in small, and pl. XXV, The West Front, and the Section from South
to North (figs.7,8). From the engravings it can be seen that the podia above
the eaves were intended to have umns at each end. If actually executed, they
have now disappeared. The accurate representations of the built structure in
the plates of the book make it difficult to judge whether the actual building or
its printed representation were known to the builders of St.Paul’s. Centainly,
however, if only the book was available, some of the features of the chancel
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fig.8 St.Peter’s, Vere Street, west facade and section, engraving,
from James Gibbs, A Book of Architecture, pl. XXIV.
(Photo: R.E. Merrick, by permission of Nova Scotia Museum.)

wall would have had to have been invented, as its exterior elevation was not
included in Gibbs’ plates.”

Compared to St.Peter’s, Gibbs’ more famous London churches, St.Mary-
le-Strand (1714-17) and St.Martin’s-in-the-Fields (1721-26), also published
in his book,™ have exteriors of much greater complexity and pretense, as they
are articulated by engaged columns or giant pilasters and are not left as flat
walls adorned only by window frames. One can understand why the simpler
exterior form of St.Peter’s was chosen as the model for execution in wood,
especially as the carpenters available in Nova Scotia were, no doubt, more
skilled in straightforward joining than in the carving of the Orders. However,
one aspect of St.Paul’s does seem to derive from St.Martin’s: the quoined
window surrounds, which suggest a dependence on Gibbs’ book rather than
only upon the building.”
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At this stage in the investigation it is obvious that the Haligonians of a
century ago were correct in their perception of a strong resemblance between
St.Paul’s and St.Peter’s, even if they were not particularly concerned with
the mechanics of the dependence. Now it is necessary to look at the interior

to see if the similarity holds and if its nature suggests the way in which the
design was transferred to the New World from the Old.

fig.? St.Paul's Church, intenor, view to chancel, 1971
(Photo: R.E. Mermick. by permission of Nova Scotia Museum. )

The Interior

There are no early views of the interior of St.Paul’s comparable to those
of the exterior. Indeed, there are no views of the interior until the 1860°s. It is
therefore fortunate that the later expansion has left the core of the first
building intact. Although the effect of the interior space has been greatly
altered by the addition of outer aisles. the addition simply doubled the width
of the original aisles: the outside walls and windows have been lost but the
elevation of the nave, along with the plaster barrel vault covering it, was not
modified (fig.9). The earlier extensions at the north (the vestibule) also did
not affect the nave.

Square piers with Tuscan capitals separate the nave from the single side
aisles and support a gallery over each of them. An entablature, with an
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architrave of two fasciae, a plain frieze and a moulded cornice, breaks out
slightly over the tiers. The solid front of the gallery is panelled and is brought
forward in the vertical line of the piers. The second tier of piers is also
square, but in this case the piers are fluted — seven flutes per side. The order
is once again Tuscan and is somewhat more elaborate than the order below as
the echinus is carved with egg and dart and the three other mouldings with
leaf, bead and reel, and bead and leaf. The arcade arches, of a very depressed
curve, are formed in the design of a bent architrave of two fasciae with a
large flat keystone. The nave is covered by a plain ceiling in the form of a
barrel vault. The gallery and inner aisles are now covered by continuous flat
ceilings which are probably original, at least in form if not in structure.

It is here in the interior that the design of St.Paul’s most definitely — and
rather unexpectedly — does not follow St.Peter’s, Vere Street, nor indeed
any of the church interiors designed by Gibbs. On the interior of St.Peter’s
(fig.10), tall Corinthian columns on pedestals rise in front of the gallery,
placed over each side aisle, and support a barrel vaulted ceiling. Arches
spring across the gallery from the entablature blocks of the capitals to volute
brackets on the exterior wall. In between the arches, the bays are covered by
groin vaults. Although both churches have naves flanked by single aisles
with a gallery above, there is nevertheless a significant difference in the
natures of their nave elevations and in the systems of the ceilings over their
naves, aisles and galleries.

The significance of St.Peter’s, Vere Street in the career of James Gibbs
has long ago been pointed out by Sir John Summerson. Internally, St.Peter’s
looks like a ‘‘preliminary model’’ for the better-known St.Martin-in-the-
Fields.” The significance of St.Martin’s in the evolution of church design in
the eighteenth century, as also demonstrated by Summerson, was the use of
the single tall order instead of the double tier of supports used by Christopher
Wren in his churches with aisles and galleries: ‘“Wren had always hesitated
between emphasis on the gallery and on the order (compare St.Bride’s with
St.James’s, Piccadilly). Hawksmore awarded pre-eminence to the order, and
at St.Martin’s Gibbs agrees with him.’’* As has been seen, this is also true
for St.Peter’s. The designs of both churches were initiated by Gibbs at the
same time in 1721, although the smaller church was finished earlier. Even in
the circular and domed first version of St.Martin’s, the single order of
pedestals was used. Thus, it is evident that the supports of the gallery and the
nave vault in St.Paul’s are in the form of the two-tier system favoured by
Wren and that the significant innovation of the single tall order closely
associated with Gibbs has been avoided — or missed.
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fig. 10 St.Peter's, Vere Street, interior, view (o west
(Photo: courtesy National Monuments Record, London. )

Wren had used the two-tiered system in three notable churches:
St.Andrew by the Wardrobe (1685-95), St.James’s, Piccadilly (1680-84),
and St.Andrew’s, Holburn (1686-87). In the latter two, piers of a slightly
cruciform shape below the galleries support round. unfluted columns above
the galleries. At St.Andrew’s by the Wardrobe (fig.11), the upper level is
composed of square, panelled Tuscan piers with egg and dart on the echini.
They rest directly on the lower entablature, which consists only of a triple
fasciaed architrave, so that the gallery front fits in between the piers. This is
in contrast to both the St.James’s and St.Andrew’s. Holburn, where the
columns begin at the top of the gallery front, which has been emphasized so
as to create a pedestal for each upper column, a device that strengthens the
vertical line from floor to arches.
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fig. 11 Christopher Wren, St.Andrew by the Wardrobe, London, 1865-95, interior
view to chancel. (Photo: courtesy National Monuments Record. London. )

The elevation of St.Paul’s as a whole bears a strong resemblance to that
of St. Andrew by the Wardrobe because of the double tier of square piers, but
the horizontal between the tiers follows the principle used at the other two
Wren churches. These similarities do not necessarily mean that St.Paul’s was
directly derived from these London churches; a two-tiered system, similar to
that of St. Andrew by the Wardrobe, had already appeared in North America
in Christ Church (Old North Church) in Boston, built in 1723 (fig.12). That
church features square panelled piers supporting the balcony, with square
fluted ones rising from the top of the gallery front, just as in St.Paul’s. This
system was repeated almost without variation two years later (1725-26) at
Trinity Church in Newport, Rhode Island. which is attributed to the builder
Richard Munday.”
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As might be expected, Wren used various systems of imitation vaults for
his plaster ceilings. The nave of St.Andrew by the Wardrobe was covered by
a barrel vault which was penetrated in each bay by one of the sevenes of the
groin vaults over the galleries, in a manner similar to the later St.Peter’s,
Vere Street (figs.10,11). This system was not followed at either Christ
Church or Trinity Church in New England. In both of these churches,
entablatures are extended across the galleries, from the upper tier of
columns, to serve as lintels from which barrel vaults spring — a device that
Wren had used at St.James’s, Piccadilly. In contrast to that church, the nave
of Christ Church is covered by an elliptical barrel vault that springs from a
horizontal comice above the level of the gallery barrels (fig.12); the nave
vault of Trinity Church is an almost flat, cove-like groin vault. Neither of the
New England churches copies the full barrel of St.James’s. which is
penetrated by the lateral barrels over the galleries. As has been seen,
St.Paul’s did not have either barrel vaults resting on transverse lintels over
the galleries, or a series of groin vaults. Its much simpler scheme, a nave
barrel flanked by flat gallery ceilings, did not imitate the Wren churches or
their North American counterparts, nor was it adapted from St.Peter’s, Vere

Street.™ No doubt flat ceilings were considered more economical to build and

fig. 12 Christ Church, Boston, 1723, interior, view to entrance. (Photo: Boston Public Library.)
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the display of significant form was restricted to the nave, where it would be
most obvious, and was not extended to the galleries, where its absence would
be less noticeable.

The chancel walls of these buildings also were or are not identical. At
St. Andrew by the Wardrobe there is a straight wall with only a large arched
window over the altar (fig.11): a shallow apse was introduced at Christ
Church, whereas Trinity Church originally had a straight wall with a single
arched window.” None of them had a Venetian window as was found at
Gibbs' St.Peter's, Vere Street (fig.13) and St.Martin-in-the-Fields, or at
St.Paul's, the design of its chancel wall being a consequence of the model
used for the exterior.

fig. 13 St.Peter's, Vere Street, interior, view to cast
(Photo: courtesy National Monuments Record. London.)
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fig. 14 St.Paul’s Church, intenior, view of onginal chancel of 1750, ca. 1860-68. photograph by

P N

Wellington A. Chase. Coll.: St.Paul’s Church. (Photo: P. Toman.)

In addition to the differences in the natures of the supports and ceilings,
there was also a significant alteration in the character of the spatial
organization between St.Paul’s and St.Peter’s. Originally, St.Paul’s was
simply one big box of space, divided from chancel wall (south) to entrance
wall (north) by two rows of supports. As a result, the chancel was flanked by
the last bays of the aisles and was looked down upon by the gallery bay above
(fig.14)." At the opposite end, the stairs to the galleries must have been
placed in the northernmost bay, one on each side. At St.Peter’s, the gallery
stairs were enclosed, forming a vestibule bay between them. At the east end,
the bays flanking the chancel were also enclosed vestibules. Perhaps more
significantly, as an arch separated the nave space from the chancel, the effect
of a distinct, projecting chancel was created, having a slightly lower and
flatter barrel vault than the nave.” The nave at St.Peter’s was therefore only
five bays long, as opposed to seven at St.Paul’s.

In spite of the interior similarities to St.Paul’s, neither Boston's Christ
Church nor Newport’s Trinity Church bears any particular resemblance to
St.Paul’s on their exteriors. Both are quite plain, with two tiers of equal-size
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windows down the side walls and at the west and east, although Christ
Church is built of brick and Trinity of wood. Both churches also had west
towers rising from the ground, fully projecting in front of the west wall
— and neither spire bore any similarity to that of St.Paul’s, as they
were probably somewhat loosely based on Wren’s St.Lawrence Jewry
(1670-86).

We can conclude that St.Paul’s does indeed seem to have been based on
Gibbs’ Marybone Chapel/Oxford Chapel/St.Peter’s, Vere Street, but only as
far as the exterior design is concerned. No doubt it was based on the plates of
Gibbs’ book. Gibbs had, in fact, published the book in order to provide
models to be used ‘‘especially in the remote parts of the Country, where little
or no assistance for Designs can be procured. Such may here be furnished ...
which may be executed by a Workman who understands Lines, either as here
Design’d, or with some alteration, which may be easily made by a person of
Judgement....””” The alterations to the exterior design seem to have been
primarily the appropriation of the window surrounds of St.Martin’s, the
reduction in the size of the portico and of the number of ‘‘west’’ entrances
from three to one, the insertion of a Venetian window over the entrance
portico and the elimination of the roof podium and urns — all relatively
minor changes, little affecting the spirit of the original, but very much in the
spirit of Gibbs’ intentions as cited above.

However, as has been seen, neither the spirit nor the letter of the original
had been retained in the interior of St.Paul’s (fig.15). It resembles Gibbs’
work only insofar as there is a general resemblance between the churches of
Gibbs and Wren; their styles are certainly related, although the particulars are
significantly different. Whether or not Gibbs would have approved of the
reversion on the interior to the Wren system of gallery and ceiling supports is
another matter. Nonetheless, the use of Boston’s Christ Church as a model in
this respect is not surprising, considering the evidence for St.Paul’s having
been prefabricated in Boston in order to be shipped to Halifax. But one may
wonder why a Wren-like interior was inserted into a Gibbs exterior. Neither
Christ Church nor Trinity Church owes anything to Gibbs, although they are
contemporary constructions to Gibbs’ St.Peter’s and St.Martin’s. N.M.
Isham has pointed out that Christ Church and Trinity Church are the only
examples in the United States to use the (Wren) two-tier system for supports,
as opposed to a single order rising from floor to ceiling.* It should be noted
that the examples he cites of the latter, King’s College Chapel, Boston
(1749-58), St.Paul’s Chapel, New York (1764-66) and the First Baptist
Meeting House, Providence (1774-75) are all later than Gibbs’ publication.”
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fig. 15

St.Paul's Church, interior, view to north, ca. 1891, photograph by William Notman Studio
Coll.: PANS. (Photo: courtesy PANS.)

It is therefore clear why neither Christ Church nor Trinity Church
followed the Gibbsian model — they were built before his book was
published but why did St.Paul’s, in 1749-50, revert, if not to a Wren
church, then to a Wren-inspired design as at Christ Church of 17237" One
can only suggest that it was due to the ease with which the small square piers
of the Tuscan order could be constructed, as opposed to the giant round
columns of the Corinthian order. Both Christ Church and Trinity Church
used the Tuscan order, although in the year St.Paul’s was being prepared in
Boston, Peter Harrison (1716-65) was beginning King's Chapel, which has
pairs of fluted Corinthian columns rising in Gibbs' fashion from floor to
ceiling.” This does raise the question of how much of St.Paul’s was
constructed or prefabricated in Boston and how much was left for execution
from drawings in Halifax.

Although the interior system of St.Paul’s does resemble Christ Church in
Boston, the proportions of the two buildings are very different (figs.12,15).
St.Paul’s is low and broad in the Gibbs manner, rather than tall and narrow.



Christ Church was clearly not the model for any other aspect of St.Paul’s,
especially the exterior. While one might expect an influence of Wren’s
London churches via Christ Church, this is not evident. Christ Church was a
significant and conspicuous church in Boston, but it does not seem to have
been of any particular significance to those concerned with the establishment
of Halifax, particularly Lord Halifax, Chairman of the sponsoring Board of
Trade and Plantations, nor to Col. Comwallis or Rev. Tutty, who were sent
out from England. There may be some truth to the assertion that Lord Halifax
chose his parish church, St.Peter’s, Vere Street, as the model for the church
of the new town,” and he no doubt would have known that the plans, etc., of
it were available in Gibbs’ publication, and that its relatively modest
character vis-a-vis St.Martin’s, for instance, would recommend it to the new
colony and military outpost.

As was mentioned earlier, two main explanations have been proposed as
to the method of conveying the design of St.Peter’s, Vere Street to Halifax
for St.Paul’s. One, based on the writings of contemporaries, implies the
design was sent directly to Halifax from London and then, presumably, to
Boston, where the building was to be framed. The other explanation suggests
that the design came from Boston. In either case, the source could have been
Gibbs’ Book of Architecture, either known to the Englishmen involved with
establishing the new town or recommended to them (by Lord Halifax?), or
else in the possession of the contractor or some other person in Boston who
was responsible for arranging for and/or supervising the ‘‘framing.’”
Whatever the route, it is clear that the exterior design of St.Peter’s was not
slavishly followed, but was ‘‘interpreted,”’ especially in regard to the
“west’’ facade. The east facade, which was more closely followed at
St.Paul’s, was not represented in the plates. Does this imply the participation
of someone with first-hand knowledge of the actual building?

The choice of Boston as the site for the framing of the new church is not a
surprising one, because Boston was the nearest major city to Halifax, and one
with a long established building trade and facilities. What really is surprising
is that having chosen the model of St.Peter’s (because of Lord Halifax’s
connection with it?) as the prototype for St.Paul’s, the plates from Gibbs’
Book of Architecture were not more closely followed. If St.Peter’s was the
meaningful model, why was not its interior form also followed? If it is
suggested that the Wren system of small square piers, known in Boston
twenty-five years earlier, was easier to make than were giant round
Corinthian columns, then does that imply that only the framing, literally, was
done in Boston (where craftsmen were capable of making the Corinthian
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columns), and that the design was altered because those parts were to be
executed in Halifax? Was it then for reasons of economy and the lack of
social skills that the interior design of St.Peter’s was abandoned? Did this
decision take place in Halifax, London or Boston? There seems to be no
evidence to supply any definitive answers, especially to the last question.
Whatever the answers, we clearly have at St.Paul’s a Bostonian Wren
building inside a Gibbsian box.*

Philip McAleer

Professor

Technical University of Nova Scotia
Halifax, N.S.
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RESUME

St.Paul’s, Halifax, Nouvelle-Ecosse
et
St.Peter’s, rue Vere, Londres, Angleterre

Des historiens contemporains ont clairement établi que lors de la fondation de la
ville d’Halifax en 1749, une église anglicane avait été prévue dans les plans. Des
documents attestent en effet que la charpente de cette église était en voie de
construction a Boston au cours de 1’hiver 1749-1750. L’église dont il est question ici
est I’église St.Paul’s, aujourd’hui le plus vieux batiment d’Halifax. La structure
originale n’est toutefois pas intacte: une rallonge a été construite en 1812, 1’église a
fait I’objet de travaux d’agrandissement en 1868-1869 et un choeur a été ajouté en
1872. Le nom de Christopher Wren est souvent associé a la conception des plans
originaux, laquelle est aussi attribuée a James Gibbs. La présente analyse vise
justement a faire le point sur cette question.

Il semble en effet que la petite église St.Peter’s, rue Vere, a Londres, congue par
Gibbs entre 1721 et 1724, ait servi de modele pour I’extérieur de 1’église St.Paul’s.
11 est & noter que les détails architecturaux des oeuvres de Gibbs étaient entierement
expliqués dans son ouvrage A Book of Architecture, publié en 1728. Construite en
bois plutét qu’en brique, St.Paul’s n’était pas une copie exacte de St.Peter’s; les
différences entre I’extérieur des deux batiments demeurent toutefois plutét minimes
et sans importance.

L’intérieur de St.Peter’s, par contre, n’a pas servi de source d’inspiration. C’est
ainsi que les colonnes monumentales s’élevant d’un seul jet en face des tribunes ont
été remplacées, dans I’église St.Paul’s, par un systéme de colonnes a deux étages,
caractéristique de Wren et non de Gibbs et déja relativement démodé au milieu de
XVIIF siecle. 11 est intéressant de noter que l’intérieur de la Christ Church (Old
North Church) de Boston, qui date de 1723, est tres semblable a celui de 1’église
St.Paul’s; son extérieur et sa tour inspirée de Wren s’en distinguent toutefois
nettement. L’église St.Paul’s présente donc un extérieur gibbsien avec un intérieur
dans le style de Wren. Pourquoi? On pourrait avancer comme hypothése que les
grandes colonnes corinthiennes de St.Peter’s étaient beaucoup trop compliquées a
imiter en Amérique du nord, bien que la construction d’une église faisant appel a ce
genre de colonnes ait débuté & Boston en 1749. Si une telle entreprise était possible
pour Boston, peut-&tre ne 1’était-elle pas pour Halifax. Il se peut que seule la
charpente ait été préfabriquée & Boston et que les détails aient été réalisée a Halifax
par des menuisiers qualifiés de la colonie. Ceux-ci se voyaient sans doute confier
surtout des tiches de nature plutdt utilitaire et ont pu, par conséquent, trouvé plus
facile de réaliser les petites colonnes carrées de style toscan, qui ornent encore
aujourd’hui I’église St.Paul’s.

Philip McAleer
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William H. Eagar:

Drawing Master of Argyle Street, Halifax

fig. ! Possibly ).S. CLOW (act. c. 1830-1850). William Eagar
Photograph of unlocated miniature. (Photo: Novi Scotin Museum. )

There were few communities in British North America during the early
decades of the nineteenth century that could claim a professional resident
artist and teacher, and fewer still a landscape specialist. Transient painters
continued to fill the demand for family memorabilia of the living and dead,
while the majority of North American scenes were produced for foreign
military personnel. William H. Eagar (1796-1839) (fig.1) resided in
Newfoundland and Nova Scotia. practising art professionally for only one
decade, from 1829 to 1839. His influence can be judged factually by the

138



success of his Academy and students, and speculatively by the vicarious
appreciation pupils, associates and countrymen gained for the ‘‘new’” art of
landscape.

Eagar’s versatile career parallels the experience of other colonial artists
involved with cultural pursuits in British North America.' Born in Ireland in
1796 to a family with landed ancestry, Eagar would have learned how to
draw as part of the classical education appropriate for boys of his station. He
may have immigrated to Newfoundland to work as a fishery agent rather than
an artist. His marriage in St.John’s in 1819 to Maria Saunders, daughter of
an establishment family, was reported in the local press.

The economic depression of the 1820’s terminated many Newfoundland
businesses and possibly obliged Eagar to labour as a painter and glazier, a
common occupation for pioneers with artistic aptitude during times of
economic distress. He experienced a short-term bankruptcy in 1821 while
engaged in these endeavours, but rapid settlement of his debts indicates he
had access to considerable financial reserves, either from his own or his
wife’s family.

When Eagar opened a studio in St.John’s at the Old London Theatre in
1829, offering profile silhouettes and landscape lessons, he was the owner of
a sizeable plantation, Spring Field. Located at Riverhead, the fashionable
area on the outskirts of town, this farm with a cottage and half of its twenty
acres under cultivation was a sizeable estate. Governor Thomas Cochrane
commissioned Eagar to draw an up-to-date view of St.John’s in 1831 to
strengthen an island petition for colonial status. Eagar travelled to England
that winter to oversee the engraving process of this strategic print.

Impressed by the work of leading watercolour painters he found in
London, ‘‘Seat of the Arts,”” he intended teaching landscape exclusively
upon his return. Apparently he found little interest in St.John’s for the
“‘new’’ branch of art. When the prestigious, high-salaried position of
Surveyor General for the island became vacant, Eagar applied but was
refused because others were better qualified. Thereafter he vacated his
schoolroom and advertised his specialty as ‘‘portrait painting in oil and water
colour.”’

Eagar established a Drawing Academy in Halifax in 1834, where he
served as drawing master to daughters of leading families who believed art
was a necessary accomplishment of a first-class education. Few patrons
purchased watercolour scenery, so to supplement his teaching income Eagar
managed a commission warehouse, the Halifax Bazaar. An editorial by
Joseph Howe acknowledged him as the town’s foremost landscape artist and

139



complimented his teaching as being ‘efficient.”” The artist was actively
involved in his community: he lectured at the popular Mechanic’s Institute,
constructed a spectacular illuminated design for Queen Victoria’s coronation
celebration, organized a major art exhibition and expanded his classes to
include ‘‘young men and others who might obtain facilities not now
possessed.’’

Eagar’s most ambitious plan, announced in 1836, was to publish at least
two volumes of engraved views of Nova Scotia and New Brunswick. He had
also hoped to include scenery of Upper Canada, the entire compilation to be
known as The British North American Tourist. If Eagar had succeeded with
his task as he had originally planned it, he would have anticipated by some
half dozen years William Bartlett’s Canadian Scenery Illustrated.
Competition from a similar work, Sketches of Nova Scotia by Robert Petley,
lithographed and less expensive, discouraged sales of Eagar’s first number,
issued in 1837 as Landscape Illustrations of Nova Scotia. Without recourse
to government assistance to subsidize subsequent engravings, Eagar learned
lithography and drew his twelve remaining Nova Scotian scenes on stone.
The last two numbers of Nova Scotia Scenery appeared after his death at
Halifax in November 1839.

Eagar first opened his ‘‘rooms’’ as an artist in St.John’s, October 1829,
believing there was more demand for likenesses than for art lessons.” His
offer to teach landscape was merely a postscript at the bottom of his notice.
His position as sole artist in St.John’s was shortly challenged when William
Valentine of Halifax arrived in town to paint portraits and silhouettes.® The
cultural market by then was large enough to support both artists for a time.
Competition forced the two to share artistic production, Eagar making
silhouettes and giving art lessons, Valentine painting miniatures and
portraits. Valentine remained until June, 1830.*

Eagar’s penchant for teaching was fortified by his London visit in 1831.°
He was intrigued by the growing popularity and prevalent taste for scenic
watercolours; in England, landscape painting was very much in vogue. He
must have been disappointed with his attempt to stimulate a similar interest
for landscape lessons in St.John’s. Within six months he gave up his
schoolroom and reverted to painting portraits.°

In order to teach art full-time, Eagar realized it was necessary to settle in a
larger, more sophisticated centre. Could the fact that he met Valentine in
St.John’s and a second time in 1834 shortly before the Eagar family left the
island’ have influenced Eagar’s decision? In Halifax, he recommenced his
teaching career as proprietor of Mr. Eagar’s Drawing Academy.®
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He wasted no time obtaining suitable premises for his Drawing Academy
in a prime location from which to advertise his services to his new
community. Situated on Barrington Street, one of the busiest Halifax
thoroughfares, Eagar’s rooms were next door to the Eastern Stage Coach
depot and the adjoining lodging house operated by Alex Paul, the company
agent.” Mr. Eagar’s establishment was a welcome diversion for travellers
with idle time to fill, as leisure moments might be occupied examining
samples of the artist’s work.

Eagar’s enthusiasm for his new venture had a rude shock. The town was
in the midst of a province-wide economic depression. Joseph Howe, editor of
the Novascotian, reported that the capital’s trade during the previous nine
months ‘‘had been in a state of great languor and disarrangement, and at
times of almost total stagnation.’”' In spite of hard times, Eagar continued to
teach his lessons and was able to move his Academy and family to a more
dignified location in the most fashionable residential area of town, near the
Methodist Chapel on Argyle Street and overlooking the Grand Parade. The
address of the Academy was well-known: Eagar’s neighbours, the Misses
Morris, proprietors of a ladies’ seminary, identified their location as ‘‘nearly
opposite the Old Methodist Chapel and one door north from Mr. Eagar’s
Drawing Academy.”’"

Eagar initially advertised his skill as a landscape artist, teacher and
portrait painter. There is no evidence his instruction excluded portraiture,
although one of his students, Ellen Nutting, did delightful watercolour
studies of Halifax acquaintances. Competition from Valentine at this time
probably discouraged Eagar from seeking portrait commissions, for there is
no mention of this service in any of his subsequent notices.” In his first
Halifax advertisement, he described the specific method of painting he would
endeavour to teach: '

... rudiments of LANDSCAPE PAINTING and effect ... the
present style of Water Colour painting, so generally admired by
all lovers of the fine arts, and so much practised by Prout,
Stanfield, Robson, DeWint, Hunt, Cristal, and many other
eminent Artists of the English School."

Obviously Eagar was patterning his teaching on the paintings of these
individuals. His London journey had opened his eyes to current aesthetic
theories and stylistic interpretations fashionable in England; in Halifax he
believed there was a receptive audience anxious to share his discoveries.

When Eagar returned to England in 1831, he must have been startled by
the advance of watercolour painting which had taken place since his
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departure for Newfoundland the previous decade. A changing attitude
towards art and nature had resulted from the introduction, during the interval,
of picturesque principles then applied to landscape gardening. This
philosophy had been outlined by a number of writers in the 1790’s:
Archibald Alison, Richard Payne Knight, Udeval Price. But the most
influential had been the Reverend William Gilpin, a vicar and amateur artist
at Boldre, New Forest, in Hampshire. Between 1782 and 1809, eight books
by Gilpin had spread his theories of picturesque landscape and had provided
guidelines for their application. William Eagar and his pupils were familiar
with Gilpin. Two sketches after Gilpin by an Academy student were entered
in the 1838 Halifax exhibition.” Gilpin’s ideas were adaptable to Eagar’s
teaching in the colony. Gilpin is said to have directed British eyes to see the
scenery of their own country;” William Eagar wished to do the same for
Nova Scotia. in his advertisement Eagar evokes the names of Joshua Cristall
(c. 1767-1847), Samuel Prout (1783-1852) and William Clarkson Stanfield
(1794-1867)."°

A possible explanation for Eagar’s choice is revealed by examining the
themes favoured by the six artists. Each specialized in different subject
matter. Eagar wanted his clients to know his qualifications for giving
instruction were as broad as the various whims of his students. If mountain
scenery stirred the fancy, he would guide a student to the practice of Robson;
rustic figures in a landscape background, the work of Cristall; or still life
with fruit and flowers, the manner of Hunt. DeWint had popularized a wide,
panoramic format of landscape composition, while Prout took delight in
architectural renderings. Stanfield was essentially a marine painter. The only
indication of Eagar’s personal preference rests on slim evidence: he made a
copy of Stangate Creek, from the original by Stanfield."

It is possible to speculate about the kind of instruction Eagar gave his
students by examining the principles governing the nineteenth-century
practices of landscape painting in general, and the works produced by both
the teacher and his pupils. Eagar’s teaching task was probably two-fold: he
would have guided some students to copy engraved examples of artists’ work
along with some of his own specimens, and have helped them to ‘‘see’’
features of the landscape in terms of the picturesque. Imitating the work of
famous painters had always been a traditional method of apprenticeship, but
in the nineteenth century this procedure assumed additional importance.
Spectators’ eyes had to be trained in what to observe, only artists (and poets)
having the necessary inborn qualifications.

By offering to teach techniques used by Prout and the others, Eagar was
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no different from provincial artists instructing in British centres overseas.
Style was considered a particular procedure one could learn to reproduce in a
given number of lessons.” Each session, students watched the master
complete one stage of a drawing, then proceeded to emulate his progress and
technique. If a novice had difficulty executing a particular passage, the
teacher was expected to remedy the problem with his own hand.
Theoretically, when the student’s transcription was completed, the
apprentice had acquired a ‘‘style.”” Few artists felt sufficiently confident to
promote their own style exclusively, if at all.

Artists, if they had time, made their own student *‘patterns.”” Otherwise,
the pupil relied on prints and drawings assembled by the teacher, formed his
own collection, or resorted to illustrated publications. Eagar had some
examples of his own work, and may have owned some originals purchased in
London. The latest travel books and a selection of individual engravings
were available to Academy students. An 1838 catalogue from the Halifax art
exhibition organized by Eagar provides information about the students and
their choice of subject.” Mrs. Ritchie copied a scene from the Waverley
Novels, illustrated by Cattermole, which had been sold in the capital within
months of publication in 1835. Another popular edition, Fisher’'s Drawing-
room Scrapbook, inspired a drawing by Mrs. Carroll. Sentiment of Flowers
and Woodland Gleanings, both by the same author, and The Romance of
Nature: or the Flower Seasons Illustrated by Louisa Anne Twamley were
helpful for practice drawings of flora and fauna. The taste for keepsake
annuals was evident in Halifax as elsewhere in the 1830°s. These gift items,
forerunners of today’s date-books and almanacs, were small volumes with
prints and verses appropriate to the changing calendar and were illustrated by
notable artists.

Annuals encouraged enthusiasm for landscape as well as for other genres.
Although issued late in the year for the Christmas market, they did not arrive
in Halifax until several months later. Belcher’s bookstore announced the
arrival of ‘‘Splendid English Annuals for 1837 — just received from
Liverpool.”” Included in the selection were Heath’s, Jennings’, The
Picturesque and Oriental Annual. Individual engravings of sporting, racing
and caricature themes, as well as art supplies, might also be purchased from
the same firm.

Eagar prepared his own views of local scenery to demonstrate picturesque
possibilities of the immediate surroundings to his class. To what extent he
encouraged original compositions by his students is not clear. Most of their
exhibited paintings are either copies of European prints or unidentified copies
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of their teacher’s scenes. Possibly some, whose names are unknown, did
attempt their own interpretations (Belmont, North West Arm, View of Three
Mile House, A View near the Dockyard) although these, too, may have been
inspired by Eagar sketches. Eagar may have taken his class on field trips, to
discuss picturesque aspects of a particular spot before putting them down on
paper. David Cox (1783-1859), an English artist and drawing master,
believed this method was most productive:

The best and surest method of obtaining instruction from the

work of others is not so much by copying them, as by drawing

the same subjects from Nature immediately after a critical

examination of them, while they are still fresh in the memory.”

Sketches were taken home or back to the Academy to be worked into
finished paintings. There was no scarcity of art supplies in Halifax; several
shops carried the basic requirements: canvas, paper and paint, but C.H.
Belcher specialized in ‘‘Materials of every description for Drawing,
Painting, etc., in water and oil colours.’” A list of these products regularly
occupied a full column in the Novascotian. Plain ‘‘tickens’® or canvas
prepared with oil ground could be purchased in widths from twenty-seven to
forty-five inches. There was a choice of round and flat brushes of sable,
camel or badger hair for applying ‘‘Bladder pigments’’ or Newman’s
watercolour cakes. Special effects in oil painting might be obtained by
mixing pigment with various media: varnishes, oils, shellacs, asphaltum,
McGuelp and Gumption. A large assortment of pencils, crayons, stumps of
charcoal and ink were sold for use with drawing papers of the finest quality.

Notations on Eagar’s engravings state, ‘‘drawn from nature,’” a practice
he must have stressed in his Academy. This was a misleading term in that it
did not involve making an exact representation of a specific scene as it
appeared to the eye. An exact copy, Gilpin felt, could scarcely ever be
beautiful, ‘‘but the artist who worked from his imagination, culling a
distance here, and there a foreground, will probably make [a] much better
landscape.’’* The procedure described by Gilpin was to compose a fictitious,
ideal view with selected objects, trees, rocks, etc., sketched previously on
location and compiled into an album for later reference.” Specific detailing
was not necessary so long as the ‘‘essence’’ was captured.

Eagar’s engraving of Halifax, N.S. from Fort Needham 1837 follows
Gilpin’s compositional advice, and is based on the formula established by
Claude Lorrain (1600-1682) (fig.2). Utilizing Claudian devices, seen in
Eagar’s Italian Landscape c. 1830, he gave his views of Halifax a European
sensibility (fig.3).
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fig.2 William H, EAGAR (1796-1839). Halifax, N.§. from Fort Needham 1837. Coloured engraving

—

Engraved in colour by J. Gellatly, Edinburgh, published by C.H. Belcher, Halifax 1837.
Plate 3 of Landscape lustrations of Nova Scotia. (Photo: Metropolitan Toronto Library Board.)

The regulations for tinting watercolour sketches were aligned to the
colour found in works by Claude; these aimed to duplicate the *‘golden
glow'" of his seventeenth-century Italianate landscape. Eagar presumably
instructed his students to follow Gilpin's guidelines, which left little margin
for error. The first step was to sketch in the outline and shade with India ink,
then add an overall wash of blue or orange. While the sky was still moist, the
upper portion was treated with the other of these hues. If only a small area of
sky was visible, it might be all blue or orange, although Gilpin preferred the
latter. Boxed watercolours generally included a cake of blue, **neutral tint,™
to dust into the distance and over any water surface when the paper was dry.
Finishing touches were spelled out explicitly:

Then introduce browns of various kinds, into the foreground:;
but slightly, and when all is dry, one can touch some of the
brightest parts with dead green or a little gall-stone. Bumnt
Terra-de-Sienna mixed with a little gall-stone, makes a good
foliage tint.™

These same rules applied for the most part to landscapes in oil, with the
result that scenery of any country appeared overshadowed by the same
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fie.? William H. EAGAR (1796-1839). lalian Landscape c¢. 1830, Oil

Coll.: J.H.M. Eagar, Danmouth, N.S. (Photo: the author.)

brown-toned, atmospheric haze. Two unfinished oil panels Eagar worked up
from drawings for Nova Sceria Scenery document preparatory stages of
underpainting along with vibrant skies, predominantly in blues, yellow and
orange. The effect of loose brushwork and brilliant colour in "‘Blomidan,
Basin of Minas'' ¢. 1836 and Cornwallis, Grand Pré and Basin of Minas.
From the North Mountain ¢. 1836 is especially appealing (figs.4,5). Eagar
had begun applying a finer degree of finish to a foreground grouping, bottom
right, in the latter panel. His use of drab earth pigments to refine details of
leaves and branches predicts his final overpainting. It would be nearly
monochromatic to conform with Gilpin-inspired Regency landscape
standards.

Eagar could also alter Gilpin's rules to produce distinctly personal
interpretations of his Nova Scotian environment. View of Bedford Basin
1839, records with increased fidelity the natural setting of the town,
“*founded upon a rock,”” with poor soil cover and meager vegetation™ (f12.6).
Less picturesque than Forr Needham, without the ominous, sublime quality

of dense forest, Bedford Basin is composed of similar elements, with



fig.4 William H. EAGAR (1796-1839). “‘Blomidon, Basin of Minas'' ¢. 1836. Oil. Coll.; Public

Archives of Nova Scotia. Published as lithograph in Eagar’s senes, Landscape Illustrations
of Nova Scotia, 1837 (title later changed to Nova Scotia Scenery, 1840). (Photo: the author.)

alternate pathways for the eye to meander over the expansive Basin
perimeters. Eagar's delicate, feather-stroked foliage identify a young maple
on the left, and an elm to the right, but with its tree mass reduced this view is
not so congested and is more panoramic. Miss Hoffman's View of Bedford
Basin, executed under Eagar's guidance, was exhibited in 1838; she also
reproduced a third Eagar drawing of the area, Halifax from Reeve's Hill,
The high percentage of scenic views by Eagar attest to his preference for
landscape, but he seemingly did not impose his bias on his students. He
encouraged Ellen Nutting to exercise her penchant for portraiture and figure
drawing while attending classes, and hung her Skerch (of) a Young Lady in
company with five paintings borrowed from the Nutting family for his
display in 1832. Although she was familiar with Dutch landscape by Cuyp
and others, Nutting was more attuned to the Northern interpretation of
individuality; she preferred to study Ostade’s A Fish Woman and
Vanderworff’s Burgomaster's Wife. In later years, while visiting friends and
taking part in social gatherings, she sketched a number of prominent
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fig.5 William H. EAGAR (1796-1839). Cornwallis, Grand Pré and Basin of Minas. From the North Mountain
¢. 1836, Oil, Coll.: Public Archives of Nova Scotia. Published as engraving in Eagar's series, Landscape
Hiustrations of Nova Scotia, 1837 (title later changed 1o Nova Scotia Scenery, 1840). (Photo: the author.)

Haligonians. Nutting was extremely fashion-conscious; she concentrated her
attention on delineation of the face, in the tradition of miniature portraiture,
but her preliminary costume description, seldom completed, anticipates the
fashion-plate journals of the 1860°s.

Eagar's pupils represented many of the town's fashionable families. A
catalogue prepared by Eagar of the exhibition he organized in Halifax in
838 contains the names of approximately fifteen **ladies who have been, or
are at present, pupils’® of the Academy. W.H. Jones (fl. 1829-1831), a
former drawing master with rooms at Dalhousie College, Halifax, was
reported teaching forty or more students in 1830; there is no reason to think
Eagar would not have had as many, or more.”

Two of the exhibitors were women: Mrs. T. (Thomas) Pyke and Mrs.
(John William) Ritchie, wives of a city merchant and lawyer respectively;
the remainder were young ladies who had completed their formal education.”
The majority, wealthy. cultured and socially privileged. had been exposed to
art works at home. Private Halifax collections contained a number of works
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fig.6 William H. EAGAR (1796-1839). View of Bedford Basin 1839. Lithograph. Coll.: Public
Archives of Nova Scotia. Drawn on stone by William Eagar, lithographed by T. Moore, Boston,
published by C.H. Belcher, Halifax, July 1839, Pan I, Nova Scoria Scenery. (Photo: Metropolitan
Toronto Library Board.)

by distinguished American and European artists.™ At least eight pupils
belonged to families who lent paintings attributed to such masters as Van
Dyke, Sir Joshua Reynolds and Eustache Lesueur. Dr. Matthias Francis
Hoffman, whose daughter took lessons from Eagar, contributed his own
portrait painted by Lascellis H. Hoppner (1788-1875), former student and
gold medalist at the London Royal Academy. Academy students inherited
from their parents the prevalent nineteenth-century philosophy that the arts
have a moral and civilizing influence on national character; academician
Ellen Nutting's father, prothonotary James Walton Nutting, lectured on this
topic at the Mechanic's Institute.” Eagar’s pupils were also directed by the
belief that art was one of those *‘elegant and mental acquisitions (along with
music, dancing and speaking French), which adorn Society, make the
domestic circle graceful and attractive, and ought ever to form a part of the
character of a Lady.""" These women applied to Mr. Eagar’s school with the
expectation of increasing their artistic appreciation and of refining drawing
skills they had acquired at one of the local seminaries, or, in the case of the
extremely affluent, at a finishing school abroad. Their object was to polish
their proficiency, not to perfect it. Social pressure inhibited women from
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considering art as a professional career; excellence in any one field of
endeavour was discouraged. Mrs. Ellis, author of an influential child
guidance manual, advised parents of young girls:
To be able to do a great many things tolerably well, is of
infinitely more value to a woman, than to be able to excel in
any one. By the former, she may render herself generally
useful; by the latter, she may dazzle for an hour. By being apt,
and tolerably well skilled in everything, she may fall into any
situation in life with dignity and ease — by devoting her time to
excellence in one, she may remain incapable of every other.”

The exceptions to this rule were women dependent on art for a living.
Both Maria Morris and Mrs. (Jane) Carroll, who attended the Academy,
belonged in this category, for they were themselves art teachers in Halifax
establishments of a similar type.” They managed private schools for
daughters of the Halifax elite.

Maria Morris Miller (1810-1875) was Eagar’s most successful pupil and
Nova Scotia’s foremost female artist in the nineteenth century.” Bormn in
Guysborough County, Nova Scotia, she was descended from a distinguished
provincial family. When her father, Guy Morris, died at an early age, his
widow Sybella (Legett) Morris moved the family to Halifax, where she
opened a ladies’ seminary in 1831. Miss Morris had studied under W.H.
Jones and Monsieur L’Estrange, drawing masters who had preceded Eagar in
the community. Reference to a student work included in Jones’
1831 exhibition indicates she had developed an aptitude for landscape
painting before attending Mr. Eagar’s school. An encouraging Halifax critic
reported her success with a difficult subject, The Cascatelles of Tivoli 1831;
he felt it was admirably executed, writing that ‘‘the trees, sheet of water and
ruins exhibit much neatness and command of pencil, with a very pleasing
appropriate regard to delicate delineation.’’* L’Estrange, who claimed his
“‘style of copying nature in her richest attire has been acknowledged by the
best informed artists in Great Britain,’’ taught her portraiture.* An
exceptional degree of expertise is evident in her recently discovered portrait,
The Convalescent c. 1845, thought to be her young red-haired daughter,
Rosa. She later published three sets of botanical engravings, Wild Flowers of
Nova Scotia, which were greatly admired for their scientific accuracy,
technical competence and delicate beauty.* Joseph Howe wrote an editorial
praising her work as a teacher and artist, calling public attention to the ‘‘taste
and talent exhibited by another person — a female and a native.’” With
remarks clearly pointed towards Halifax fashionables who cared more for
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personal adomment than intellectual stimulation, Howe suggested others
might well follow the example of the Governor’s wife, Lady Campbell, in
patronizing the Morris project.

It seems Eagar believed Mrs. Carroll’s art to be of superior quality.” Two
of her paintings were included in the catalogue with the selection of
European masters Eagar borrowed for his display; the majority of other
student entries are listed together on succeeding pages. Eagar assembled this
exhibition ‘‘to revive a taste and encourage native talent.”’* Artists and
amateurs alike were invited to submit samples of their work. As only two
participating female artists were not enrolled at his Academy, one assumes
that Eagar instructed the most talented Haligonians as well as the wealthiest.
Two months before the exhibition opened, Eagar had begun classes for
“‘Lads, Young Men, and others,’’ but apparently these gentlemen were not
prepared to display their attempts to public scrutiny.”

The background of young ladies entering Mr. Eagar’s school can be
assessed by examining the educational system of the 1830’s. The School
Act, passed in 1811, had begun the move towards public education in Nova
Scotia, but, in general, upper-class parents still sent their children to private
institutions. There were separate schools for girls and boys but the latter had
more choice of curricula. Joseph Howe campaigned vociferously against the
widely-held opinion that classical studies were a waste of time and money for
women; in the 1830’s, however, female education invariably included
subjects considered to be suitable preparation for a domestic career as a
“‘valuable mother and useful wife.””* A number of schools offered courses
for wealthy daughters in Halifax whose parents were assured of scrupulous
attention to the minds and manners of their offspring. The ‘‘Drawing and
Day School’’ managed by the Misses Morris next door to the Eagars was one
of the city’s best and most progressive. Mrs. Sybella Morris, assisted by her
daughter, offered a full program for girls from the age of four to ‘‘completion
of an English education.””* These women stressed the importance of early
guidance to gain proficient pronunciation, and promised ‘‘to draw their
minds to reflect upon their lessons as a pastime.”” Emphasis was placed on
the Four Grand Pillars (English grammar, writing, arithmetic and
geography), ‘‘on which only an enduring superstructure can be raised.”” The
“modest’’ fee, twenty-five pounds for girls under ten, thirty-five pounds for
those above that age, also included instruction in history, the use of globes,
elements of astronomy, French, and plain and ornamental needlework.
Drawing and music were taught for an additional fee; these classes were held
in the afternoon so that outside students attending other schools, which did
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not provide these types of instruction, might also attend. Maria Morris
devoted her time exclusively to art and was prepared to teach ‘‘figures in
water colour; landscape in pencil, chalk or water colour; flowers, fruits,
birds and shells on velvet, satin or paper.”” She offered private and class
instruction three days weekly from ten until three o’clock. Exposure to these
‘“‘gentee] arts’’ was intended to help occupy leisure time as a wife and
mother, produce decorative household articles, and prepare designs for
embroidery and needlework. Young ladies who excelled in this training and
wished for further instruction applied to Mr. Eagar’s Academy.

Within a short time Eagar had established his reputation as a teacher and
his position as one of the foremost landscape artists in Halifax. A lengthy
account of the artist and his work in the Telegraph was reprinted by Howe’s
Novascotian, the last of a three-part series on local artists.” Maria Morris and
William Valentine joined Eagar as the leading art specialists in the
community. Although his Academy had a promising start, evidently it did
not produce sufficient income for a family of eleven. In all likelihood he was
beginning to suffer from initial symptoms signalling the onset of tubercular
consumption.

Perhaps following the advice of friends (Valentine?) Eagar expanded his
Academy classes to include ‘‘young men and others who might obtain
facilities not now possessed.”’* The only school in town at that time where
boys could leamn basic drawing was operated by John S. Thompson.* Youths
interested in a military career applied elsewhere in the province, to the
Annapolis Academy or the school at Mabou, where courses included
“Military and Landscape Drawing, Use of the Camera Obscura, and
Instructions in Fortifications.”’” To satisfy the Halifax demand, which was
more than Thompson’s school could meet, Eagar offered two hours of
elementary drawing and colouring on specified days; in the evening, equal
time was allotted to ‘‘Rudiments of Perspective, Mechanical and
Architectural Drawing.”” For some reason, however, he was reluctant to
commence this venture. His notice reveals none of his usual professional
self-esteem. Expressing skepticism, he agreed to adopt the system for a trial
period only. With his other Academy classes continuing as usual, a large
portion of Eagar’s day was devoted to teaching. He may have resented this
increased responsibility because it would limit other activities, or did he
dislike the idea of taking students with no previous art training? Being a
drawing master to upper-class women, which was considered a professional
undertaking, was socially acceptable in nineteenth-century Halifax;
instructing novices in need of drawing skills to earn a living relegated one to
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dealing ‘‘in trade.”” With a sigh of resignation, Eagar defended his decision
to proceed:

Anxious to employ his time to the best advantage for the

community in which he resides, he proposes to adopt the

suggestion and give the system a trial.

Nova Scotia Scenery, Eagar’s publication of engraved watercolours, was

a logical step for a talented landscape artist with a stockpile of local views,
useful as teaching examples but producing little income. Haligonians,
conservative by nature, were not inclined to pay for Nova Scotian scenes
they might readily view for themselves, especially once they had learned
how to view the scenery through Eagar’s eyes. Eagar publicized a prospectus
during spring, 1836, announcing his intention to make available ‘‘views of
all the most important parts of the Province.””* When the first three scenes
met with favourable reception, he announced a second volume featuring
landscapes of New Brunswick.” His publishing venture frequently interfered
with his teaching duties. During the autumn of 1839 he was travelling in
New Brunswick (making sketches?), when he was ‘‘exposed to wet.’’** This
accident resulted in pneumonia. Eagar’s death in November 1839 terminated
a promising career and closed the doors of a respected Halifax cultural
institution.”

Alexandra E. Carter
Halifax, N.S.
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RESUME

William H. Eagar:
professeur de dessin, rue Argyle, Halifax.

William H. Eagar (1796-1839) a exercé ses activités de professeur et d’artiste
dans les deux villes portuaires de St-John’s, Terre-Neuve et Halifax, Nouvelle-
Ecosse au cours des années 1830. Né en Irlande, Eagar a émigré a Terre-Neuve
alors qu’il était encore un tout jeune homme, probablement pour travailler comme
agent des péches et non comme artiste. Il épousa en 1819, Maria Saunders, fille
d’une famille respectable de 1’ile et dix ans plus tard il possédait une propriété
importante dans les environs de St-John’s.

Eagar ouvrit un studio au Old London Theatre de St-John’s en 1829, offrant ses
talents comme silhouettiste et paysagiste. Sir Thomas Cochrane, gouverneur de
Terre-Neuve, commanda a Eagar, en 1831, une vue panoramique de St-John’s
depuis Signal Hill. Eagar se rendit 2 Londres ol la vue fut gravée. Stimulé par les
oeuvres de aquarellistes anglais, il se proposa de n’enseigner que I’art du paysage a
son retour a St-John’s; devant I’échec de cette expérience, il s’occupa de nouveau a
faire des portraits.

A Halifax, en 1834, Eagar installa une Académie de dessins sur la rue
Barrington afin d’initier les filles et les femmes venant des bonnes familles a ce fini
de culture nécessaire a toute éducation digne de ce nom. Dans I’annonce qu’il fit
paraitre il signala qu’il pouvait enseigner les méthodes actuelles de pratiquer
I’aquarelle comme le faisaient Prout, Stanfield, Robson, DeWint, Hunt, Cristal et
plusieurs autres aquarellistes anglais de renommée. Son enseignement consistait
d’une part a faire copier par les étudiants des vues, déja gravées par d’autres
artistes, ou ses propres oeuvres, il les initia également a interpréter le paysage selon
la maniere ‘‘picturesque’’, en vogue alors dans 1’école anglaise.

Apprécié par ses contemporains, Eagar fut également trés impliqué dans la
communauté. Sa carriere de professeur prit fin prématurément alors qu’il n’avait
que 43 ans.

Alexandra E. Carter
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Claude Tousignant:

Sculpter pour peindre

Tous les commentaires sur I’oeuvre de Claude Tousignant signalent que
ce peintre s’est intéressé, avant toute chose, au sort de la peinture et qu’il a
recherché pour celle-ci un état trés avancé d’abstraction et de pureté. Le
commerce d’une telle idée n’est pas aisé et c’est sans doute pour cette raison
qu’elle n’apparait le plus souvent qu’au travers de détours et d’esquives.
L’absolu que représente I’objectif de Claude Tousignant n’arrive pas a se
matérialiser facilement et il se situe de maniere tout aussi problématique dans
une histoire de I’art qui ne s’alimente pas d’objectifs et d’idées, mais bien
plutdt de mouvements, de courants et d’étiquettes. Si on désirait intégrer
Tousignant & une quelconque histoire de I’art il fallait le raccrocher a un
courant et lui trouver une rubrique. Il était hors de question de le classer sous
celle des peintres philosophes puisque les classifications sont telles en
histoire de 1’art qu’elles reposent sur le contenu dénoté ou manifeste d’une
oeuvre, et il n’a jamais été évident, si I’on s’en tient a ce point de vue, que
Claude Tousignant ait un propos autre que simplement plastique. C’est ainsi
qu'on a identifi¢ Claude Tousignant, par exemple, aux ‘‘espaces
dynamiques’’, a I’‘‘abstraction perceptuelle’’, a la peinture optique,
a la couleur: on I’a donc identifié aux moyens qu’il prenait pour arriver a
ses fins.

““Sculptures’’: une finalité mise en scéne

Une exposition des oeuvres de |’artiste, congue par celui-ci, allait
bousculer la perception quelque peu inversée qu’on a habituellement de son
oeuvre. En janvier-février 1982 un ensemble d’oeuvres réalisées a divers
moments tout au long de sa carriere ou exécutées spécialement pour cette
occasion avaient été réunies au Musée des beaux-arts de Montréal. Certaines
oeuvres étaient connues, d’autres inédites. L’ensemble s’ouvrait sur un
tableau de 1956 et présentait ensuite trois groupes principaux qui pourraient
étre décrits techniquement de la fagon suivante: de petites constructions en
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fig.] Claude TOUSIGNANT, Monochrome orangé. 1956, Email sur toile,
129.5 cm x 129.5 em. Collection de 1'antiste. (Photo: Marilyin Aitken, MBAM.)

bois peint (1959-1961 et 1968), des acryliques sur toile monochromes,
certaines agencées en forme de polyptyques (1973-1981), et, finalement, des
constructions de trés grandes dimensions, en bois peint noir (1981-1982).
L’exposition était intitulée: Sculprures.

Devant le nouvel ensemble d’oeuvres que nous proposait Claude
Tousignant il était, cette fois, difficile de contourner les intentions du peintre.
Celui-ci avait mis divers moyens en oeuvre pour que nous n'y échappions
pas, & commencer par celui qui consistait a court-circuiter ses commentateurs
et a leur imposer un mot comme celui de “*sculpture’, mot qui fait image et
joue a merveille son role d'étiquette d'identification. Cette opération
primordiale de repérage étant réalisée — I'artiste I"ayant effectuée pour nous
— il ne restait plus qu'a associer ce contenu de ‘‘sculpture’’ au contenu que
I'art de Claude Tousignant avait toujours privilégié: celui de la peinture.
Tout dans cette exposition Sculptures, tant les oeuvres que leur mise en
scéne, nous ramenait & la peinture — a commencer par le Monochrome
orangé de 1956 (fig. 1). Apres tout pourquoi celui-ci portait-il en 1956 le
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fig.2 Claude TOUSIGNANT, Monochrome crimson, 1981. Acrylique sur toile,

266.7 x 369.6 x 13.3 cm. Collection de |'antiste. (Photo: Marilyn Aitken. MBAM )

nom de *‘peinture’’ alors que les monochromes de 1981 (fig. 2) se méritaient
celui de “*sculpture’? Avait-on voulu par la attirer notre attention sur leurs
différences manifestes, trop manifestes? Tousignant posait les questions
parce qu’il avait placé dans les salles certaines réponses. Le peintre s'était
lui-méme chargé de situer le débat et de lancer le terme “‘sculpture’ en
espérant peut-étre qu'on lui réponde “‘peinture’’, pour qu'on en arrive i
travers ce jeu de va-et-vient a distinguer la fin des moyens et peut-étre, au-
dela, a pouvoir mesurer I'ampleur de son propos et & reconnaitre a quel point
celui-ci est général et ne se limite pas a I'inventaire et a la promotion des
valeurs plastiques. Car ce n'est pas I'intérieur de I'image — ce qu'elle
représente — ce a quoi elle fait référence — ou ce comment elle est faite qui
intéresse Claude Tousignant mais le fait méme de I'image.

L’allusion & la sculpture, qui nous renvoit a la peinture, et ainsi aux
intentions ultimes du peintre, n’est qu'un indice parmi d’autres du fait que
Claude Tousignant serait revenu, dans ses sculptures récentes monochromes
sur toile, a certaines propositions fondamentales qui ont marqué son oeuvre.
Il les ravivait cette fois-ci en nous les présentant sans fard et sans détour, sans
que notre attention ne soit détournée en aucune maniére. Que I'on consideére
le contenu stylistique (on retrouve, par exemple, dans ses oeuvres récentes ce
goit des formes parfaites qui I’a toujours caractérisé), que 1’on consideére le
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contenu explicite (le fait qu’il s’agisse de sculptures) ou que I’on considere
I’expérience qu’on en a (aussi déroutante soit-elle), 1’on se rend compte que
Claude Tousignant a congu ses oeuvres de telle sorte qu’aucun de ces
contenus, qu’aucun de ces niveaux de 1’oeuvre ne puisse agir comme un
écran qui rejetterait dans 1’ombre les intentions qui guidaient le peintre dans
I’élaboration de son travail. Il n’y a pas dans ses sculptures récentes de
stratégie autre que celle qu’il annongait lorsqu’il écrivait en 1959 dans le
catalogue de 1’exposition Art Abstrait:

Ce que je veux, c’est objectiver la peinture, ’amener 2 sa

source, la ol il ne reste que la peinture vidé de toute chose qui

Iui est étrangere, la ou la peinture n’est que sensation'.

Tous les niveaux de I’oeuvre culminent vers cet objectif, aucun n’y fait
obstacle: ils se relaient les uns les autres pour arriver a celui-la. Bien sir,
cette finalité de I’oeuvre que nous décrivons ici par 'intermédiaire d’une
déclaration de [D’artiste demeure encore treés instrumentale. Claude
Tousignant n’y dit pas, entre autres, les conséquences qu’entrainent une telle
prise de position, conséquences que nous tenterons de dégager au terme de
cette réflexion sur son oeuvre sculpté. En revanche, une telle déclaration
d’intention de sa part a le mérite d’indiquer avec beaucoup de justesse la
relation qu’entretient D’artiste avec l'instrument que constitue pour lui la
peinture et elle ouvre déja la voie a une finalité plus €levée, qui dépasserait la
peinture. A ce propos, il faut souligner combien il est rare qu’on puisse faire
coincider en art contemporain la finalité¢ déclarée par I’artiste et celle que la
critique, a distance et subjectivement, recompose de l’oeuvre. On cite
beaucoup les artistes mais rarement a propos de leurs intentions globales et
de leurs aspirations profondes et il est rare que celles-ci s’identifient de si
pres a un objet. Loin d’y étre plaquées, elles semblent plutdt émaner de cette
oeuvre qui, comme nous le notions plus haut, ordonne les niveaux
stylistique, explicite et vécu de 1’oeuvre pour les enchainer les uns aux
autres, et faire aboutir le plus directement possible a la réalité avec laquelle
Tousignant voudrait nous mettre en contact. Devant une telle oeuvre
la critique n’a plus qu’a enchainer les niveaux et tourner les pages que I’ar-
tiste a préparées. La structure se révele d’elle-méme a la seule lecture des
éléments.

Avant de reconstituer cet enchainement des niveaux nous dirons de
chacun de ceux-ci pour les situer globalement que, en premier lieu, la mise
en évidence d’un premier niveau stylistique voudrait peut-étre contrer I’idée,
répandue, que 1’oeuvre de Tousignant soit a-stylistique, c’est-a-dire, que
I’image du peintre en serait en quelque sorte absente. Ce serait a notre avis

159



pure manoeuvre du peintre que de se cacher derriere son object et cela ne
suffirait pas a éliminer les faits de style. Dans un deuxi¢me temps, le niveau
explicite considérera le fait que Tousignant ait modifié la forme de ses
tableaux pour les faire apparaitre comme des ‘‘sculptures’’. L’étude de ce
second niveau permettra de voir que, a la fois le style et les objectifs du
peintre se sont resserrés et que la cohérence impitoyable qui guidait
I’évolution de son oeuvre s’est doublée d’un souci de clarté lui permettant de
neutraliser et de dominer certaines ambiguités qui s’étaient auparavant
attachées a son oeuvre, les mémes ambiguités que nous évoquions au début
du texte. Enfin, & travers les troisieme et quatritme niveaux, soit
I’expérience vécue et I’intentionnalité de 1’oeuvre, qui sont tous les deux tres
liés, nous verrons que l’expérience de 1’oeuvre en détermine la portée
véritable — ce qui nous permettra de vérifier une constatation que nous avons
déja faite a propos de Tousignant® & savoir que son oeuvre n’est pas une
ocuvre théorique ou conceptuelle parce que, précisément, l’acte de
perception en est toujours le noyau et ce méme lorsque le peintre tend 2
abréger cet acte de perception, comme c’est le cas ici.

Une logique formelle qui est un style

Le premier niveau sur lequel nous nous attarderons a propos des
sculptures récentes de Claude Tousignant est donc ce que nous avons désigné
comme le niveau stylistique. Celui-ci se dessine a partir de certains choix du
peintre qui dans leur récurrence laissent transparaitre une cohérence qui tient
a une personnalité et & une volonté de traiter le monde et de le percevoir selon
certains schemes. Ce niveau échappe probablement & ceux qui ne sont pas
familiers avec I’oeuvre de Claude Tousignant. Pourtant, il semble d’autre
part que ce point de vue s’impose inévitablement avec le temps. Face aux
oeuvres nouvelles de peintres dont la carriere s’échelonne sur plusieurs
années nous sommes tentés de reconnaitre des traits qui étaient déja présents
dans leurs oeuvres, lesquels persistent malgré les changements apparents qui
sont décelés. Ce phénomene de persistance presque rétinienne entraine
d’ailleurs que les choix plastiques et esthétiques d’un peintre ayant atteint une
certaine notoriété finissent par devenir sa marque et par permettre méme de
Videntifier. La frontiere entre la figure du peintre et ses choix devient alors
confuse. Par exemple, méme si Tousignant dit considérer la forme de la cible
comme telle, purement et simplement, lorsqu’on le voit depuis pres de vingt
ans s’associer a cette forme (fig.3) il devient impossible de ne pas faire la
relation et de ne pas noter devant une nouvelle cible de Tousignant que cette
forme appartient au langage du peintre et fonctionne donc aussi en référence
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fig.3 Claude TOUSIGNANT, Accélérateur chromatique 48, 1967. Huile sur toile,

122,2 cm de diamétre. Collection Musée d’art contemporain, Montréal. (Photo: Yvan Boulerice.)

a celui-ci, le réiterant par sa seule présence. Nous sommes devant le cas d’un
peintre qui a réussi a s’approprier les formes symboliques les plus
communes, des formes qui en principe appartiendraient a tout le monde et,
par conséquent, a personne en particulier. En principe seulement. Car la
figure du peintre qui veut se dissimuler derriere des formes neutres finit par la
force méme de sa démarche par passer devant 1’image pour coincider avec
elle.

Toutes ces lectures de I’oeuvre sont un effet combiné de I’oeuvre elle-
méme, du temps et du recul qu’il produit. Parmi tous ces points de vue, nous
nous attarderons surtout au fait que I’accumulation des oeuvres permet de

faire apparaitre et de confirmer certains traits singuliers au peintre, lesquels
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ne se démentent pas d'un oeuvre a ['autre. La neutralité et le caractére
apparemment arbitraire des choix de Tousignant ne doit pas nous tromper: la
question de style y demeure entiere et, dans son cas, il faut la traquer la ot
elle se trouve, derriere ce qui apparemment la nie, soit derriere I'uniformité
et la régularité sans faille.

A travers tout I'oeuvre de Claude Tousignant on peut retracer une
prédilection pour les formes *‘parfaites™”, ¢’est-a-dire des formes pleines, aux
tracés nets et qui sont, selon la définition que la Gesralttheorie en donne
“‘simples, réguliéres et symétriques’’. A I'intérieur de ces formes, rien ne
distingue un détail d’'un autre. Méme le geste du peintre rejoint cette

fig.4 Claude TOUSIGNANT, 3-78-102, 1978. Acrylique sur toile, deux éiéments, 259 cm de diameétre chacun.
Collection de I'artiste. (Photo: Yvan Boulence. )

perfection parce qu'il occulte totalement I'aspect manuel et artisanal du
travail. Les surfaces sont uniformes, les contours réguliers et les répétitions
continues. Dans une de ses dernieres séries, soit celle des douze diptyques de
cibles présentés au Musée d’art contemporain a I"automne 1980 (fig.4), la
prégnance de la forme parfaite s’y retrouvait a de multiples niveaux et ce
jusque dans la constitution de la série: simplicité, régularité et symétrie
marquaient autant la cible, la paire de cible que la série elle-méme, laquelle
¢tait répartie en deux séquences qui, en plus de comprendre un nombre égal
d'éléments (six chacune), se répondaient |'une l'autre comme dans un
miroir.
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fig.5 Clande TOUSIGNANT, Petit relief, 1959. Acrylique sur bois,
30.5 x 50.8 x 15,2 em. Collection Mme Denise Pelletier, Longueuil
(Photo: Marilyn Aitken, MBAM.)

La perfection et la plénitude de la forme se remarquaient déja dans les
petites sculptures sur bois des années 1959, 1960 et 1961 (fig.5). La
composition qui semble trés morcelée y crée en fait un ensemble compact qui
ne fuit par aucun cOté et qui épouse encore parfaitement la forme
rectangulaire du cadre sur laquelle repose I'oeuvre.

Non seulement Claude Tousignant préfere-t-il les formes simples mais il
tend ostensiblement vers une plus grande simplicité et vers un dépouillement
de plus en plus achevé. Par exemple le début d’une série verra se développer
des formes plus complexes que celles qui apparaissent en fin de série. Claude
Tousignant semble vouloir terminer 1'exploration d'une idée en offrant la
version la plus abrégée, celle qui mettra de coté tout ce qui n’en constitue pas
la quintessence. Ce mouvement vers le dépouillement le plus complet
s'observe sur de courtes durées, par exemple lors de la production, de 1978 a
1980, d’une série comme celle des douze diptyques de cibles (fig.4). Au
début de la série, les cibles contenaient trois zones et étaient colorées: au
milieu de la série elles n'en contenaient plus que deux mais elles étaient
encore colorées. Le numéro douze, soit le demier de la série, n'était plus
qu’un cercle a peine bordé qui faisait abstraction de la couleur, n'étant traité
qu'en valeurs de noirs plus ou moins gris. Ce mouvement de simplification



s'observe également sur de plus longues durées, comme la période de vingt-
deux ans qui sépare ses premieres sculptures sur bois de ses toutes récentes.
De 1959 a 1973, ou des sculptures sur bois aux premieres sculptures
monochromes sur toile, Tousignant montre qu’il renonce aux jeux
d’équilibre inscrits sur la surface pour les remplacer par un équilibre
parfaitement réalisé dans une forme dont la surface est pleine et en tout point

uniforme.

fig.6 Claude TOUSIGNANT, Sculpture, 1973-1974 Email sur toile, trois éléments, 280 x 289 x 4.4 ¢cm
chacun. Collection Galerie nationale du Canada, Ottawa. (Photo: Marilyn Aitken, MBAM.)

A I'intérieur méme de I'ensemble des sculptures monochromes sur toile,
on peut retracer la méme progression vers le plus simple. La premiére
sculpture sur toile, le triptyque d’arches noirs de 1973-1974 (fig.6), présente
une forme complexe combinant le carré et le cercle, alors que les plus
récentes sculptures sur toile, soient celles de 1981, sont des carrés parfaits
dont chaque cOté mesure cent cinq pouces.
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Tout au long de I’oeuvre de Tousignant, a chaque fois que la présence de
la forme simple et parfaite se fait plus marquée, la réduction de la forme
entraine avec elle celle de la couleur. Celle-ci fait de plus en plus corps avec
la forme. La couleur ne trace aucun motif qui viendrait faire diversion; elle
réitere plutét la perfection, la simplicité et I’unité de la forme. Au lieu de
faire apparaitre des motifs, la couleur fait apparaitre ses propres qualités
physiques: sa texture, son opacité, sa luminance et ses dimensions, bref tout
ce qui révele 'ici et le maintenant de la couleur. Car chez Tousignant, il n’y
a pas d’idée de la couleur; il n’y a que des matieres concretes colorées —
spatialisées et temporalisées.

Sculpture ou peinture

Claude Tousignant traite la forme de facon a ce qu’elle détermine, en plus
du programme chromatique de I’oeuvre, son format. Qu’il préfere découper
la forme plutdt que de la dessiner n’est pas un fait nouveau dans son oeuvre.
L’exemple le plus éloquent demeure sans doute le passage qu’on observe en
1965 de la cible dessinée 4 la cible ayant un format de cible laquelle devenait
un véritable tableau circulaire. La plus parfaite coincidence entre le format et
la forme demeure cependant le concept du ‘‘tableau monochrome’. En
confondant format et forme, Tousignant empruntait 2 la manieére d’un
sculpteur. En effet, le sculpteur ne se contente pas de dessiner sur une
surface; il détermine aussi la forme de ses surfaces ainsi que les coordonnées
qu’elles occuperont dans I’espace. Cette description générale de la sculpture
— qui ne rend pas compte de toutes les sculptures mais stirement du plus
grande nombre d’entre elles — pourrait fort bien s’appliquer au processus
d’élaboration qui 1’a conduit aux sculptures monochromes sur toile
quoiqu’elle convienne également bien & des oeuvres plus anciennes. Les
préoccupations du sculpteur sont présentes chez ce peintre depuis plus
longtemps qu’on ne le croirait a prime abord. Le statut d’objets dans 1’espace
qu’acquéraient les cibles, totalement affranchies du cadre rectangulaire du
tableau, en témoignaient déja dans les années soixante.

Pour bien mesurer 1’ambivalence peinture/sculpture, il faut cependant
s’empresser de noter, a propos des formes que 1’artiste choisit, qu’elles sont
proches de la peinture. Dans les salles de 1’exposition — pourtant dite de
“‘sculptures’” — toutes les surfaces planes qui faisaient face au specateur,
qu’elles soient appuyées au mur ou non, n’étaient pas sans rappeler la
peinture: son hiératisme, sa perpendicularité et sa frontalité — toutes
caractéristiques prolongeant celle de la planéité du support.

D’autre part, lorsque le peintre se rapproche d’une notion plus orthodoxe
de la sculpture et qu’il intégre plus ouvertement des procédés de
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fig. 7 Claude TOUSIGNANT, 4/9. 1981-1982. Construction. (Vue particlle.)

(Photo: Manlyn Aitken, MBAM )

construction, comme c'était le cas dans les petites sculptures sur bois
réalisées entre 1959 et 1961, 1l se rattache alors & une forme mitoyenne entre
la sculpture et la peinture soit celle de relief. Le relief maintient la présence
d'un plan et il exclut les débordements trop exubérants dans la troisiéme
dimension. Le cadre de ces petites sculptures en bois y joue un role
déterminant, trés proche de celui du cadre en peinture, qui agit
traditionnellement comme une limite a I'intérieur de laquelle on pénétre mais
dont on ne sort pas.

Il apparait donc que le rapport qui subsiste avec la peinture va plus loin
qu'un simple rapport formel. Les oeuvres environnementales de 1'exposition
Sculptures, 419 et 420 (fig.7 et 8), nous le confirment. Dans ces oeuvres,

Claude Tousignant a sacrifié le cadre mais il en a conservé la fonction,
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fig.8 Claude TOUSIGNANT, 420, 1981-1982. Construction. (Vue partielle.)
{Photo: Marilyn Aitken, MBAM.)

remplie ici par les murs, le plafond et le plancher de la piece. Chez lui, la
fonction du cadre a toujours ¢été primordiale: le cadre est ce qui limite la
composition et en méme temps ce qui la génére, il en est le modele. Le cadre
fixe les bormes de |'oeuvre et fait se renvoyer I'intérieur de 1'oeuvre a la
configuration méme de ses limites. Les oeuvres 4/9 et 420 avaient été
congues selon cette optique et elles répondaient, selon les voeux méme de
Tousignant, a la configuration de la piece. Elles formaient chacune un tout
global comparable a ses sculptures ou a ses peintures plus anciennes.
Tousignant faisait jouer a une piece a un lieu architectural clos, les roles,
physique et conceptuel, de limite et de support de l'oeuvre qu’'il avait
autrefois dévolus au cadre. 1l en résultait une peinture tridimensionnelle, a
I'échelle d une piece.



L’obsession de la symétric qui marque l’élaboration de toutes les
sculptures de l’artiste, y compris les oeuvres environnementales, nous
raméne elle aussi dans le champ de la peinture, avec autant sinon plus de
force. La symétrie des oeuvres impose a notre regard et a notre concsience
’axe médian autour duquel elles s’ordonnent et, de cette fagon, nous impose
un point de vue imaginaire fixe situé devant I’oeuvre et passant par son
centre. La symétrie et le point de vue mental fixe qui lui est tributaire
recréent des conditions semblables a la frontalité du tableau qui, elle aussi,
privilégie un point de vue parmi tous les autres. Et le fait que le spectateur
puisse se promener a I’intérieur de 1’oeuvre et la voir sous toutes ses facettes
ne réussit pas par ailleurs 2 enlever la primauté de ce point de vue.

Nos observations stylistiques ont fait ressortir ia permanence de la vision
du peintre méme lors des incursions de 1’artiste hors de la peinture. On aura
peut-étre ici ’impression d’avoir déja gliss€ de D’analyse stylistique a
I’analyse du propos explicite des oeuvres. Or nous n’avons fait que refléter la
facon dont la démarche de Tousignant lie intimement les différentes niveaux,
au point qu’il est presqu’impossible de les distinguer. Au moment oll nous
parlons de forme parfaite et de Gestalttheorie il est déja question de peinture
ou de sculpture et déja il ne faut plus faire référence a celles-ci que pour le
point de vue qu’elles imposent et c’est alors vers le spectateur, vers son
expérience de 1’oeuvre, qu’est dirigée notre attention.

Une qualité d’objet

Figeons pour un instant cet enchainement accéleré pour que nous
puissions maintenant examiner ce que nous avons désigné comme le contenu
explicite de la proposition ‘‘Sculptures’’, soit I’emphase mise par le peintre
sur I’aspect sculptural de son oeuvre.

Nous sommes déja, a ce stade, averti du caractere ambivalent des
peintures et des sculptures de 1’artiste. Nous avons fait valoir que les
peintures de Tousignant avaient tendance a se présenter comme des
sculptures parce que, autant la forme que la couleur y détenaient un caractere
d’objet. De leurs c6tés, ses sculptures conservaient quelques-uns des traits
caractéristiques structurels de la peinture, soit la frontalité, la présence d’un
cadre-limite et également celle d’un point de vue privilégié imposé au
spectateur par la symétrie qui ordonne les oeuvres.

L’ambiguité peinture/sculpture a une fonction trés importante par rapport
a la proposition Sculpture: c’est elle qui en donne la véritable résonnance.
Sans cette ambiguité, elle serait une proposition conceptuelle vide de toutes
significations alors qu’ici elle couronne un passage qui s’est effectivement
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produit dans I’oeuvre du peintre. Si, d’autre part, Claude Tousignant n’avait
pas fait le geste de poser par terre le tableau et de nomme ‘‘sculpture’’
I’oeuvre ainsi concue, I’ambiguité serait restée enfermée sur elle-méme et
serait peut-étre restée lettre morte comme ce Monochrome orangé de
1956 dont Tousignant dit qu’il n’a pas provoqué, a 1’époque, la réaction qu’il
attendait’. Vingt ans plus tard, il reprend 1'idée. Mais sans presque rien y
changer, il décide de faire parler son oeuvre et de la faire déborder de son
discours sur elle-méme. Le Monochrome orangé de 1956 et les
monochromes de 1981 sont a peine différents et pourtant ils appartiennent &
deux mondes. Ils mettent tous deux de I’avant un méme degré d’abstraction
et presque le méme qualité d’objet. Cependant, il est beaucoup plus clair
devant celui de 1981 qu’il s’agit d’un objet. Dans le Monochrome orangé de
1956, tout devait se passer a 1’intérieur de I’oeuvre, comme c’est d’ailleurs
toujours le cas dans la peinture. H nous est permis de croire
rétrospectivement que cela n’était pas suffisant pour bien situer I’oeuvre dans
son propos. En prenant possession du plancher et en s’épaississant — les
monochromes de 1981 ont jusqu’a cinq pouces d’épaisseur — les
monochromes récents démontrent qu’ils ne sont pas simplement a regarder
ou i contempler a I’instar d’un image quelconque, qu’elle soit figurative ou
abstraite. En I’appuyant au sol, Claude Tousignant détache la peinture d’elle-
méme et la montre comme ayant les caracteres essentiels d’un objet usuel qui
se tient au sol de fagon autonome. Il faut faire remarquer ici que
Claude Tousignant n’intervient pas dans 1’objet (sauf pour I’épaisseur) mais
dans la situation de 1’objet, dans le point de vue qu’on a sur lui: il montre
bien ainsi que le peintre n’a fait que mettre en perspective 1’objet de sa
recherche.

En opérant un déplacement dans I’espace, Claude Tousignant nous pointe
du doigt le lieu dans lequel I’oeuvre agit dorénavant, soit I’espace réel de la
piece ol l'oeuvre est présentée (fig.9). L’oeuvre a définitivement quitté
I’espace des images et a conquis ’espace des objets. Un tel dénouement était
prévisible dans le cas d’une oeuvre qui a toujours voulu briser ses liens avec
la représentation et avec I’espace spéculaire dans lequel on peut se projeter: si
elle poursuivait sa logique, elle devait inévitablement passer dans une autre
catégorie, celle de la sculpture, qui exclut le dessin et la représentation
fondée sur celui-ci — et ce juste avant d’accéder a une derniere catégorie,
soit celle des objets, excluant définitivement toute représentation.

Soulignons en dernier lieu que la volonté de clarification du propos que
nous avons vue a I’oeuvre va jusqu’a faire appel au terme de ‘‘sculpture’’
pour constituer le titre de ’exposition. La chose était d’autant plus adroite et
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efficace que le musée, qui se charge d'habitude d'octroyer ce genre
d'étiquette, avait acquiescé a la volonté du peintre avec beaucoup de
collaboration, en omettant les guillements 4 *‘sculptures’ — ce qui a
confondu, pour le plus grand bien de la proposition de Tousignant, le
discours du savoir et de I'autorité et le discours esthétique.

F

fig.9 Claude TOUSIGNANT, Rouge, 1977-1978. Liguitex sur toile, deux éléments,
259 x 259 x 3.5 em chacun, Collecnon de armiste. (Photo: Musée d'an comemporun, Montréal. )

L’expérience de la déroute

La valse-hésitation que nous avons fait jouer entre la peinture et la
sculpture ne se stabilise, au bilan, ni sur ['une ni sur ["autre. Au contraire,
elle nous a fait glisser dans de nouveaux territoires qui intégrent des notions
non-artistiques tel que I'espace réel et I'objet. L'aspect hybride de ces
peintures/sculptures tend a les repousser dans la zone non-déterminée o I'on
retrouve les objets et peut-étre aussi 1'architecture. Si nous pouvons, i
distance de ces objets et avec le recul, en parler comme des peintures ou des
sculptures, le premier contact que nous avons avec ces objets nous ramene a
une expérience commune, plus proche de celle de 1'architecture que de celle
de I'oeuvre d'an. Il est inévitable que nous réfléchissions a ces objets comme
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a des peintures ou a des sculptures, mais il est peu probable que nous les
regardions comme tel au premier abord. Devant 1’uniformité des surfaces des
monochromes, devant 1’instantanéité de perception que permet ’extréme
simplicité de I’image et devant le caractere d’évidence que Tousignant donne
a ses oeuvres, la réaction du spectateur semble étre de marcher, de parcourir
la salle qui contient ces oeuvres, sans s’arréter spécifiquement devant aucune
d’elles. La perfection de la forme incite a passer outre car ce qui est parfait —
toujours dans le sens de la Gestalttheorie — n’attire pas I’attention. Que
percevoir lorsqu’il n’y a rien a percevoir, aucun défaut, aucune irrégularité,
aucun écart. La réaction du spectateur semble étre la méme que dans une
oeuvre environnementale, qu’il découvre et expérimente en la parcourant.
Devant les oeuvres récentes de Tousignant, le spectateur, de regardeur,
devient marcheur. C’est en marchant que celui-ci expérimente le mieux et le
plus rapidement la force de la couleur, la présence des matieres, leur réaction
a la lumigere et tout ce qui fonde la présence troublante de ces objets colorés.
C’est aussi par I’expérience de la marche que se constate et se vérifie le
mieux la démesure qui caractérise des oeuvres comme 419 et 420 (fig.7 et 8)
lesquelles avaient été construites spécifiquement pour I’exposition du Musée
des beaux-arts: elles étaient assujetties a la mesure des salles qui les
contenaient, a la mesure d’une architecture plutdt que d’une dimension
humaine.

La marche exprime notre déroute. Ou fixer notre attention et ol se fixer
lorsque la structure des oeuvres saute aux yeux et que la forme a atteint [’état
le plus avancé de simplicité? Au Musée des beaux-arts, les petites sculptures
sur bois étaient placées comme dans des écrins lumineux et elles attiraient de
cette facon le regard scrutateur (fig.10) mais, des la salle suivante (fig.11)
qui contenait les premieres sculptures monochromes sur toile, les oeuvres
s’imposaient violemment, d’un seul regard. Devant ces dernieres, notre
attention était littéralement ‘‘déroutée’’ et elle glissait sur celles-ci comme si
rien ne la retenait — provoquant ainsi notre fuite en avant. L’idée de déroute
décrit ce comportement et elle rend compte aussi de ce sentiment d’étre
dominé par des objets impossibles & s’approprier parce qu’ils affichent trop
ouvertement leur présence et évacuent trop radicalement les significations
manifestes qui nous permettraient de nous y raccrocher.

L’expérience de la déroute qualifie le premier contact que nous avons
avec ces oeuvres mais il y a peu de chance qu’elle se poursuive au dela. Le
contexte muséographique dans lequel les oeuvres furent présentées
contribuait le premier 2 apaiser cette déroute: il infusait petit a petit un autre
sens a ’expérience des oeuvres. D’#abord, comme premier effet, il donnait a
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fig. 10 Vue d'une salle de I'exposition Sculpiures. Musée des beaux-ans de Montréal, 1982
(Photo: Manlyn Aitken, MBAM )

I’expérience un sens chronologique, une direction dans le temps. Le fait qu’il
s'agisse d'une présentation muséographique permettait aussi de faire rejouer
le film de la déroute, de faire revoir le passé et le présent et de pouvoir ainsi
distinguer progressivement des enchainements. A cet égard, il demeure
particulierement intéressant pour un ensemble d'oeuvres aussi déconcertant,
faisant nécessairement choc avant de faire sens. que la sens, que la
succession des salles de I'exposition fasse un boucle de sorte qu'au terme de
sa visite le spectateur revienne au tout début du parcours et soit de cette fagon
invité & refaire le trajet. La multipilcité des objets et leur diversité avaient
strement contribué, au premier contact, a accentuer |'effet d'étrangeté vécu
par le spectateur. Mais, dans ce contexte muséographique qui permettait et
méme favonsait des retours en arriere et des va-et-vient incessants, la
diversité des objets incitait a les mettre en perspective et les faisait s'éclairer
mutuellement. L exposition — surtout de par son titre **sculptures’ — posait
aussi des choses différentes comme étant équivalentes. La proposition,
d’abord énigmatique, finissait par faire image et par nous renseigner sur les
intentions de peintre. La métaphore que constitue le titre contribuait a unifier
un ensemble qui a premiére vue semblait disparate. Par comparaison les
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fig. 11

Vue d’une salle de 'exposition Sculprures. Musée des beaux-arts de Montréal, 1982,
(Photo: Manlyn Aitken, MBAM.)

oeuvres se dévoilaient petit a petit et les rapports que I'on pouvait faire entre
les oeuvres de I'exposition devenaient multiples. Nous en avons déja fait ici
quelques-uns et tout visiteur un tant soit peu attentif en aura srement fait
plusieurs. Dans le texte du catalogue, Normand Thériault établissait lui aussi
plusieurs liens entre les éléments de I’exposition dont nous citerons un
exemple ici qui ramene cette notion de “*boucle™: il rapprochait les oeuvres
les plus anciennes et une des oeuvres les plus récentes, 420, pour indiquer le
retour du theme de la profondeur de l'espace, abordé dans les petites
sculptures sur bois et abordé aussi dans 420 mais, cette fois-ci, & une échelle
monumentale et réelle, a une échelle architecturale’.

On pourrait étre tenté de faire se résorber entierement ’aspect déroutant
de cet ensemble d’oeuvres dans un ordre soit stylistique, muséographique ou
simplement discursif. Mais il ne faudrait pas oublier pour autant le malaise
que nous ressentons devant les oeuvres et que celui-ci demeure réel, malgré
toutes les remarques, stylistiques ou autres, que nous faisons a leur propos. 1l
faut se méfier du recul que nous fournit le musée. Le musée tend trés souvent
a faire passer l'ensemble de I'oeuvre pour l'oeuvre. La muséologie
fonctionne presque toujours dans la transitivité et ne se fixe sur un objet que



fig. 12 Claude TOUSIGNANT, Monochrome noir (Thanatos). 1981. Acrylique sur toile
266.7 x 369.6 x 13,3 cm. Collection de 'artiste. (Photo: Marilyn Aitken, MBAM )

pour parler du suivant ou du plus grand ensemble dont il fait partie. A cet
égard la mise en place de la salle ol se trouvaient les premiéres sculptures sur
toile (fig. 12) était exemplaire car, en créant un monde, enfermé sur lui-
méme, d'objets colorés qui s’entrechoquaient, elle maintenait I'effet de

déroute. La disposition des oeuvres réussissait a échapper a |'effet du temps



qui coule et elle transmettait sans I’édulcorer I’impact réel des oeuvres de
Tousignant: leur irréductibilité ressortait comme jamais auparavant a travers
I’hétérogénéité un peu exacerbée de cette salle.

Au-dela de Pabstraction, I’opacité du signe

L’expérience de ces oeuvres est déroutante parce que Tousignant nous
met en face de ce que nous sentons comme quelque chose d’irréductible, qui
ne peut pas €tre saisi par la pensée puisqu’il a atteint un degré ultime
d’abstraction. L’abstrait a basculé dans le concret le plus irréductible; 1’objet
n’a plus que ses caractéristiques physiques a nous livrer.

La présence, dans le musée, d’objets d’art qui indiquent une volonté tres
nette d’étre percus comme de simples objets, perturbe 1’ordre normal. Le
musée, producteur par excellence de signes et pur produit symbolique, nous
met, dans le cas des sculptures récentes de Tousignant, en face de quelque
chose qui est trop concret pour qu’il puisse é&tre projeté au niveau
symbolique. Les oeuvres jouent le jeu de nous priver du sens qu’un lieu
comme le musée diffuse d’habitude si généreusement. Un peu comme si le
peintre, plutét que de produire du sens, le retenait et faisait tout en son
pouvoir pour extraire I’objet-peinture ou 1’objet-sculpture du monde de 1’art
et de la signification. Tousignant, en effet, a déployé tous ses efforts afin de
ramener 1’objet d’art & un simple statut d’objet, c’est-a-dire & une expérience
des éléments concrets de la peinture. L’intervention de Claude Tousignant
serait donc a I’exact opposé de celle de Marcel Duchamp. Ce dernier
faisait accéder l’objet usuel au statut d’objet par le seul pouvoir de
I’artiste d’instituer 1’objet en objet d’art alors que Tousignant s’approprie
une forme d’art et la rend la plus abstraite possible, jusqu’a ce qu’elle ne
soit plus qu’un objet. Duchamp parasitait le musée en y intégrant un objet
usuel qui devenait par contiguité, par le simple fait de sa présence dans le
musée, un objet d’art. Tousignant, a I’inverse, se place dans le musée pour
nous faire constater que sa peinture n’est plus comme les autres peintures du
musée, qu’elle est devenue un objet et qu’a ce titre elle contraste maintenant
avec le musée.

A aucun moment cependant le geste de Tousignant ne peut étre saisi
comme une dérision. L’image qu’il donne de la peinture met en valeur les
moyens intrinséques de la peinture: la surface, le format et la couleur, c’est-
a-dire, remarquons-le, les mémes moyens qu’exploitent et que valorisent les
peintres de la couleur. Parce qu’il a conservé les moyens de la peinture,
Tousignant montre bien que son oeuvre, loin d’en étre une critique, en serait
plutdt un hommage. Cet hommage s’adresse autant a la peinture qu’a un
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certain idéal qu’elle s’était posée au début du siecle: celui de I’abstraction.
La recherche de cet idéal est & la source des plus grandes découvertes de 1’art
moderne; c’est elle qui a permis de mettre a jour les ressources de la peinture
en tant que langage et elle en a permis le renouvellement constant auquel
nous assistons depuis le début de vingtieme sie¢cle. L’abstraction a connu un
sort semblable a4 celui qu’on notait a propos de 1’oeuvre de Claude
Tousignant: on a eu tendance a ne retenir d’elle que ses effets. Pour un
peintre, I’abstraction s’est rarement constituée en tant qu’objectif: le plus
souvent, des recherches sur la couleur, la forme et méme la représentation
ont pris le relais d’une recherche qui avait pour point de départ 1’abstraction
comme prétexte. Par sa quéte d’un tableau sans image, parfaitement vide et
monochrome dans lequel il est impossible de se projeter, Tousignant renoue
avec cet idéal de 1’abstraction, dont il nous montre aujourd’hui qu’il n’avait
pas été entierement exploré.

Claude Tousignant pousse ’expérience de l’abstraction a ses limites.
Plut6t que de s’arréter aux retombées que provoque une abstraction de plus
en plus grande, il la mene jusque la ou elle ne produit plus rien, sinon une
pure matérialité, banalisée, qu’il serait impossible de reporter & un niveau
symbolique. Tousignant réussit a placer la peinture dans un contexte ot elle
n’est plus que matiere, dégagée de toute signification surajoutée.

En agissant de la sorte Claude Tousignant intervient dans un domaine qui
n’est plus limité a I’esthétique et qui souléve plus généralement le probleme
du signe, tel qu’il se pose dans tous les langages et, nous irons méme plus
loin, dans tous les échanges symboliques. En refusant de faire signifier ce qui
semble avoir pour fonction de signifier, en refusant d’associer matiere et
signe et en faisant voir les résultats d’une telle opération, Tousignant géle un
systtme d’échange et il fige I’économie du signe. Il refuse de la faire
fonctionner dans son sens habituel et la fait régresser jusqu’au moment ol
elle ne produit plus rien, sinon une présence de matiere. Et, on le sait, les
significations s’échangent mais la présence, elle, ne s’échange pas: elle ne
peut pas faire I’objet d’un échange.

Les oeuvres abstraites de Tousignant ne se proposent pourtant pas comme
des simulacres de signes, mais bien comme de véritables signes, qui se
refusent cependant a participer a cette interaction généralisée et obligée
qu’est 1’échange des signes, échange perpétuel qui maintient en vie le
systtme d’échange d’abord, les institutions, les pratiques et tout le corps
social.

Il n’y a ni cynisme, ni nihilisme dans une telle attitude car la mise en
scéne de I’absence de sens n’est que provisoire et n’est, précisément, qu’une
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mise en scéne. Ainsi il n’y a pas de paradoxe a débusquer une intentionnalité
dans un geste qui se refuse a signifier car ce n’est que le tableau qui se refuse
a signifier: le peintre, lui, agit et signifie, par son geste, dans un domaine
plus vaste. L’artiste fait apparaitre que le signe n’est pas réductible a sa
simple signification, et encore moins a sa fonction, qu’il n’est pas que valeur
d’échange, que tout ne s’épuise par sur le mode de la consommation et que
toute matiére ne se transforme pas en valeur échangeable. Claude Tousignant
réclame, et en ce sens sa démarche est tres actuelle, 1’opacité du signe, ce
signe-matiére trop vite traduit, coté, codé et volatilisé dans un circuit
d’échange.

En ébranlant, le temps d’une oeuvre, 1’équilibre tout-puissant de
I’économie du signe, Claude Tousignant, risque de se retrouver au ban d’un
systtme qui admet mal les contradicteurs: il est difficile d’apprécier ce
systeme et d’admettre en méme temps que 1’oeuvre de Tousignant I’enraye.

En faisant naitre le sens par une présentation en coupe du signe, Claude
Tousignant se place dans le débat fondamental de la production du sens. Non
pas du point de vue de I’émetteur et du récepteur, entre qui le probleme du
sens se réduit a un simple probleme de compréhension — & un simple
probléme de circulation du sens — , mais a un niveau plus critique et plus
inconfortable, celui oll se questionne la probabilité méme d’un lien entre la
matiere et le sens — dont Claude Tousignant nous fait dire qu’ils ne sont
peut-&tre pas aussi bien ajustés que la théorie du signe voudrait nous le faire
croire.

France Gascon
Conservatrice

Musée d’art contemporain
Montréal.
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Notes

Texte préparé a partir d’une conférence présentée au Musée des beaux-arts de Montréal lors de ’exposition Claude
Tousignant: Sculptures (15 janvier-21 février 1982).

Claude Tousignant, né a Montréal en 1932, a commencé & exposer au milieu des années cinquante et il était alors
associé & un groupe de peintres, connu comme *‘les Plasticiens’’ qui, en se réclamant des enseignements de Mondrian,
pratiquaient une peinture abstraite et géométrique aux formes épurées. Par la suite, le dynamisme de I’espace coloré
s’est imposé comme le theme central de la production de I'artiste. Claude Tousignant a exposé au Canada, aux Erats-
Unis et en Europe. La Galerie nationale du Canada lui a consacré une rétrospective en 1973. Son oeuvre compte des
peintures, des sculptures et des estampes et il a aussi réalisé, plus récemment, des installations in situ.

1 Claude TOUSIGNANT, “‘Pour une peinture évidentielle”, dans le catalogue de 1’exposition Art Abstrait, Ecole des
Beaux-Arts de Montréal, 1959, (n.p.).

2 Voir I’analyse que nous avons élaborée dans le catalogue Claude Tousignant: Diptyques 1978-1980, Musée d’art
contemporain, Montséal, 1980, p. 5.

3 Cité par Normand THERIAULT, dans le catalogue de I’exposition Claude Tousignant: sculptures, Musée des
beaux-arts de Montréal, 1982, p. 36.

4 Normand THERIAULT, op. cit., p. 44.
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RESUME

Claude Tousignant:
To Sculpt in Order to Paint

Claude Tousignant is best known as a painter. His name has been associated
with the Montréal Plasticiens and he has always advocated abstract and geometric
painting. His work spans a good twenty-five years and comprises a number of
pieces which he himself calls ‘‘sculptures.’” He uses the term to refer as much to
reliefs and wood constructions he did in the fifties and sixties as to more recent
works that are in fact free-standing paintings. Tousignant made this ambiguity
between painting and sculpture the centre of an exhibition which brought together
his sculpted work since 1956 at the Montréal Museum of Fine Arts in January-
February 1982 under the title Sculptures.

This change of direction by the painter towards sculpture was clearly in keeping
with some of the objectives which had determined the course of his painting since
the mid-fifties. The exhibition showed the main characteristics of the artist’s work:
his preference for simple forms, his appropriation of the most common forms and a
perfect correspondence between colour and form. The objects exhibited at the
Montréal Museum of Fine Arts retained, from painting and sculpture, more than
their intrinsic methods; they also involved the attitude of the spectator who normally
relates differently to painting and sculpture but who, confronted with these hybrid
objects, was forced to abandon such distinctions.

The monochrome sculptures created by Claude Tousignant since 1974 have the
quality of objects. Standing on the ground rather than hanging on a wall, these
‘“‘paintings’’ enter into the space of objects. In this way they sever, even more
radically, any possible anecdotal link as they attain another type of imaginary space,
a space where the real triumphs: an architectural space.

The keynote to the way the spectator experiences these works is disconcertment.
Deliberately voided of any predetermined meaning, these works are left to reveal
their *‘presence,’’ that is to say, their physical characteristics. It is possible to see
that, in this way, Claude Tousignant has reached a goal he had set for himself a long
time ago: a painting ‘‘void of anything alien to it, a painting which is pure
sensation.”” But he goes further in that his work addresses the larger problem of
symbolism: he shows that the sign cannot be reduced to its meaning and he insists
on its ‘‘opacity’’ as an obstacle against too quick a substitution of its meaning.
Tousignant reminds us that the sign is first of all a “‘presence’” and, as such, it
cannot be the object of a substitution.

France Gascon

179



BOOK REVIEWS / COMPTES RENDUS

Maurice Cullen 1866-1934

Sylvia ANTONIOU

Agnes Etherington Art Centre, 1982
Edition bilingue, 115 pp., 70 ilis., $10.00

Parlant de la nature, on reconnait
d’emblée dans I’impressionnisme une
attitude plus simple, plus directe et un
champ plus restreint.
L’impressionnisme s’ouvre 2 la nature
passivement, il ’aborde dans un état
d’entiere disponibilité visuelle et cher-
che a la connaitre dans ses effets opti-
ques. Il est assez évident qu’une telle
attitude pouvait fournir a ’art matiere
a d’importantes conquétes, mais
c’était matiere a penser ...
Paul KLEE,
Approches de lart moderne'.

Le catalogue est celui qui accompagne
I’exposition ouverte a l'automne 1982 a
Kingston, puis, mise en tournée’ et pour
laquelle ont été réunies 72 oeuvres de Mau-
rice Cullen ainsi que le buste en bronze de
I’artiste par Alfred Laliberté. En 1’année
consacrée a Claude Lorrain, voila que ’on
nous donnait rendez-vous avec une autre
célébrité de la peinture paysagiste, celle-ci
plus ‘‘locale’’. Sans qu’il en soit du prétexte
chronologique — Maurice Cullen aurait
aujourd’hui 116 ans, et 48 années sont pas-
sées depuis sa mort — cette exposition
rétrospective s’inscrit dans un série de mani-
festations que ’AEAC a, depuis quelques
années et selon la disponibilit¢ des cher-
cheurs, consacré a des artistes canadiens de
la fin de XIXe siecle’.

Cullen, ’homme, sa peinture, voici un
sujet qui se prétait tout & fait a I’exercice
d’une rigoureuse mise au point. Voila un
peintre exclusivement paysagiste, constant
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avec sa formation (“‘If I had to abandon
nature for abstract pattern, I would give
nature up and become a rugmaker’ ™), et dont
les étapes de la carriere sont depuis long-
temps connues: ‘‘Paris, la Normandie, la
Bretagne, Venise, I’Algérie, Québec, Mon-
tréal, les Laurentides®.’” Rapin & I’Ecole des
Beaux-Arts de Paris au temps ou la révolu-
tion impressionniste commengait & se faire
apprécier (nous sommes en 1888), Cullen
noue des liens profonds et durables avec ses
compagnons de premiere heure: Blair Bruce,
Brymner et surtout James Wilson Morrice
qui lui feront voir du paysage. On avait, il y
a peu de temps, suggéré une relation directe
avec le norvégien Frits Thaulow alors actif a
Paris. Faute de preuves, le contact est main-
tenant contesté’. Il en demeure pas moins
que Cullen aura subi ’ascendant de cette
sorte de naturalisme élargi et que le rappro-
chement est intéressant. Il aurait fallu pren-
dre le risque d’en proposer d’autres ...
‘‘Back in Canada’’, c’est sous I’étiquette
impressionniste que Cullen traverse tranquil-
lement quarante-quatre années de vie de
peintre indépendant. Ancré a2 Montréal qu’il
quitte régulierement pour des excursions sur
les bords du Saint-Laurent, Cullen est regu 2
1’Académie Royale, membre fondateur du
Pen and Pencil Club et professeur & temps
partiel des cours en plein air de ’Art Asso-
ciation of Montreal. Assurément, ce
peintre-]a peint, expose et vend beaucoup.
Cependant, on n’a pas chercher a évaluer le
volume de sa production que 1’on doit présu-
mer dépasser aisément le millier de tableaux.
En 1918, Cullen regoit son unique véritable
commande: il est enregimenté sous le Memo-
rial War Records. En 1922, on le sait occupé
a compléter cinq grands tableaux; est-ce la
I’ensemble de sa production du temps de
guerre? A compter de 1923 s’instaure avec



le marchand d’art William Watson une fran-
che association: ‘‘He painted very slowly,
and I would have to put paintings aside, col-
lecting them for a year, to have enough to
make an exhibition’.”’ Il en tiendra douze,
annuelles, dont les ventes au dire de Romain
Gour, auraient réunies $175,000%. Plusieurs
de ces achats auraient été réglé par des Amé-
ricains. Est-ce qu’un chercheur va bientot se
mettre 2 retracer tout ce patrimoine?

Apres le déces du peintre, va se consti-
tuer une abondante hagiographie, ce qui est
assez normal vu la hauteur de la renommée,
mais, qui continue de peser de tout son poids
sur notre bibliographie critique. Trois
auteurs ont depuis préparé des Cullens
importants: des 1934, celui apologétique de
W. Watson; en 1952, celui plus discret mais
tellement mieux senti de Romain Gour; enfin
le plus fastueux, celui de Jouvancourt paru
en 1978. Pour terminer ce rappel Cullen, il
faut compter avec une exposition majeure
(88 oeuvres, plus un catalogue) organisée en
1956 par le fils adoptif et disciple, Robert
Pilot pour la Art Gallery of Hamilton qui la
fit circuler a Toronto, Ottawa et Montréal.

Alors quoi de neuf aprés 26 années et
quid de cette reprise? D’abord, 1’essentiel de
I’oeuvie peint est fort probablement déja
entré dans les collections publiques (40 oeu-
vres en proviennent, plusieurs autres y figu-
reraient avantageusement), les fonds les plus
importants sont conservés a Ottawa (GNC)
et 2 Hamilton (AGH). Pour illustrer la parti-
cipation de guerre, seuls deux tableaux pro-
venant du Musée national de 1a Guerre, mais
pour lesquels Hamilton et Ottawa dispo-
saient des études préparatoires. Du corpus
que I’on aurait souhaité voir resurgir, seules
retrouvées deux pochades dans 1’héritage
norvégien de Blair Bruce. Encore de nos
jours la production de Cullen alimente le
marché d’art. Monsieur Eric Klinkhoff a éta-
bli a plus de 800 numéros le catalogue de
cette circulation et a ainsi permis de localiser
plusieurs tableaux. De ceux possédés par des
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particuliers et des galeries commerciales pré-
tés a D'exposition, il est significatif d’en
retrouver 11 sur les 12 qui illustrent la der-
ni¢re période d’activité du peintre! Par ail-
leurs il est beaucoup plus singulier de consta-
ter que la sélection globale des oeuvres ait
tenu a I’arrangement biographique divisé en
cinq tranches de vie et pour lesquelles on
retrouve respectivement 8, 11, 30
(17 années), 12 et 12 oeuvres par section!

Quant au nouveau récit de la biographie
— qui constitue le seul texte d’analyse — le
moins que lon puisse dire est qu’il releve de
I’ordre de I’agenda. Le rassemblement de la
documentation (voir en annexes au catalogue
la liste des expositions et la bibliographie) et
I’examen de certains documents (il faut en
faire la liste a partir des notes) auront certes
permis de rétablir les dates exactes de dépla-
cements, des rencontres, des ouvertures
d’expositions, des installations d’atelier,
etc., etc., mais on aura eu le tort de suivre
trop pres le classement du document, comme
celui, par ailleurs, de multiplier a2 chaque
apparition d’un nouveau tableau les citations
de la critique de 1’époque. Du reste, une
chronologie comme telle apparait en appen-
dice, avec le malheur qu’étant comparative
et publiée en calendrier, sa lecture ne facilite
pas le repérage de ce qui appartient en propre
a Cullen. Aussi s’il faut effectuer des sauts
dans les premieres années (pour retrouver
Maurice) il est plus fortuit d’établir I’exacte
concordance entre les différents faits ins-
crits, pour exemples: 1888 Van Gogh i
Arles alors que Cullen s’embarque pour
I’Europe; 1895, Morrice a Dieppe, alors que
Cullen est de retour a Montréal; 1900,
rétrospective Seurat; 1907, naissance du
Cubisme, données fournies, faut-il le croire,
comme reperes historiques.

Autres remarques sur 1’édition qui con-
cernent les illustrations. Les oeuvres au cata-
logue 6, 12, 23, 58 et 60 devraient étre
accompagnées d’un astérisque, étant repro-
duites. Il aurait fallu noter les numéros du



catalogue sous les planches. On n’a pas indi-
qué la provenance des 6 photographies qui
représentent I’artiste, ni si celles-ci sont ren-
dues entieres ou fragmentées. Enfin, une
observation globale, I’illustration est entiére-
ment ‘‘cullenienne’’ et du fait des doubles,
ne témoigne que de 51 oeuvres,

Cette publication souléve toutefois des
problémes d’ordre plus grave. Il est entendu
que toute exposition nécessite un certain
nombre de taches indispensables qui ne sau-
raient étre que plus exigeantes lorsque 1’on
ambitionne une rétrospective historique. On
ne pouvait proprement parler de redécou-
verte Cullen. Non plus on ne devait compter
sur des révélations bouleversantes. La réou-
verture de ce dossier passablement étoffé,
dans le cadre d’une manifestation importante
et prestigieuse (voir I’itinéraire) aurait di se
préter & une analyse plus sérieuse et faire
ocuvre d’une synthése moins confuse. Ces
derniers efforts ne sont pas exactement visi-
bles dans les deux parties de I’ouvrage o ils
auraient normalement pu étre exercés, soit le
catalogue d’un choix d’oeuvres représentatif
et la biographie commentée.

Une exposition signifie avant tout par son
rassemblement. Il y a avec certains artistes
canadiens le risque pour le moins prévisible
de créer un tort esthétique en exposant, au
seul nom de la vertu historique, un trop
grand nombre d’oeuvres mineures. Ce ris-
que, il va sans dire, a été encourru pour Cul-
len. Une partie du tort aurait pu é&tre rétablie
dans ’explication au catalogue (mais il est
orient¢ essentiellement sur la biographie) ou
alors par I’inclusion d’un matériel photogra-
phique plus diversifié. Les notices du catalo-
gue ne comportent aucun commentaire
d’analyse et les rares renvois aux oeuvres en
rapport sont trop sommaires pour venir élar-
gir vraiment notre connaissance du catalogue
raisonné. Cette critique est valable pour les
oeuvres mieux réussies de Cullen, on aurait
aimé savoir en quoi le jugement actuel dif-
fere de ceux posés il y a une cinquantaine
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d’années.

““Il fut toujours partisan du travail prépa-
ratoire. Des centaines d’esquisses en font
foi®.”” De la quantité d’oeuvres produites et
sur laquelle, répétons-le, on n’a pas du tout
spéculé, trop peu mentionnées les innombra-
bles esquisses aux crayons et les pastels
(d’exposés un seul pastel (1912) et 5 crayons
— tous datés de la période 1918-1919). Bien
entendu on trouve des huiles sur bois (8),
mais, on n’a oublié d’en relever 1’intérét
technique évident dans le cas du plein air. Il
est en tous cas un aspect qu’il est dommage
de ne pas avoir relancé, c’est le coté ‘‘arti-
san’’ de Cullen. Il préparait lui-méme ses
toiles, ses panneaux, ses couleurs aux pas-
tels. Il ciselait et dorait parfois ses cadres.
Bien plus il a consigné sous forme de con-
seils aux étudiants 1’essentiel de ses procédés
et de sa maniere d’approcher le paysage et
que Romain Gour a reproduit. Un texte pré-
cieux qui est a la base de [’art de Cullen et
auquel il aurait été essentiel de se reférer au
tout au moins d’en donner la référence®.

Que des paysages dans cette rétrospec-
tive! Le texte ne va guere avant de réflexions
sur les problemes de formation du peintre,
ses motivations et sa relation avec I’art cana-
dien, européen et américain. Pour un jeune
homme qui passe deux années dans 1’atelier
de Louis-Philippe Hébert (devrait-on songer
a des oeuvres sculptées?), qui regoit par la
suite une formation presque enti€rement
orientée vers la figure (Ecole des Beaux-Arts
de Paris) et qui, au Louvre, copie notam-
ment Vélasquez, Ribot et Greuze (localisa-
tions inconnues), il y a un décrochage
sérieux que I’on n’a toujours pas relevé. On
serait tenté d’y voir pour notre part un pro-
bleme que Cullen ne dat probablement
jamais surmonter.

N’a-t-on pas publié d’abondance sur le
naturalisme, I’Ecole de Barbizon, I’impres-
sionnisme, le post et le néo pour qualifier la
peinture du Cullen, encore et toujours du
seul épithete d’impressionniste? On aurait



également pu s’étendre sur le décalage entre
les impressionnistes frangais et les difficultés
de la transmission esthétique'. Il aurait été
nécessaire de tenter une définition de son
style de représentation pour réévaluer
‘“‘quelle place occupe Cullen dans nos arts,
quelle influence (il a) exercé sur ses contem-
porains et ses successeurs??”” A cette ques-
tion formulée en 1956 par Robert Pilot,
celui-ci évoquait les noms de Morrice, Jack-
son, Gagnon, mais, aussi ceux de Lismer
(celui de 1912) et d’Albert Robinson. Com-
ment peut-on éviter la comparaison avec
Suzor-Coté? Dans sa conclusion, Mlle Anto-
niou rappelle que Cullen encouragea
quelques-uns de ses éleves sans qu’aucun de
leurs noms (a I’exception de Robert Pilot) ne
soit mentionné (Cullen eut pourtant une
quinzaine d’éleves tous les étés, durant
douze ans, a ses cours de I’AAM); et elle ne
retient plus que I’amitié opportuniste avec
Brymner et ’apport technique qui permit a
Morrice de peindre, & son tour, ‘‘impres-
sionniste’’! Aussi doit-on regretter qu’aucun
effort d’interprétation ne vienne engager
notre sensibilité et notre conscience actuelles
face a une période qui ne devait pas étre,
apres tout, autant sclérosée.

Sylvain Allaire
Etudiant 2e cycle
Université de Montréal.
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Stanley Brunst: Radical Painter
Terrence HEATH

Mendel Art Gallery, Saskatoon, 1982
24 pp., 4 colour, 55 b&w ills., $3.00

This landmark exhibition catalogue
accompanied a show of fifty-two works by
Stanley Brunst at the Mendel Art Gallery (30
September — 14 November, 1982). The
artist worked for eighteen years in Saska-
toon, from 1923-1941, but has almost been
forgotten since his move to Vancouver in
1941. Recently a nephew of the late artist
came forward with some three hundred pre-
viously unknown works, several of which
were donated to the Mendel Art Gallery.
This exhibition, then, marked the first time
these paintings had been exhibited publicly
and the catalogue presents an opportunity to
set Brunst in an artistic context.

Terrence Heath, author of the catalogue,
is to be commended on establishing the basic
‘“‘tombstone’” data on Brunst. To ascertain
even rudimentary facts took a great deal of
research on his part. None of this material
has appeared in published form before; so at
the very least, the catalogue is a valuable
research tool for students in Canadian art
history working on twentieth-century art in
western Canada. Unfortunately, there is a
large gap in the catalogue due to a regrettable
decision by Heath to concentrate on Brunst
the man rather than Brunst the painter. It is
Brunst’s work which is intriguing, not his
life, and one is piqued to know more about
his artistic sources and his ideas.

Generally, Brunst worked in watercolour
on cheap paper; he used bright, pure colours.
His paintings are small in scale and the artist
appears to have been fond of patterning and
organic forms. As is evident in his paintings,
he seems to have been familiar with the
Cubist breaking up of form and shallow
space and with Futurist dynamic movement.
His works are not even in quality. Some are
cluttered and, at times, flat areas of colour
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are too thin and brittle-looking. One of
Brunst’s best works is an untitled waterco-
lour from c. 1935-40 in which trees form a
screen on the picture plane, behind which a
brightly coloured fence and houses are ren-
dered in a simplified way. Later, Brunst
moved away from such naturalistic subject
matter and began to work with more fanciful
subjects and compositions. Although Heath
does not suggest what any of Brunst’s sour-
ces may have been, one clue exists in one of
the artist’s paintings — an untitled still life
from 1936. One of the books depicted on a
table is Wilenski’s The Modern Movement in
Art.

In his biographical work on the artist,
Heath estimates Brunst’s birthdate as c.
1894 and surmises that he arrived in Canada
from England in c. 1912. There is some pos-
sibility that he was a Quaker. He came to
Saskatoon from Borden, Saskatchewan in
1923, first working as a construction labou-
rer, then as a drycleaner. He received no art
training. Brunst lived in Saskatoon throug-
hout the Depression and associated with
other artists working in the city. He was a
member of Ernest Lindner’s Art Association
of Saskatchewan, formed in 1939, for exam-
ple, and exhibited with them (something
Heath does not mention).' He also attended
Lindner’s Saturday Nights which were
gatherings of artists for discussion. In
1941 Brunst inexplicably moved to Vancou-
ver. Perhaps he moved for artistic reasons —
he had begun abstract paintings in 1936 and
was possibly seeking a more receptive
audience for his new work. (A parallel exists
here with Fritz Brandtner, who moved to
Montréal in 1934 after six years in Winnipeg
in order to find a more accepting milieu for
his work.) Certainly Brunst seems to have
found a niche for himself in Vancouver.
Heath mentions that once there he knew
Lawren Harris, Joe Plaskett, Emily Carr and
B.C. Binning. He was given an exhibition at
the Vancouver Art Gallery in 1941. (There



are no details on this supplied by Heath —
the research on Brunst’s Vancouver years
remains to be done.) Brunst attended lectures
at the Vancouver Art Gallery including one
delivered in 1944 by the English surrealist
painter, Grace Pailthorpe, who had such an
influence on Jock Macdonald. One fact not
touched on by Heath is that Lawren Harris
bought one of Brunst’s works from the
1941 exhibition for his own collection® and
so it would appear that his work was greeted
with some approval on the West Coast.
Brunst died in Vancouver in 1962 at the
approximate age of sixty-eight.

Charles Hill first revealed what a fascina-
ting and richly varied period the 1930°s was
for Canadian painting in his 1975 Canadian
Painting in the Thirties. But, Saskatchewan
and Alberta were virtually excluded from
that work, and now, almost ten years later,
much of the necessary research for a broad
overview of this period of art in the prairie
provinces remains to be done. In this res-
pect, Heath’s catalogue is a welcome contri-
bution to published research in this area. It is
fairly well-written and is handsome in
design. But while it forms an adequate intro-
duction to the artist, it is by no means the last
word on his work. Brunst left an intriguing
body of modernist abstract paintings which
have only recently come to public knowl-
dedge. At this point, what is needed is inten-
sive research into Brunst as an artist in order
that a full and proper interpretation of his
work be made. Then he can take a well-
deserved place in the written history of
Canadian art.

Liz Wylie
University of Saskatchewan
Saskatoon, Sask.

186

Notes

1 Lindner papers, file on the Art Association of Saskatchewan,
Saskatchewan Archives, Saskatoon office.

2 Letter from Emest Lindner to Illingworth Kerr, April 29,
1941 discusses this sale. Lindner papers, Saskatchewan Archi-
ves, Saskatoon office.



Alberta Rhythm: The Later Work of A.Y.
Jackson

Dennis REID

Art Gallery of Ontario, 1982

104 pp., 9 colour, 95 b/w illus., $9.95

Alberta Rhythm: The Later Work of A.Y.
Jackson is the first of a series of three exhibi-
tions that Dennis Reid, Curator of Historical
Canadian Art at the Art Gallery of Ontario,
is organizing in order to bring to light the
post-Group of Seven paintings of Jackson,
Arthur Lismer, and Lawren Harris. It ope-
ned at the Arnt Gallery of Ontario in May
1982 and was later seen at the Glenbow
Museum in Calgary. Everything in the exhi-
bition was reproduced and documented in
the accompanying catalogue and an excellent
chronology of Jackson’s activities from
1933 until his death in 1974 was provided
by Jackson’s niece, Naomi Jackson Groves.
Carol Lowrey also prepared a bibliography
of titles omitted from Reid’s 1971 Biblio-
graphy of the Group of Seven. Both these
inclusions are very useful but I would have
liked to have seen the chronology expanded
to cover Jackson’s entire life. It is unfortu-
nate that the bibliography, which goes back
to 1917, was primarily designed to be used
in conjunction with Reid’s now difficult to
find Bibliography.

The catalogue is very attractive, although
I feel that Jackson’s ‘‘romping rhythms”’
would have benefitted from a more spacious
or relaxed format. The layout is beautifully
balanced but is just a little too tight for the
works at hand. As for the exhibition, it is
clear that Reid chose the work with care,
hoping to show Jackson in the most favoura-
ble light and prove his own case for the post-
Group work. The catalogue’s colour repro-
ductions are certainly marvelous. Alberta
Rhythm and South from Great Bear Lake
come across well, as dense, sonorous and
majestic paintings. But Early Snow, Alberta,
which I know well, is a slippery Disneyes-
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que fantasy that does little to strengthen
Reid’s argument. Although the few drawings
illustrated are punchy and vigorous, they are
hardly ‘‘exceptional works of art’” as Reid
contends. Varley, Lismer and FitzGerald
were the finer, more feeling, draughtsmen
within the Group; and compared to Picasso,
Matisse or Bonnard, Jackson’s scrawls look
pretty witless. Like most of his paintings,
the drawings are overly general. They tell us
little about the particulars of his particular
surroundings.

Reid is well aware of this often heard
charge and made a valiant, but ultimately
unsuccessful, attempt to refute it in his cata-
logue essay. The first paragraph ends with
the remark that ‘‘This ‘later’ work has been
dismissed wrongly as dull, repetitive, or for-
mulary.’” Yet in the pages that follow, he as
much as admits that there is truth to the char-
ges. Writing of Jackson’s 1938 Alberta sket-
ches, he quite correctly points out that ‘‘they
are the same work as Jackson did at St.Tite
des Caps the previous spring, and essentially
the same work he had been producing since
1914.”’ Jackson’s ‘‘conservative vision,’’ as
Reid politely calls it, made every part of the
country look the same. Canada looks like a
great jello of jiggling forms when seen
through Jackson’s art. Nothing has much fla-
vour of its own. The paintings run into each
other and eventually put many of us to sleep.

If Reid really believes that Jackson iden-
tified with each ‘‘subject place,”” and that his
identification adds to the character and to our
understanding or the resulting work why did
he include so few Quebec paintings in the
exhibition? According to Groves’ chrono-
logy, Jackson painted there almost every
year during the thirties and forties. But
where is this activity reflected in the exhibi-
tion? Given the fact that many Arctic and
Ontario, as well as Alberta, subjects were
included, I cannot understand Reid’s
decision.

Nor do I understand why Reid dwelt so



much on Jackson’s private life, rehashing the
news of his friendship with Anne Savage and
telling us when his tonsils came out. I would
have liked to have heard much more about
his relationship with the Canadian Group of
Painters and something about the enormous,
and sometimes repressive, influence that he
exercised in English Canada during the thir-
ties and forties. And it would have been inte-
resting to have heard more about what others
thought of Jackson, for despite the care with
which Reid documented his activities, I still
have no sense of his presence, which seems
to have been the whole point of the essay.

I have great respect for Reid’s scholars-
hip, but I do not understand many of the
decisions that he made with this exhibition
and catalogue. I hope that the Lismer and
Harris exhibitions that follow are better
tuned and focused.

Christopher Varley

Head Curator/Curator of Canadian Art,
The Edmonton Art Gallery,
Edmonton, Alta.
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PUBLICATION NOTICE / NOTE DE LECTURE

Arthur Lismer: Nova Scotia, 1916-1919
Gemey KELLY

Dalhousie Art Gallery, Halifax, 1982

68 pp., 2 colour, 87 b/w illus., $7.95

There has recently been a strong revival
of interest in Arthur Lismer, particularly in
his post-Group of Seven period paintings
which tended to be neglected during the
artist’s lifetime. The lurid, intestinal and
claustrophobic qualities of many of them
were not to contemporary taste and have
only gained attention as our view of Cana-
dian art has relaxed and expanded. Lismer
was more of a painter than most of the
Group. As if in reaction to the polished nice-
ties of aesthetes, he laid pigment down with
deliberate coarseness. However heavy and
unsatisfactory the results sometimes were,
they were always frank and, in the post-
Group works in particular, seemed to deve-
lop from a form of deep, personal
expressionism.

Arthur Lismer: Nova Scotia, 1916-1919
deals with the prints and paintings that Lis-
mer produced in the years immediately pre-
ceding the formation of the Group, when he
was working in isolation from his Toronto
contemporaries as Principal of the Victoria
School of Art and Design in Halifax (now
the Nova Scotia College of Art and Design).
But the emphasis of the catalogue accom-
panying the exhibition is on Lismer’s tea-
ching and energetic promotion of the visual
arts in Nova Scotia. The catalogue is well-
produced and Gemey Kelly’s essay is care-
fully researched and beautifully written.
Although she benefitted from selecting an
artist whose life has already been fairly well
documented, I never had the feeling that she
was simply repeating second-hand informa-
tion. Her text is fresh and thoughtful through-
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out. My only regret is that she did not say
more about Lismer’s art of the period,
although she did make the important connec-
tion with John Constable. This might have
helped to establish the paintings of the period
in the broader context of Lismer’s total
oeuvre.

Christopher Varley

Head Curator/Curator of Canadian Art
The Edmonton Art Gallery
Edmonton, Alta.



List of articles, short nofes,
sources and documents,

book reviews and publication
notices published since volume i/1
(arranged chronologically)

Articles

Art / Peinture, dessin, gravure, photographie.

Un retour sur I’oeuvre d’Adrien Hébert

Les gouaches de 1942 de Borduas

A Visit to Martiques Summer 1908: Impressions by
William Brymner

Surrealism and Pellan: L’ Amour Fou

Who ‘“‘Discovered’’ Emily Carr?

Les peintures en damiers de Molinari

The Library of a Canadian Artist. Books from the
Library of Robert Holmes

Les artistes canadiens copistes au Louvre
(1838-1908)

:La peinture des années trente au Québec

“Quand les francais jouaient aux sauvages ... ou le
carrousel de 1662

Surrealist Traits in the Heads of Alfred Pellan

Puvis de Chavannes et le Canada

La société québécoise et 1’’encouragement’’ aux
artistes de 1825 a 1850

Pre-Confederation Photography in Halifax, Nova
Scotia

Peinture et luttes sociales: Talking Union de
Frederick B. Taylor

The Evolution of Jack Bush

Images of the Inuit in the Eighteenth Century

Les disciples de Daguerre a Québec 1839-1855

Paul Kane Paintings Rediscovered

La gravure dans 1’oeuvre de Rodolphe Duguay
(1891-1973)

The:Vocabulary of Freedom in 1948: The Politics of
the Montréal Avant-Garde

Approche sémiologique d’une oeuvre de Borduas:
3+3+4

Thoughts of Peace and Joy: A Study of the
Iconography of the Croscup Room

191

Liste des articles,

noftes et commentaires,
sources et documents,

comptes rendus et notes de lecture
déja parus (ordre chronologigue).

Jean-René Ostiguy
Frangois Laurin

Janet Braide
Reesa Greenberg
Maria Tippett
Francois Laurin

Sybille Pantazzi

Laurier Lacroix
Frangois-Marc Gagnon

Laurier Lacroix
Reesa Greenberg
Laurier Lacroix

John R. Porter
Jim Burant

Luis de Moura Sobral
Ken Carpenter
Rosalind Pepall
Nicole Cloutier

Susan J. Stewart

Jean-René Ostiguy
Judith Ince
Fernande Saint-Martin

Gilbert L. Gignac
Jeanne L. L’Espérance

Vol.
i/l
i/1
i/l
ir2
ir2
i/2

ii/1

it/ 1
iii/1&2
iii/1&2
iii/1&2

iv/1

v/l

iv/1

iv/2

iv/2

v/l

v/l

v/2

v/2

vi/l
vi/l

vi/2



Materials and Techniques of Painters in Québec
City, 1760-1850

L’Abbé Jean-Antoine Aide-Créquy (1749-1780) et
P’essor de la peinture religieuse apres la Conquéte

La contribution du peintre américain James Bowman
(1793-1842) au premier décor intérieur de 1'église
Notre-Dame de Montréal

Architecture and/et sculpture.

L’utilisation des maquettes et modeles dans
I’architecture ancienne du Québec

Les statues de la fagade de 1’église Sainte-Famille,
fle d°Orléans

Les projets d’embellissements de la ville de Québec
proposés par Lord Dufferin en 1875

La rdle de I’Abbé Jérdme Demers dans 1’élaboration
d’une architecture néo-classique au Québec

The Nine-Year Odyssey of a High Victorian Goth:
Three Churches by Fred Cumberland

Les tabernacles de Frangois Baillairgé

Building for Transportation in the Nineteenth
Century

La Chapelle de la Congrégation Notre-Dame de
Québec

Architectural Image for the Dominion: Scott, Fuller
and the Stratford Post Office

Evolution de I’architecture religieuse en Nouvelle-
France: Le r6le des modeles architecturaux

Coloured Brick in Yorkville

Le retable de Saint-Grégoire de Nicolet et le
probleme de la contrainte architecturale dans les
ensembles sculptés Québécois

Housing in Quebec Before Confederation

L’ancien baldaquin de la chapelle du premier palais
épiscopal de Québec, a Neuville

Thomas Seaton Scott: The Architect versus the
Administrator

Decorative Arts / Arts décoratifs.
Instruction pour establir les manufactures: A Key
Document in the Art History of New France

Short Notes / Notes et commentaires

Art / Peinture, dessin.

Pierre-Noel Levasseur: A Letter
Wreath of Flowers [William Brymner]
A Portrait by George Berthon

192

Rustin Steele Levenson

John R. Porter

Yves Lacasse

Luc Noppen

Leopold Désy

Achille Murphy

Luc Noppen

Shirley G. Morriss
Raymonde Landry-Gauthier
Harold Kalman
Douglas Richardson
Marie Gobeil Trudeau
Luc Noppen
Christopher Thomas
Luc Noppen

Anita C. Makler

Jean Belisle
Christina Cameron

John R. Porter

Janet Wright

Doreen E. Walker

Doreen E. Walker

Janet Braide
Sandra Paikowsky

vii/l

vii/1

vii/l

i/l

i/2

ir2

ii/1

i/l
ii/1

1i/1&2
iii/1&2
i/ 1&2
iv/1
iv/2
v/1
vi/l
vif2

vi/2

ii/1

il

ii/1
ii/1



Paul-Emile Borduas et I’Art déco

Paul Peel’s After the Bath

Joseph Légaré et les indiens

Un curieux probléme d’attribution et de datation [ex
voto]

Le tableau de 1’ancien maitre-autel de Sainte-Anne
de Beaupré

The Drawings of Alfred Pellan: Further Thoughts by
the Author

Architecture.
Un dessin inédit de Pierre-Noel Levasseur
Un carte de Jean Bourdon de 1640

Decorative Arts / Arts décoratifs.
The 1935 Canadian Silver Dollar
Fashion-Plates: Sources for Canadian Fashion

Sources and/et documents

Art / Peinture.

John Lyman: A Bibliography of his Writings

Les artistes canadiens copistes au Louvre
(1838-1908)

Les Canadiens au salon officiel de Paris entre 1870
et 1910: sections peinture et dessin

An Index of Miniaturists and Silhouettists who
Worked in Montréal

Canadian Art History Theses and Dissertations
Mémoires et Théses en I’histoire de 1’art au
Canada

Biography and Bibliography of the Writings of
Donald William Buchanan (1908-1966)

Eleves canadiens dans les archives de I’Ecole des
Beaux-Arts et de I'Ecole des Arts Décoratifs de
Paris

Anne-Marie Blouin

J. Edward Martin
Frangois-Marc Gagnon
Nicole Cloutier

Nicole Cloutier

Reesa Greenberg

Raymonde Landry-Gauthier
Raymonde Landry-Gauthier

Leslie Forsyth
Norma Morgan

Janet Braide
Laurier Lacroix
Sylvain Allaire

Roslyn Rosenfeld

Loren Singer

Gloria Lesser

Sylvain Allaire

Book Reviews and Publication Notices / Comptes rendus et notes de lecture

(Arranged alphabetically / Ordre alphabétique)

Art / Peinture, dessin, photographie, gravure.

ALLODI, Mary, Canadian Watercolours and
Drawings in the Royal Ontario Museum, 2 vols.
The Royal Ontario Museum, Toronto, 1974

193

Douglas Richardson

iii/1&2
iv/1
v/1

v/l
vi/l
vi/l

ii/1
iii/1&2

i/1
v/2

iv/2

ii/1

iv/2

v/2

v/2 & vil2

v/2

vi/l

i/l



ALLODI, Mary, Printmaking in Canada The
Earliest Views and Portraits/ Les débuts de
l’estampe imprimée au Canada vues et portraits,
Royal Ontario Museum, Toronto, 1980

BOISCLAIR, Marie-Nicole, Catalogue des oeuvres
peintes conservées au Monastére des Augustines
de I’Hotel-Dieu de Québec, Québec, Ministere
des Affaires culturelles, dossier 24, 1977

BOVEY, Patricia E. and DAVIS, Ann, Lionel
LeMoine FitzGerald (1890-1956) The
Development of an Artist, Catalogue
accompanying an exhibition organized and
circulated by the Winnipeg Art Gallery,
Winnipeg, 1978

BROWN, Lynn Hutchison, Leonard Hutchison,
People’s Artist: Ten Years of Struggle, 1930 to
1940, NC Press

CAMERON, Christina and TRUDEL, Jean, The
Drawings of James Patterson Cockburn: A Visit
Through Quebec’s Past, Gage Publishing,
Toronto, 1976

COOKE, W. Martha E., Les Quatre rois indiens,
catalogue d’une exposition présentée aux
Archives publiques du Canada, A.P.C., Ottawa,
1977

COY, Helen, FitzGerald as Printmaker: A
Catalogue raisonné of the first complete
exhibition of the printed works, The University of
Manitoba Press, Winnipeg, 1982

FARR, Dorothy, Horatio Walker 1858-1938,
Catalogue de I’exposition, Agnes Etherington Art
Centre, Queen’s University, Kingston, 1977

FENTON, Terry and WILKIN, Karen, Modern
Painting in Canada. Major Movements in
Twentieth Century Canadian Art, Edmonton,
Hurtig Pub. in cooperation with the Edmonton
Art Gallery, 1978

GAGNON, Frangois-Marc, Paul-Emile Borduas
(1905-1960) Biographie critique et analyse de
l'oeuvre, Editions Fides, Montréal, 1978

GEORGE, Hardy (editor), The Concordia University
Art Index to Nineteenth Century Canadian
Periodicals, Concordia University, Montréal,
1981

GREENBERG, Reesa, The Drawings of Alfred
Pellan, The National Gallery of Canada, Ottawa,
1980

HACHEY, Paul A., The New Brunswick Landscape
Print: 1760-1877, Beaverbrook Art Gallery,
Fredericton, 1980

194

Louise Dusseault-Letocha

Laurier Lacroix

Liz Wylie

Charles C. Hill

W. Martha E. Cooke

Frangois-Marc Gagnon

Kevin Forrest

Jean-René Ostiguy

Sandra Paikowsky

René Payant

Mary F. Williamson

Judith Ince

Lydia Foy

v/2

iv/2

v/l

ii/1

iv/2

iv/2

vii/l

iv/2

v/1

v/l

vif2

vi/l

i’1



HARPER, J. Russell, A People’s Art: Primitive,
Naive, Provincial, and Folk Painting in Canada,
University of Toronto Press, Toronto, 1974

HICKL-SZABO, H., Portrait Miniatures in the
Royal Ontario Museum, Royal Ontario Museum,
Toronto, 1981

HILL, Charles C., John Vanderpant Photographs,
The National Gallery of Canada, Ottawa, 1976

JOHNSON, Professor W. McAllister (ed.) and
RETFALVI, Andrea (comp.), Canadian
Hllustrated News (Montreal): Index to Illustration,
Vols. I-III, 1869-1871, University of Toronto,
Department of Fine Art, Toronto, 1977-

LUSSIER, Réal, Dessin et surréalisme au Québec,
Catalogue accompanying an exhibition organized
and circulated by the Musée d’art contemporain,
Montréal

McMANN, Evelyn de Rostaing, Royal Academy of
Arts/Académie royale des arts du Canada,
Exhibitions and Members, 1880-1979, University
of Toronto Press, Toronto, 1981

MURRAY, Joan (staff editor) and WATSON,
Jennifer C. (research and compilation), The
Robert McLaughlin Gallery, Oshawa —
Permanent Collection, The Robert McLaughlin
Gallery, Oshawa, 1978

NASBY, Judith B., The University of Guelph Art
Collection: A Catalogue of Paintings, Drawings,
Prints and Sculpture, University of Guelph,
Guelph, 1980

NASGAARD, Roald, 10 Canadian Artists in the
1970s, An Exhibition for European Tour, Art
Gallery of Ontario, Toronto, 1980

OSTIGUY, Jean-René, Les Esthétiques modernes au
Québec de 1916 a 1946, Musées Nationaux du
Canada/ Galerie nationale du Canada, Ottawa,
1982

PARRIS, Nina G. (compilation), Checklist of the
Paintings, Prints and Drawings in the Collection
of the Robert Hull Fleming Museum, The Robert
Hull Fleming Museum, University of Vermont,
Burlington, 1977

Pluralities/1980/Pluralités, en collaboration, Galerie
nationale du Canada, Ottawa, 1980

PORTER, John R., L’art de la doryre au Québec du
XVlle siécle a nos jours, Québec, Editions
Garneau, 1976

195

Douglas Richardson

Jan Roseneder

Ann Thomas

Hardy George

Reesa Greenberg

Laurier Lacroix

Donald F.P. Andrus

Donald F.P. Andrus

Sandra Paikowsky

Esther Trépanier

Donald F.P. Andrus

Lise Lamarche

Francois-Marc Gagnon

ii/1

vi/l

iv/1

v/

v/2

vi/2

vi/l

vi/l

vi/l

vi/2

vi/l

v/2

iv/1



SIMARD, Jean, Une Iconographie du clergé
francais aux XVIle siécle. Les dévotions de
I’Ecole francaise et les sources de I'imagerie
religieuse en France et au Québec, Québec, Les
Presses de 1’Université Laval, 1976

SMITH, Frances K., Daniel Fowler of Amherst
Island 1810-1894, Agnes Etherington Art Centre,
Queen’s University, Kingston, 1979

VARLEY, Christopher, The Contemporary Arts
Society/La Société d’art contemporain Montréal
1939-1948, The Edmonton Art Gallery,
Edmonton, 1980

VARLEY, Christopher, F.H. Varley: A Centennial
Exhibition, The Edmonton Art Gallery,
Edmonton, 1980

VEZINA, Raymond, Catalogue des oeuvres de
Théophile Hamel, Tome II, Montréal, Editions
Elysée, 1975

VEZINA, Raymond, Napoléon Bourassa
(1827-1916) Introduction a l’étude de son art,
Montréal, Editions Elysée, 1976

VEZINA, Raymond, Théophile Hamel, peintre
national (1817-1870), Tome I, Montéal, Editions
Elysée, 1975

WOODCOCK, George, Peoples of the Coast The
Indians of the Pacific Northwest, Edmonton,
Hurtig Pub., 1977

YANOVER, Shirley, The Gallery School 1939-1980
A Celebration, Art Gallery of Ontario, Toronto,
1980

ZEMANS, Joyce, Jock Macdonald: The Inner
Landscape/A Retrospective Exhibition, The Art
Gallery of Ontario, Toronto, 1981

Architecture.

BERGERON, Claude, L’avenir de la Colline
Parlementaire, Québec, Les Editions du Pélican,
1974

BROSSEAU, Mathilde, Gothic Revival in Canadian
Architecture, Canadian Historic Sites: Occasional
Papers in Archaeology and History, No. 25,
Parks Canada, Ottawa

DAHL, Edward H., ESPESSET, Héléne,
LAFRANCE, Marc and RUDDELL, Thiery, La
Ville de Québec, 1800-1850: Un inventaire de
cartes et plans, Musées nationaux du Canada,
Ottawa, Mercury Series, 1975

GREENHILL, Ralph, MACPHERSON, Ken and
RICHARDSON, Douglas, Ontario Towns,
Oberon Press, 1974

196

Frangois-Marc Gagnon

J. Russell Harper

Sandra Paikowsky

Ann Davis

Gilles Rioux

Laurier Lacroix

Gilles Rioux

Frangois-Marc Gagnon

Leah Sherman

Brian Foss
Liz Wylie

Denys Marchand

Ellen James

Christina Cameron

William Dendy

iv/1

v/l

v/i2

vi/2

iv/1

iv/1

iv/1

iv/2

v/2

vi/l

iv/2

vi/l

iii/1&2

iii/1&2



KALMAN, Harold and ROAF, John, Exploring
Vancouver, University of British Columbia Press,
Vancouver

KALMAN, Harold and ROAF, John, Exploring
Vancouver 2, University of British Columbia
Press, Vancouver

MARSAN, Jean-Claude, Montréal en Evolution,
Boréal Express, Fides, Montréal

MOOGK, Peter N., Building a House in New
France. An Account of the Perplexities of Client
and Craftsmen in Early Canada, Toronto,
McClelland and Stewart, 1977

NOPPEN, Luc, Notre-Dame de Québec, Editions du
Pélican

TARDIF-PAINCHAUD, Nicole, Dom Bellot et
Darchitecture religieuse au Québec, Québec, Les
Presses de [’Université Laval, 1978

VIELLETTE, John, WHITE, Gary et coll., Early
Indian Village Churches. Wooden Frontier
Architecture in British Columbia, Vancouver,
University of British Columbia Press, 1977

Decorative Arts / Arts décoratifs.

FOX, Ross Allan C., Quebec and Related Silver at
the Detroit Institute of Arts, Wayne State
University Press, Detroit, 1978

LANGDON, John E., Clock & Watch-makers and
Allied Workers in Canada 1700 to 1900, Anson-
Cartwright Editions, Toronto, 1976

SAINT-PIERRE, Angéline, Emélie Chamard,
Tisserande, Québec, Editions Garneau, 1976

SAMUEL, Cheryl, The Chilkat Dancing Blanket,
Pacific Search Press, Seattle, 1982

197

Martin Segger

R.W. Liscombe
William Dendy
Yvon Desloges
Alain Rainville

Serge Saint-Pierre

William Dendy

Alan Gowans

Frangois-Marc Gagnon

Robert Derome

Helena Ignatieff
Monique Gauthier

Francois-Marc Gagnon

i/2

v/1

i12

iv/2

ir2

vi/l

iv/2

v/l

iv/2

iv/l

vii/l



Authors’ Queries

The London Regional Art Gallery is presently conducting research leading to the
presentation of a major Paul Peel (1860-1892) Retrospective in September 1986.
Peel worked in the United States (Philadelphia) and Europe (Paris, London,
Copenhagen) as well as in Canada, and we are anxious to locate a number of works
that disappeared into private collections during the 1880’s and after, and which have
since changed hands.

Kindly address all responses to:

Mrs. Paddy O’Brien

Assistant Director and Curator of Modern Art
London Regional Art Gallery

421 Ridout Street North

London, Ontario

N6A 5H4

John Arthur Fraser (1838-1898): information on the whereabouts of paintings,
watercolours, documentary material sought by biographer.

Please write to:

Kathryn Kollar, Curatorial Assistant
Concordia Art Gallery

Concordia University

1455 de Maisonneuve Boulevard West
Montréal, Québec

H3G 1M8

For a study of the work of Goodridge Roberts (1904-1974), I would appreciate
hearing from anyone concerning the whereabouts of his paintings and drawings as
well as his correspondence.

Please contact:

Sandra Paikowsky, Curator

Concordia Art Gallery

Concordia University

1455 de Maisonneuve Boulevard West
Montréal, Québec

H3G 1IM8
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